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he fully professional, digitally programmable, 
MIDI-interfaceable, surprisingly portable, 
unbelievably affordable Korg Poly800. 

KORG POLY 800 
The new Korg® Poly 800 Eterally creates an en¬ 

tirely new category of professional synthesizers. 
Korg’s constant refinement of synthesizer technol¬ 
ogy allows us to bring you a totally programmable 
polyphonic synthesizer, loaded with sounds and 
features, that sells for less than $800. 

8 VOICES -PROFESSIONAL SOUNDS 
The Poly 800’s unique architecture makes possi¬ 

ble an extraordinary variety of sounds, colors and 
textures that are a basic part of today’s music. 

Fat brass, expressive strings, distinctive lead 
patches and unusual special effects give you a full 
repertoire of possibilities to enhance your perform¬ 
ance. And of course, the kind of organ, piano and 
clav sounds that any professional would expect. 

In fact, the Poly 800’s powerful layering mode 
can give you two different sounds for each note. 
This means even thicker textures and more com¬ 
plex voicings. 

64 PROGRAMS-50 PARAMETER CONTROL 
The Poly 800’s Digital Access Control System 

(DACS) lets you call up any sound instantaneously. 
Each sound can be altered in terms of 50 different 
parameters. High-resolution control enables the 
most precise fine-tuning of patches. 

The Poly 800’s digital envelope generators utilize 
six individual envelope parameters (most others 
offer only four). This feature is a significant im¬ 
provement over common ADSR-type envelopes, 
allowing more expressive control. 

Your patches can be saved in the Poly 8(X)’s mem¬ 
ory and off-loaded to tape in 14 seconds. You can 
even rearrange your programs into a specific order 
and recall them in live performance via a footswitch. 

THE MOST SOUGHT-AFTER PROFESSIONAL FEATURES 
The Poly 800’s built-in polyphonic sequencer 

lets you store anything from bass lines to chord 

patterns. You can solo over the sequencer and write 
any pattern onto tape. 

A Noise Generator with individual articulation 
circuitry lends realism to sounds such as flute, 
other wind instruments and dramatic special 
effects. 
An on-board programmable Stereo Chorus adds 

extra depth and richness to the Poly 800 sounds. 
A 4-way joystick controls pitch bend, vibrato 

and filter mod. 
The Poly 800 is also equipped with the new 

MIDI interface, which provides an external link-up 
to other MIDI-equipped synthesizers or computers, 
for greatly expanded sound and performance 
capabilities. 

13 LBS-THE MOST PORTABLE POLYPHONIC 
All of the versatility offered by the Korg Poly 

800 fits into an amazingly light and compact 13 lb. 
package. AC and battery power means you can 
attach a strap to the Poly 800 for full freedom of 
movement in live performance. And the headphone 
jack lets you practice anywhere. 

If you want to expand your keyboard set-up or 
you’ve been held back by the high price of poly¬ 
phonic synthesizers until now, investigate the unbe¬ 
lievably affordable Korg Poly 800 at your local Korg 
dealer. Or send $3.00 (check or money order) to 
Unicord, 89 Frost St., Westbury, New York 11590 
for a Poly 800 demo record, color brochure and 
poster. 

For the name of the Korg dealer nearest you call: 
(516) 333-9100. Outside N.Y. call: (800) 645-3188. 
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S H101 

TAKES YOU WHERE YOU WANT TO GO 
[HI Roland 

Step out from behind that pile of keyboards and take on 

the world. There are no strings attached when you're 

playing the SH-101. 

Battery powered, sleek lines, compact design, 

lightweight (less than most guitars). Strap it on and it 

becomes a part of you. 

Available in Silver, Red or Blue it looks great on stage, 

and so do you when you're playing it. Plug in a set 

of phones and let the SH-101 take you where you 

want to go. 

The SH-101 is more than just another pretty face. 

It’s a serious synthesizer - 33 keys, 11-octave 

range, you can go from deepset rumbling bass 

to screaming highs in a flash. Modulation 

Grip in combination with Bender lets you 

bend a note up, down or sideways. 

With the Source Mixer to blend Sawtooth 

and Square waves (with PWM), full Filter¬ 

ing, Envelope and Interface capabilities, 

built-in Sequencer, Arpeggiator, you’ve 

got more power strapped onto your body 

than you've ever had sitting in front 

of you. 

Get an SH-101—and Get Moving! 

Available at better music stores 

everywhere. Only $495.00 retail. 

RolandCorp US, 

7200 Dominion Circle, 

Los Angeles, CA 90040 

(213) 685-5141. 



A BILLBOARD PUBLICATION 

MUSICIAN 
LAURIE 
ANDERSON 
A conversation with 

an electronic 
story 'teller, the first 

performance artist to 
reach the hearts of 
the people. With a 
new EP and some 
blue chip sidemen, 

“the ugly one with the 
Jewels” is back with 

more wise magic. 

54 ByJ oshua Baer 

Charlie Haden 
He helped reinvent bass improvisation with 
Ornette Coleman, Carla Bley, Coltrane, Jarrett, 
Redman, Pepper, and distinguished others An 
extended visit with the finest, deepest exponent of 
modem bass, from innocence to epiphany. 

ByRafiZabor . 

STYLE COUNCIL 
W hen Paul W eller broke up the 
Jam last year, there was intense 
curiosity over what the patron 
saint of Mod was up to next. The 
answer?A return to basic R&B 
roots and songwriting craft 

By Vic Garbarini . 36 
W 0 R K I N G MUSICIAN C 0 S & DEPARTMENTS 

SPINAL TAP 12 
Art astutely imitates life in a heavy metal cinematic send up. 
By Samuel Graham 

A distinctively unmetallic 
gallery’ of guitarists who are 
giving taste a good name. 
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ByFreff.76 
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Twenty years of funk foundation and pop permutation 
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ROCK SHORT TAKES 
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SUPERWOUND 
THE DESIGN OF THE TIMES 

UNIQUE 
‘PIANO 
STRING’ 
DESIGN 

- only the centre 
core goes over the bridge 

SELECTBA 
Nickel on Steel guitar strings with 

brilliant response and longer sustain. 
Selectra Standards are easier to play 

too. Selectra Specials have slightly 
heavier wound strings for extra power 

with the same flexibility. Designed to fit 
all popular solid-body electnc guitars. 

Extra FREE 1st String 
SUPERWOUND 

Sf STAR PLAYERS 
■I INCLUDE: 
' ‘ The Edge-U2, 
a Stuart Adamson-
■I Big Country, 
J  Mick Box-Uriah Heep 

Superwound String Patent Nos: USA 4037506, 
Canada 1018375, UK 1464556 and throughout the world. 
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WHEN STEVE SMITH RIDES 
HIS ZILDJIANS,YOU'RE IN 

FOR AN EXCITING JOURNEY. 

The only serious choice. 

Steve grew up just 
around the corner from 
The Zildjian factory. Of 
course, for the past few 
years he hasn't been 
around all that much, 
what with his touring 
with Jean Luc Ponty, 
Ronnie Montrose and 
of course the enor¬ 
mously successful 
group, Journey. How¬ 
ever, recently Steve 
took a break in his 
wild schedule and had 
a chance to sit down 
and talk with us. 
On Starting Out. 

"I started out playing in 
the fourth grade when 
I was nine years old 
and had a really good 
teacher. When I was in 
high school I got serious 
about playing and I 
got a job as a paper boy 
to save money to buy 
cymbals. My teacher 
used to bring me to the 
Zildjian factory so I could go in and pick out my 
own set of cymbals/ 
On Rock and Roll. “After college I had a lot of 
experience playing jazz and fusion and I had vir¬ 
tually no experience playing rock and roll profes¬ 
sionally except for some high school rock things. 
I really wanted to follow that direction, because 

nowadays a drummer has 
to play rock and roll as well 
as jazz in order to be well-
rounded as a musician" 
On Zildjians. “The kind of 
music we play with Journey 
demands a lot of power. I’ve 
found that the cymbals in 
the Zildjian rock line are 
the only ones that can 

really do the job for me -
that can carry the big 
halls and not sound thin. 
Zildjian cymbals have 
extraordinary projec¬ 
tion but at the same 
time they have this 
wonderful, full musical 
tone. I also particularly 
like the Ping Ride -
I got my first one back 
in the eighth grade and 
I’ve been playing one 
ever since." 
On Career. “You know 
if you should get into 
music. It’s something 
you can just feel. If you 
have to ask yourself the 
question, then don’t 
bother. Being a musi¬ 
cian isn't just a career 
it’s a way of life. 
“I find that most suc¬ 

cessful musicians don’t 
think about success as 
much as they think 
about being a good 
player or songwriter. 

To try to focus on success is a little too contrived 
and usually just doesn’t work/ 

If you’re a serious drummer, chances are over¬ 
whelming that you, like Steve, are already play¬ 
ing Zildjians. Zildjian: a line of cymbals played by 
drummers on six continents — a line of cymbal -
makers that spans three centuries. 

i For your copy of the Zildjian Cymbals and Accessories Catalog 
I and a Zildjian T-Shirt, DS; □[¿.□b nXL. send $6.00 to Dept. 14 
I Avedis Zildjian Company, Cymbal Makers Since 1623. 
I Longwater Drive, Norwell, Mass. 02061, USA 

I Name __ 

I Street__ 

■ City__ State_ Zip_ 

Flying high with the success of Journey, Steve Smith is one 
of the most versatile and talented drummers in music today. 



J^ers 
STERN JUDGMENT 

Hell hath no fury like a critic scorned 
would appear to be the implicit message 
of Musician's cover story on Stevie 
Wonder, and no wonder. Having worked 
so hard to get a date witf the prettiest, 
most elusive girl at the dance, David 
Breskm ended up playing Rhett Butler to 
Little Stevie's Scarlet O’Hara...and fat 
chance any of us have of giving a damn. 

David is a friend and a mostesteemed 
colleague- a witty writer and a passion¬ 
ate observer of the music scene But 
one is left wondering what compelled 
him to take on this difficult assignment if 
he didn't have the stomach for the hunt. 
Given Stevie's relationship to light, his 
compulsive insularity, his artistic muse 
and the readily apparent trappings of 
supe, stardom, why be so surprised 
when ne turns out to be as vain and 
driver, and self-referential as any other 
genius? It the man is such a dipstick, 
why even cover him? Lord knows there 
are plenty of deserving artists. Besides, 
David got about as much out of the man 
as could be expected. Why not mix that 
in with a little more analysis of his recent 
woik? 

Finally, why further water down one’s 
credibility by making the ludicrous 
Richard Pryor/Eddie Murphy, apples/ 
oranges comparisons? I suppose that 
David was trying to point out the differ¬ 
ence between genius and talent, but it is 
hardly worth denigrating Michael Jack-
son by comparisons to the smarmy, vul¬ 
gar Eddie Murphy. And perhaps 
Musician ought to think twice about its 
hipness quotient before calling on 
another mere mortal to account for his 
personal shortcomings. 
Chip Stern 
New fork City. NY 

~ TECH FALK 

ment does not need auto-tune circuitry 
or calibration. While the DCO’s economy 
can be a plus for the beginner, a lot of 
players burn out on the lack of richness. 

In another matter, your coverage of 
the boycott against musicians who per¬ 
form in South Africa was unfortunately 
understated. How about publishing the 
entire list of political whores the next 
time? I’d like to know who not to spend 
my money on. 
C.R. Fischer 
Pinole, CA 

BACKTALK 

Regarding Mark Rowland's comments 
in favor of the boycott of South Africa: 
this attitude may seem to fight the prob¬ 
lem, but there is no evidence that a boy¬ 
cott would influence the South African 
government to change its racist policies. 
In the meantime, the boycott is increas¬ 
ing the distress of a black South African 
population that can little afford any addi¬ 
tional hardship. Honoring of the boycott 
by black performers is particularly insid¬ 
ious since the black South African popu¬ 
lation. already depressed, is deprived of 
even a fleeting glimpse of other blacks 
who have earned respect, economic 
progress and dignity. But as damaging 
as the denial of potential role models is 
to black South Africans, the loss of jobs 
caused by the economic boycott is 
tragic. 

If humanity is ever to eradicate 
racism, it must look beyond the expe¬ 
dient, self-serving solution of boycotts, 
which only exacerbate the plight of the 
oppressed. 
H R. Newmark 
Bellaire, TX 

REC CORRECT 

Thank you very much for the wonderful 
review which Jim Farber wrote on the 
new XTC album, Mummer, in your Feb¬ 
ruary issue. One slight error, however: 
starting with this album all future XTC 
albums will be available on Geffen Rec¬ 
ords. Later this year we will also make 
their four previous albums available. 
Ed Rosenblatt 
Geffen Records 

J.D. Considine states in ‘Great Poly¬ 
synths (February) that "knowing the dif¬ 
ference between DCO, VCÍ and LFO is 
not essential to buying a synthesizer." 
The buyer should be warned that tiny 
differences in blurb can mean big differ¬ 
ences in sound. For example the newer 
digitally controlled oscillatoi (DCO) is 
cheaper than the older voltage con¬ 
trolled oscillator (VCO), but the custo¬ 
mer pays a price in a much thinner 
sound and a lack of glide (portamento). 
On the other hand, a DCO type instru-

Los Angeles, CA 

HOW DOES HE KNOW? 

In your DFX2 Face (January), you men¬ 
tion that Steve Jamal was being hired to 
play tenor sax: it was actually Michael 
Collins. Steve Jamal was hired to play 
rhythm guitar. Due to the influence of 
your magazine it would greatly be appre¬ 
ciated if you would note this correction. 
Michael Collins 
Woodland Hills, CA 

SOME LIKE US... 

Your interviews are wonderfully natural, 
and the reviews seem to be observant 
and written from an optimistic yet neutral 
standpoint. Your "Best Buys" page is a 
good feature for both the stores and 
consumers. 

We enjoy the magazine. 
Becky Tillman 
Charlotte, NC 

Your article about Olu Dara raised some 
interesting questions concerning musi¬ 
cianship. 

It is cool to know that there are techni¬ 
cally competent musicians who realize 
the limitations of craftsmanship. I have 
this image of technocratic musicians as 
ludicrously pompous, acknowledging 
their limitations but quickly surrendering 
to them. They see their art in a sacred 
way. Anything, when seen as sacred, is 
an over-simplification. I agree with Olu 
Dara; all music exists within its own 
sphere of influence. Musician obviously 
shares this view, as shown by the fact 
that it covers all kinds of music. 
Jimmie Jupp 

Just wanted to write in and say thanks 
for the articles on UB40 and Australian 
rock. You are to be highly commended 
for spotlighting new talent. In fact, the 
features on fresh talent from various cul¬ 
tures are the main reason I buy 
Musician. 
Jim Fuller 
Jefferson City, MO 

...SOME DON’T 

Drop a bomb on those rookies you 
chose to list Pick Hits '83 in your Febru¬ 
ary issue. Vic Garbarini and Timothy 
White were way off base when they 
referred to Bob Dylan as hype and a 
disappointment. I suggest you send your 
two "troopers" back to basic training. 
Geri 
Royal Oak, Ml 

SHUCKS 

In "Reggae 1984" from the February 
issue, the photo labeled "Bunny Wailer" 
is actually Leroy "Horsemouth" Wal¬ 
lace, star of the film Rockers. In the 
same issue, Ron St. Germain was billed 
on the contents page as the producer of 
various projects when in fact he was 
only the engineer In addition, a para¬ 
graph in the article itself detailing five 
years St. Germain spent at the Power 
Station was omitted, giving the impres¬ 
sion Ron has been at it for less than the 
twelve years he's been working behind 
the board. 
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FENDER CONCER T: 
THE LEGEND RETURNS. STRONGER THAN EVER. 

Over the years, the name "Concert" has come to stand for everything that was great about 
Fender's vintage tube amplifiers. Now there's an all-new Concert, and it's destined to 
become even more of a legend than the original. 

A highly refined all-tube circuit and switchable lead and normal channels give the new 
Concerts a fantastic range of sound. Add a full complement of controls (see panels below) 
plus an effects loop with adjustable send and return levels, and the possibilities are limitless. 

The Concert Series gives.you 60 watts with your choice of one 12/ two 10/' or four 10” 
speakers. There's also a new Deluxe Reverb II with 20 watts and almost identical features. 
All are ruggedly built to give you many years of faithful service. 



MUSIC 
IHHUSTRÏ 

NEWS 
by Mark Rowland 

The Supreme Court finally reached a 
decision in the Betamax home taping 
case, ruling by a 5-4 vote that home 
videotaping does not constitute a 
copyright infringement or cause 
financial harm to copyright holders. 
Although the decision does not in any 
way address the separate issue of 
home audio taping, and both majority 
and dissenting opinions specifically 
ask Congress to provide legal 
guidance, the Court action has clearly 
dealt a blow to the record industry's 
hopes of success for House Bill H. 
1030 and Senate Bill S. 31, both of 
which would impose a surcharge on 
the sale of blank audio tapes. 

The 5-4 split on Sony Corporation 
of America vs. Universal City Studios, 
a fray which created such unlikely 
ideological bedmates as Chief Justice 
Warren Burger and Justice William 
Brennan (for the majority), and 
Justices Thurgood Marshall and 
William Rehnquist (for the minority) 
was typical of a case which has 
managed to confuse and polarize 
simultaneously since Disney Studios 
first brought suit against Sony back in 
1976; and one in which both courts 
and legislature have duly impressed 
observers with their willingness to 
pass the buck. After hearing the case 
over a year ago, and drawing more 
"friend of the court" briefs than any on 
the docket from the previous annum, 
the court decided to re-hear the case 
last fall. Meanwhile, dozens of 
hearings have been held in Congress 
on the committee and subcommittee 
level since bills to curb home taping 
by forcing manufacturers to kick back 
part of their income to the record 
industry (at guess whose expense?) 
were first introduced in Congress two 
and a half years ago. Music industry 
partisans claimed solace from the 
Court's latest appeal to Congress to 

ultimately resolve the controversy, but 
so far not one home-taping bill has 
been sent out of committee; and in 
light of the court ruling, it seems 
extremely unlikely that either body of 
Congress would pass a bill during an 
election year which essentially 
imposes a tax on consumers for the 
financial recompense of large, albeit 
aggrieved, entertainment corporations. 

There are practical and philo¬ 
sophical differences surrounding 
the issues of video vs. audio taping, of 
course, and recording industry 
lobbyists may eventually convince 
Congress that “audio taping does 
affect our primary source of income,” 
as Songwriters Guild head George 
Weiss contends (at least more than 
video games). But the Betamax case 
has proved a frail stalking horse. As 
Gary Schwartz, a lawyer for the 
Electronics Industries Association 
remarked, “If the record industry 
thought they had a case to make, they 
certainly would be in court.” 

You asked for it department: A 
marketing survey has finally been 
completed to determine the favorite 
television programs of pop music fans. 
Active record buyers across the 
country were polled by the Steel Pulse 
Group, and categories were created 
to differentiate the tastes of AOR 
listeners from CHR (i.e., top forty) 
aficionados. Fave show for both 
groups turned out to be Hill Street 
Blues (twenty-two percent for AOR, 
eighteen percent for CHR), followed 
by M'A'S'H, but after that some 
intriguing differences arose. Fame, 
which placed third among CHR 
devotees, was nowhere in evidence 
among AOR fans, nor were Three's 
Company or General Hospital (which 
placed ninth and tenth). On the other 
hand, AOR followers exhibited a 
distinct preference for Saturday Night 
Live, Late Night With David Letterman 
and MTV What all this means we 
couldn’t say.... 

We didn’t make this up: ex-Thin 
Lizzy singer Phil Lynott will play Jimi 
Hendrix in a movie about the life of 
Kip Lambert, best known as ex¬ 
manager of the ex-Who. Mmmm, 
foxy.. ,.U2's LP War was named the 

best record of the year by 
Contemporary Christian 
magazine ...While Sly Stone attempts 
to revive his career, the other 
members of the Family Stone have 
also reformed and are touring without 
him as the New Family 
Stone Steven Spielberg is 
attempting to lure Michael Jackson to 
play the lead role in his remake of 
Peter Pan.. .A Scottish band named 
First Priority has shelled out £4,000 for 
the opportunity to open for Public 
Image Ltd. on the latter’s British tour. 
Get your priorities straight, 
guys . Slade is making a comeback. 
A new single, “My Oh My” is currently 
high on the British charts. (Does this 
mean we'll be hearing Quiet Riot in 
ten years?) Cars are putting the final 
mix on a new album at Electric 
Ladyland.... R.E.M. is working on their 
new album, to be produced by Mitch 
Easter.. Diana Ross signature will 
appear on a new line of hosiery. Now 
that takes muscle.. Mark Knopfler 
will produce the next Aztec Camera 
record, due in May; for the moment, 
he’s scoring a new movie by David 
Puttnam (Chariots of Fire) called Cal, 
a thriller about the IRA.... 

Chart Action 
The somnambulance of the Billboard 
charts was finally rousted by none 
other than Van Halen, whose 1984 
catapulted from #18 to #4 this week, 
and should shortly be ruling the roost. 
To do that it need only dislodge Mr. 
Jackson's Thriller (week 59 on the 
charts), Culture Club's Colour By 
Numbers and Lionel Richie’s Can't 
Slow Down, currently ensconced at 
positions 1, 2, and 3. Yes’ 90125, 
Synchronicity by the Police, Hall & 
Oates’ Rock ’N’ Soul Part 1 and Billy 
Joel's An Innocent Man hold steady in 
the next four positions. Linda 
Ronstadt’s What's New has slipped to 
#9 while Duran Duran’s Seven And 
The Ragged Tiger rounds out the top 
ten. Entry of the week belongs to the 
great Pretenders debuting at #25. 
Duran Duran, Alabama, Def Leppard, 
Billy Idol, Kenny Rogers and ZZTop all 
have three albums in the top 200. The 
Police have five. 

Elsewhere on the globe, Paul 
Young's No Parlez is the #1 LP in the 
Netherlands, the Stayin' Alive 
soundtrack the #2 album in Japan, 
and U2’s Under A Blood Red Sky (not 
to be confused with X's Under The Big 
Black Sun) the #3 disc in Australia. 
UB40’s "Red Red Wine" is #4 on the 
singles charts in Canada, while 
Slade's “My Oh My" holds forth at #5 
in West Germany. And in Britain Paul 
McCartney and the late John Lennon 
each have singles in the top ten. Plus 
ca change... 
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David Gilmour of Pink Floyd does 
_ an “About Fa«®.“ 

“About Face.” A new solo 
album featuring the voice, guitar 
and songs of David Gilmour. 
Ten new David Gilmour originals. 

Including the single, "Blue Light,” 
with Steve Winwood” on organ. 
Plus "All Lovers Are Deranged” 
and "Love On The Air,” co written 
by Pete Townshend. 

David Gilmour. 
“About Face.” On Columbia 
Records and Cassettes. 

Watch for the David Gilmour U.S. tour this spring and the 
new videos, “Blue Light" and “All Lovers Are Deranged.” 
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Spinal Tap 
ART ASTUTELY 
IMITATES LIFE IN 
A HEAVY METAL 
CINEMATIC 
SEND-UR 

SAMUEL GRAHAM 
You're at a heavy metal concert. The 
band is loud and guitar-dominated, their 
music a non-stop barrage of sonic 
sludge. The musicians' long hair was out 
of style five years ago; so was their 
macho posturing. But hey, these guys 
put on a show that's something else. Not 
content with the usual smoke bombs 
and flash pots, they've re-created 
Stonehenge onstage. That’s right, 
Stonehenge—those awe-inspiring, 
megalithic stone monuments, symbolic 
of all that’s primeval and mysterious. 

There's just one problem. The Stone¬ 
henge model is so enormous—bigger in 
fact, than the real thing—that you can't 
even see the drummer, and the other 
players aren't always in sight, either. 
Something just isn't right, so you’re not 
surprised to hear later that the set has 
been scrapped. It wasn't only the visibil¬ 
ity factor; the models were also 
unwieldy, a pain in the ass to put up and 
broke down every day. Either Stone¬ 
henge had to be reduced to rubble or 

every crew member would suffer a 
hernia. 

Undaunted, you buy tickets to another 
heavy metal gig. Once again the band is 
loud and hopelessly out of fashion—you 
wonder how they can still be around 
after so long. But you have to admit that 
they, too, really work to entertain their 
fans. 

The lead singer is draped in a long, 
hooded robe, intoning some portentous 
drivel about "the Druids” and their 
arcane rituals. As the band plays on, 
several little creatures come scurrying 
onstage, dancing around and evidently 
worshipping some pagan idol.... Why, it 
seems to be Stonehenge itself, being 
lowered right down from the ceiling. But 
somehow, something just isn't right— 
again. This Stonehenge is too small. 
Hell, it looks to be maybe a foot and a 
half high! This is ridiculous—who do 
these guys think they’re kidding? 

Actually, there is a whole lot of kidding 
goin’ on—in one of these cases. The first 
one really happened; Black Sabbath, 
those hoary metal mongers, did take 
Stonehenge to the people, only to find it 
impractically huge. Ah, but the little 
Stonehenge—is it live, or is it Memorex? 
Truth be told, it’s one of many hilarious 
scenes from This Is Spinal Tap, the 
filmed "rockumentary" about a veteran 
but mediocre English band’s ill-fated 
tour of the U.S. 

This Is Spinal Tap is primarily the 
inspiration of four writers, actors and 
comedians. The director (and co-writer) 

Spinal Tap mugs at N.Y.C. cocktail party thrown by their label, Polymer: (from left) 
manager Ian Faith, Viv Savage, Derek Smalls, Mick Shrimpton, Polymer prez Sir Denis 
Eton-Hogg, David St. Hubbins and Nigel Tufnel. 

is Rob Reiner, who was Meathead on the 
original All in the Family. The other three 
writers, who portray the leaders of Spinal 
Tap, are Michael McKean (the shaggy-
haired lead singer), Christopher Guest 
(the Jeff Beck-lookalike lead guitarist) 
and Harry Shearer (the mutton-chopped 
bass player). Aside from their heavy¬ 
weight multi-media resumes (McKean 
was Lenny on Laverne & Shirley, Guest 
was in The Long Riders and various 
National Lampoon productions, and 
Shearer was a regular on Saturday Night 
Live), those three share an abiding love 
of rock 'n’ roll. What's more, they play 
and sing well enough to have written and 
performed all the music in This Is Spinal 
Tap. 

The way Shearer tells it, it was when 
he, McKean and Guest were working on 
a take-off of TV’s Midnight Special a few 
years back that they hit on the idea for a 
full-length movie spoofing the entire 
rock scene—including record compan¬ 
ies, managers, girlfriends, fans, you 
name it. From that point on, they devel¬ 
oped an entire iconography surrounding 
this bogus band. 

A detailed Spinal Tap biography was 
written: “In 1975, Spinal Tap toured the 
Far East and released their second live 
set, Jap Habit—three discs and two 
pounds of gimmick packaging....” They 
invented a discography, replete with 
song titles like "Gimme Some Money” 
(by the Thamesmen, Tap’s earliest 
incarnation), and albums like Intra¬ 
venous De Milo and Shark Sandwich. 
They played several warm-up gigs 
around L.A., including one date with Iron 
Butterfly, to get a feel for the stage 
before filming began. They even hired a 
plane to tow a Spinal Tap banner over 
last year’s US Festival. 

Funny stuff, that—but it might also 
make you squirm a little. Good satire 
isn't just humorous; if it hits close 
enough to home, it can also make you 
feel deliciously uncomfortable, even 
embarrassed for the, urn, satiree. These 
boys know that, so when they maae their 
movie (improvising most of the dialogue 
for a true documentary effect), they 
used crewmen who had worked on 
actual rock movies, like Gimme Shelter. 
They also drew on real-life happenings, 
often their own. 
Consider Shearer and McKean's 

experience with the Credibility Gap, 
their former comedy troupe. The Gap 
put out an album on Reprise Records, 
and went to Tucson, Arizona for a pro¬ 
motional appearance ("I think it was a 
swingin' gathering of Western states 
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tape merchandisers,” Shearer laughs). 
Their show was so disastrous, techni¬ 
cally and otherwise, that a label repre¬ 
sentative. apologizing profusely, invited 
them to literally "kick my ass.” And sure 
enough, there's Artie Fufkin, the smarmy 
promo man in This Is Spinal Tap (played 
by David Letterman’s bandleader Paul 
Shaffer), proffering his buns to the band 
after a failed in-store appearance. 

Elsewhere, the writers drew on what 
Shearer calls the “pretty legendary" 
Troggs studio tapes. Seems the Troggs, 
on the decline after "Wild Thing.” were 
doing some recording, and the engineer 
taped not just the music but also the 
conversations between control room 
and the studio. "It must have been ten 
hours into the session,” Shearer says. 
"All the band members are jumping all 
over the guitarist, because he’s blowing 
his part: 'You played it this morning, 
didn’t ya? You know the fucking part!’ ’I 
know I know the fucking part, but I can’t 
fucking play it, can I?’ Well, what the 
fuck do you want me to do about it, 
mate?’ It’s amazing—it’s that exact point 
where comedy and pathos cross, and 
comedy wins." 

The Troggs might be shocked to see 
facsimiles of themselves in the Spinal 
Tap film. But occasionally it goes 
beyond art imitating life. Sometimes it’s 
the reverse effect, when life and art 
become a truly circular form—when you 
can’t tell where one ends and the other 

begins—that things get crazy. 
For instance, the actors had only two 

weeks to record the basic music tracks 
used in the film, and Shearer recalls sev¬ 
eral points where they must have felt like 
the Troggs in real life. "It was a pretty 
high-tension situation in the recording 
studio,” he explains. "It wasn't identical 
(to the movie or to the Troggs), but boy, 
we all had something pretty close at 
hand to use when we shot that scene." 

It goes on. One running gag in the film 
involves Spinal Tap's procession of 
drummers, most of whom have died in 
bizarre accidents. Eric "Stumpy Joe” 
Childs, for one, expires after choking on 
someone else’s vomit. Absurd, right—a 
little gross, and definitely silly, but a 
laugh? Sure, agrees Rob Reiner, “but 
how weird is this Dennis Wilson inci¬ 
dent? How weird is the death of a guy in 
Marina del Rey, drowning while he's 
scrounging around for lawn chairs at the 
bottom of an empty slip? You can't make 
that up.” 

One fellow particularly bemused by 
the art-life continuum in This Is Spinal 
Tap is Derek Sutton. Sutton, who has 
managed performers from Ten Years 
After and Robin Trower to Styx and 
Nicolette Larson, is listed in the credits 
as “the real Ian Faith.” And while he 
wasn't actually the model for Faith, Spi¬ 
nal Tap's beleaguered manager, Sutton 
has personally witnessed everything 
that Faith suffers through: the egos and 

in-fighting, the attempted take-over by a 
musician’s girlfriend, the stupid career 
moves. For Sutton, the movie is often "so 
close to reality that it’s painful.” 

Imagine, then. Sutton’s quandary as 
manager of a fake band. There will be a 
Spinal Tap album: Sutton is the official 
liaison between the band, the record 
label (PolyGram) and the film company 
(Embassy). It's his job to "help promote 
the movie through the music, and 
through regular musical channels.” But 
what do you do with music that's inten¬ 
tionally run-of-the-mill? 

Says Sutton, “In order to satirize this 
form of music, they've done everything 
wrong deliberately, which makes the 
(real) record company's job ten times 
harder. Precisely where you would 
expect a crescendo in a song, there's 
normally a diminuendo. Precisely when 
you expect a repeat of the hooky chorus 
line, they come in with a very bad guitar 
solo. As a manager, I would have leaned 
very heavily on cleaning up some songs 
and making them more commercially 
acceptable.” 

That’s the voice of commerce speak¬ 
ing. Shearer offers the artistic point of 
view: "We weren't trying to play out of 
key,” he claims. "But we also weren't 
trying to create an album that would 
have seventeen number one chart¬ 
busters, because then it would have 
been a different movie—it would have 

continued on page 34 
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ENGLAND 
PREFERS 
PAUL 

YOUNG 
DURING THE PAST SEVEN MONTHS NOBODY HAS BEEN ABLE TO 

BUMP PAUL YOUNG'S "NO PARLEZ" ALBUM FROM THE TOP OF THE 

CHARTS FOR VERY LONG NOT BOWIE. NOT THE POLICE. NOT ANYONE 

IN FACT "NO PARLEZ"' IS THE ONLY ALBUM IN BRITISH HISTORY 

TO BE =1 ON FOUR SEPARATE OCCASIONS! 

PAUL YOUNG IS THAT GOOD NOW NO PARLEZ" IS AVAILABLE 

IN AMERICA IT INCLUDES THE SINGLE. "COME BACK AND STAY" 

PLUS "LOVE OF THE COMMON PEOPLE" AND WHEREVER I LAY MY 

HAT (THAT'S MY HOME):' HEARING IT IS PREFERRING IT 

"NO PARLEZ." ON COLUMBIA RECORDS 
AND CASSETTES. 



DRUMTRAKS 
The only drum machine available that lets you 

program both volume and tuning individually for each 
of its 13 digitally recorded real drum and cymbal 
sounds. This allows you to “expand” your “drum 
set" to include the sounds of gongs, 32-tom drum 
rolls, gorilla claps and more. Outputs include six 
independent audio channels plus metronome and 
standard clock inputs and outputs for controlling 
traditional sequencers and synthesizers. 

Drumtraks also features the very important MIDI 
(Musical Instrument Digital Interface). Through 
MIDI, the Drumtraks puts the beat into your com¬ 
puter based music system, or 
connects directly to any one 
of the new generation of 
MIDI equipped instruments 

-MIDI -
IN OUT 

(SIX-TRAKS!). This also lets you program all of your 
drum parts, including volume dynamics and accents 
in real-time from any velocity sensitive keyboard 
instrument, such as the Prophet-T8. 

II? Listen to Musicians. 
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For a full SCI catalog including decals, send $2.00 to: 
Sequential Circuits. Inc.. 3051N. First St., 

San Jose, CA 95134. 
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Kool & the Gang 
■[WENT/ YEARS 
OF FUNK 
FOUNDATION AND 
POP PERMUTATION 

MARK ROWLAND 

Robert “Kool" Bell's father was a boxing 
man. He worked his trade on the upper 
west side, part of a neighborhood now 
long gone, Lincoln Center stands on its 
ruins. Young Miles Davis liked to work 
out in the ring between gigs. Pounding 
out strange, discordant harmonies in a 
flat above the gym was a piano player 
named Thelonious Monk. “My father 
used to joke with him: 'Man, what are you 
doing up there making all that noise?' He 
wasn't a musician himself, but as a 
boxer he liked jazz, liked to cool out and 
listen to it. and by knowing Miles and 
Thelonious—well, they kinda kept him 
up on it, you know?" 

When James Taylor—JT, not the Mar¬ 
tha's Vineyard mellowman—was all of 
thirteen, growing up in northern New 

Jersey, Kool & the Gang were already 
local legends. “We didn't know each 
other you understand, but being very 
prejudiced in favor of East Coast and 
New York City, we wanted to indentify 
with someone else from there. We were 
hip to the Isley Brothers, and then Kool 
came along and continued that sound 
with horns and we thought, "Hmmm, this 
is nice.' And so our own bass player 
named himself Kool, and our drummer 
was 'George' after George Brown, and 
each guy had T-shirts with the Gang's 
names on the back—all except me. I 
was always just JT, 'cause they didn't 
have a singer. And now when I go home, 
I see some of those guys in my old band 
and they say ‘Remember those T-shirts? 
Now you're with the real guys."' 

When JT joined the real guys in 1977, 
Kool & the Gang had reached a career 
crossroads. They'd always been a 
strange amalgam, this dance band 
which employed intricate (for pop) horn 
charts, jazzy modalities and lengthy solo 
space, and a sure sense of melodic pro¬ 
gression over spare rhythms. Yet they’d 
always lacked a lead singer. Commer¬ 
cially and critically, they’d peaked 
around 1974 with rollicking, funked-up 

dance tracks like “Jungle Boogie” and 
"Hollywood Swinging" (from the excel¬ 
lent Wild And Peaceful LP), but now, with 
the advent of disco, they were caught in 
a wedge—too progressive for disco and 
too sweet for funk. 

“It was like starting all over again," 
Kool recalls soberly, his otherwise calm 
repose now broken by a subtle tension. 
"We had to tour all the time. New bands 
like GQ and Instant Funk were getting 
platinum albums. We had to wonder 
what they were doing when our music 
had been danceable since 1969." 

“So we hit the streets," says JT. “We 
started hanging round at various func¬ 
tions, just ’hangin out'—that was one of 
our songs in fact. The title of our next 
record. 'Ladies Night,' see, that was 
what was going on all overthe city, every 
Wednesday was Ladies Night. And then 
'Too Hot,’ well, we don’t want to get too 
personal, but we were watching guys go 
through that situation, too." 

"We were trying to capture what was 
going on," says Kool. "Because we 
really feel that music, our music, is the 
extension of people’s experience." 

It's a big band: JT; Curtis Williams on 

Robert “Kool" Bell and James “JT" Taylor bask in the familial fellowship of the Gang. 
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PRODUCTION VALUES. 
Producing your music with professional results has never been so easy. Or so 

affordable. Introducing the Yamaha Producer Scries multi-track Personal Studio System. 
The heart of the system is the MT44 4-track cassette recorder. With it, you can 

record up to four channels at a rime, or independently in any combination. Overdub 
with complete synchronization. Do ping-pong recording. And punch-in/punch-out 
recording with the MT44’s full logic controls. 

The 1% IPS tape speed lets you play pre-recorded tapes. And 
theres also Dolby* B and C noise reduction, zero play/zero stop, 
optional remote control and outstanding specs. 

For mixing, there’s the MM 30 4 x 2 mixer with built-in 
analog delay, 7-band master graphic equalizer, and LED peak 
reading meters. 

And rhe RB30 combines the MT44 and rhe MM30 in a 
system rack complete with patch bay and 

A / accessories compartment. 
But theres more to rhe Producer Series than multi-

track. There’s also rhe CS01 synthesizer, MA 10 head-
à phone amp, MM 10 portable mixer, MR 10 drum 

machine, MS 10 powered monitors, and rhe Mi l 10 
headphones. A full range of equipment to produce 

professional results at an affordable price. 
No one else has it all together like rhe Yamaha Producer Scries. For complete 

information, visit your local Yamaha dealer. Or write us. Yamaha International 
Corporation, P.O. Box 6600, Buena Park, CA 90622. In Canada, Yamaha Canada Music 
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If your 
instruments and 
equipment are 
stolen or 
damaged . . . 

2fusiciaiùî 
"tgover (?) 
gives you the 
cash to 
replace them. 
If you're a serious player, a stolen or damaged 
instrument is a personal tragedy 
If you're a professional musician, it's also 
“instant" unemployment. 
Replacing a quality big ticket instrument, not 
to mention your equipment, could cost you 
an arm and a leg. 
So what do you do? Borrow? Withdraw hard-
earned savings? 
Now thanks to Musician's Cover, you don't 
have to do either. Because Musician's Cover is 
an insurance policy that's been developed to 
guarantee you’ll have the money you need if 
your instruments and equipment are stolen or 
damaged. And you never have to pay back 
one penny. 
But the best thing about Musician's Cover is 
the price tag. While the actual cost depends 
on the value of your equipment and instru¬ 
ments and whether you purchase an individ¬ 
ual or group policy, this comprehensive 
protection can be yours for as little as 
78C a week. 
Find out more about Musician’s Cover. And 
you’ll discover why thousands of professional 
and amateur musicians have already put it to 
work for them. Complete and mail the 
coupon that will bring the details right to your 
mailbox. No salesman will call. Mail your 
coupon now. Or for further information, call 
(212) 928-2473 or (201) 569-8090 

Instrument Insurance Agency 
A Division of Popkin Lebson Bergstein Inc. plh 

YES. I want to know more about the policy that 
gives me the cash I’ll need to replace a damaged 
or destroyed musical instrument. Send details now. 

NAME_ 

ADDRESS_ 

CITY_ STATE_ZIP 

MAIL TO: Instrument Insurance Agency 
PO. Box 800, Tenafly. NJ 07670 

THIS POLICY IS UNDERWRITTEN BY AMERICAN FIDELITY FIRE 
INSURANCE CO. AND MAY BE SUBJECT TO RESTRICTIONS IN 
YOUR STATE 

“We’re talking now about doing a jazz 
record, or some kind of project, maybe 
under another name. Another way we’ve 
tried to work it out is by keeping one or 
two of the cuts on every LP kind of jazzy, 
leaving room for the horns to stretch out. 
you know, and you’ll notice we do that in 
concert. Everyone solos. But we did also 
concentrate on making this record com¬ 
mercial. Our last one [As One] did great 
world-wide, but it didn't sell very well in 
the States. I noticed when Billboard 
mentioned us recently they said. Kool & 
the Gang, whose last album didn't reach 
its regular platinum status.' You know, 
they just had to say that," he laughs. "But 
it kind of puts us on the spot. We have to 
prove something." 

"In this business, you're always prov¬ 
ing yourself," JT remarks with a hint of 
exasperation. “They just love to see that 
pyramid [denoting platinum status] on 
the side of the charts. 

"That's why we try not to say we ever 
made it," he goes on, “because you 
never made nothin’. You can accom¬ 
plish things to a certain point, but what 
have you ever made? You know, there's 
a high spiritual consciousness in the 
group [several are devout Muslims] 
which helps keep us intact. I mean, 
we're human, we get crazy and go off, 
but our values are basically the same. 
We're a large family. I have eight sisters 
and two brothers, and when I came here 
I found that Kool and his brother grew up 
in a similar situation. Wë have a lot in 
common—poverty, hard times growing 
up and all—so all we have to do is look 
back. Our parents, when they see us 
going out there, can say, ‘Hey fellas, you 
all worked too hard for this..."’ 

Professional relationships within the 
group operate out of a similar dynamic, 
as befits a ten-member aggregate in 
which everyone composes. "We set 
aside a lot of time for everyone to write. 
Then we come together, maybe go over 
to Ronald’s house, line 'em up on the 
8-track, take 'em home, study, set time in 
the studio. Of course, it can get per¬ 
sonal, since everyone wants their own 
songs on a record. But everyone real¬ 
izes you have to pick which ones will 
help the longevity and health of the 
whole establishment.” 

“The horn players understand what 
the record business is about." Kool 
agrees. “Sometimes at rehearsals, you 
know, for the first hour or two we just 
swing! That gets a lot out of our system. 
Or the horn players will play their jazz 
dates—Cliff Adams just did a record 
with Jimmy Smith. And of course 
Michael [ Ray] used to play with Sun Ra." 
"We try to keep in the fun,” JT 

observes. “Otherwise, the whole proc¬ 
ess can be so rigid. I remember on the 
Ladies Night album, we were driving into 
the city and we started humming a bass 
line and a melody just for fun. And when 

we got to the studio, we ended up laying 
it down as "Tonite." We try to stay near 
each other when we're writing. Or some¬ 
thing will happen at a concert and we'll 
say, 'Hey, remember that groove we 
found in Birmingham? Let's play that 
and see what we can make out of it."’ 

Such an organic approach to making 
music invariably reflects the Gang's 
general mien— light but soulful, warm 
and reflective, danceable and listen¬ 
able—a “cool" which at its best can 
become the litmus of a larger social tab¬ 
leau. That was certainly the case with 
“Celebration," which became in its turn 
a giant crossover dance single, the rally-, 
ing cry for numerous sporting contests 
and, finally, a theme to define a national 
mood following the return of the Iranian 
hostages. 

"Little did we know at the time,” Kool 
whistles. 

“The idea came from 'Ladies Night' 
hitting so big.” JT says. "At first it was our 
own celebration—we're back! My first 
record—platinum! And then that just 
extended through our community. Peo¬ 
ple became absorbed in our success 
and we didn't even know about it. In 
concert that's our last song, and every 
time the audience gives us back this 
energy. We go. Whoaah. listen to this, 
feel that."' 

Now Kool breaks in; without realizing 
it, his tone and presence has become 
more visibly animated. “We don’t even 
know all the energy that's in that song. 
We looked at it as a celebration of life— 
to look out in the morning and see some¬ 
thing to be thankful for. It's timely, that's 
what it is. This is the type of song that 
was needed at a particular time, and 
that's what the Creator blessed us with." 

It's suggested that, in another way. the 
song can be seen as an emblem for the 
power of music itself, for all that the spirit 
of the art can be. 
JT nods slowly. “There you go,” he 

says. “There it is.” g 

Kool Smokes 
Curtis Williams — Fender Rhodes suit¬ 
case 73. Mmimoog, clavinet Horner D6. 

Yamaha concert piano 80, Oberheim OB-

Xa synthesizer Moog Source and a Libera¬ 
tion Moog 

Ronald Bell — Oberheim OB-Xa, Ober-
heim OB-X, Yamaha DX7, Selmer tenor sax 

Robert “Kool" Bell — Oasis bass. Alembic 
bass 

Charles Smith — Les Paul Sunburst 
Standard, Gibson ES-335 stereo 
George Brown — Yamaha drums. Synare 
syndrum, Zildjian cymbals, Latin Percus¬ 
sion timbales 

Dennis Thomas — Selmer alto sax. 
Gemeinhardt flute 
Robert Mickens — Selmer trumpet, con¬ 
gas. gon Bobs timbales 
Michael Ray — Selmer trumpet and 
Schenkelaas flugelhorn 
Cliff Adams — King trombone 
JT — Nady wireless Pro 700 mike 
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THE DRUM RACK 
The Revolution in Drum Hardware 

Designed by Jeff Porcaro and Paul Jamieson 
Jeff Porcaro's idea combined with Pearl's technology has produced an innovation in kit set-up . . . the special 
drum rack DR 1. Player designed to give you the utmost confidence when performing, this rugged rack lets you 
lock in your toms, cymbals, and hi-hats exactly where you want them. And once positioned, you are assured of 
the same set-up time after time . . . for all of your gear . . . until you decide to change. Super quick set-up and 
maximum stability allows you to devote all your energy to playing . . . worry free. The rack 
also accommodates your complete miking system try using optional clamps. The DR-1 
is designed to be folded compactly with the clamps in place. Light weight aluminum^ ■-

posts with sturdy 4 mm thick steel joints withstand the heaviest set-up. And' 

For more information on Pearl’s exclusive drum rack, please wirte or call 
Pearl International, Inc., P.O. Box 111240, Nashville, TN. 37222-1240. (615) 8334477. 



AC'DC 
THE PARADOXICAL 
POWERCHORD 
ADVANTAGES OF 
ROCK 'N' ROLL 
CONSERVATISM 

CHARLES M. YOUNG 
Suppose this: God wakes up one morn¬ 
ing, looks down at the world, is so over¬ 
whelmed with tedium that He wants to 
go back to sleep, but instead decides to 
change the rules. "Those dullards 
haven't had a new political idea since 
Karl Marx died,” God yawns. “But when I 
turn on the radio—as bad as radio is—I 
hear somebody trying to do something 
original every hour or two. Why is there 
no equivalent of Talking Heads in Con¬ 
gress? I'm going to change all musical 
energy into political energy and vice 
versa, just to shake the bastards up." 

So God waves His magic wand. What 
would happen to AC/DC? 
They would become Ronald Reagan. 

There has been no major band more 
conservative. Think about that. What 
other band has done exactly the same 
thing musically and lyrically for an entire 
career? What other band has been influ¬ 
enced by nothing? Furthermore, both 
Ronald Reagan and AC/DC pack an 
incredible number of megadeaths per 
power chord/MX missile (“Back In 
Black”). Both feel that women have their 
place (“Givin’ The Dog A Bone”). Both 
see limited possibilities for peace in our 
time (“If You Want Blood, You Got It"). 
Sound ecology rates low on their priority 
lists ( "Rock & Roll Ain't Noise Pollution"). 
They want the world to know their man¬ 
hood is perpetually tumescent ("Rising 
Power"). They agree that the wages of 
sin is death (“Rock & Roll Damnation"). 
Anyone who disagrees with them is a 
wimp (read any interview they ever did). 
They hate the press (they only gave me 
an hour in their hotel room). And they 
hold precisely the same view of musi-
cal/social change. 

“Most people, when they progress, 
they progress up their own asses." says 
Malcolm Young, AC/DC's rhythm 
guitarist and Great Communicator. 
What about Led Zeppelin? They 

explored new areas and managed to 
keep their audience. 

"I remember once when we were here 
touring," says Angus Young, AC/DC's 

President Angus Young delivering decibel deficits and militaristic menace. 

lead guitarist and Malcolm's younger 
brother. "The guy from Led Zeppelin, 
Robert Plant, walks onstage in Tampa 
and they do twenty minutes and it rains 
and they go off and they come back and 
they get to the last song of the evening 
and he says. 'You don't like it? We've 
progressed. I hope you've progressed.' 
Tough shit to you—that was his 
attitude." 

“Their first couple of albums, they 
were a good band." Malcolm continues. 
“After that, man, phew, tf you want to get 
laid back, put on the headphones and 
smoke a joint, okay. But as far as getting 
things happening and having a party, 
that's boring shit. We try to keep it excit¬ 
ing all the time. We've never put anything 
different on a record, just guitars and 
drums. We've never expanded. Other 
bands are playing disco or synthesizers, 
or that Bowie stuff, which is disco with a 
little blues. We could do that, but it's got 
nothing to do with rock 'n' roll." 
One place where the Reagan/AC/DC 

analogy breaks down is that I like 
AC/DC and I don't like Reagan. But part 
of my musical taste is pretty conserva¬ 
tive. Great power chords still do it for me, 

and nobody plays them better than Mal¬ 
colm Young. If most guitarists are franti¬ 
cally chasing new noises—and they 
are—there ought to be room for a guy 
who wants to make the same old noises 
better. He's been doing just that for nine 
albums, and chances appear pretty 
good for more of the same on the next 
nine. 
The AC/DC biography also has a 

familiar ring to it. Like many rock stars, 
the Young brothers pack a lot of energy 
into extemely short frames. They re¬ 
belled against their rigidly conservative 
education in Glasgow, Scotland, and 
Sydney, Australia, by screwing up and 
playing rock 'n' roll. Like many rock stars 
from the American South, they rebelled 
only so far. bringing much of the conser¬ 
vatism of their culture to their art. 

Besides the Youngs. AC/DC's origi¬ 
nal lineup included Mark Evans on bass, 
Phil Rudd on drums (recently replaced 
by Simon Wright) and Bon Scott on 
vocals. Older brother George Young 
and Harry Vanda produced the first five 
albums. They released their first Ameri¬ 
can album, High Voltage, in 1976. It fea¬ 
tured guitars, drums, often irritatingly 
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THE MUSICIAN'S EDGE 
84 PEAVEY ELECTRONICS CORP 711 » ST MERIDIAN, MS 39301 

Henderson. The Producers 

(See the Peavey Foundation “ and our 
complete line of instruments at your nearest 
authorized Peavçy dealer or write for our 
magazine. The Monitor, and please send 
$1 00 to cover postage and handling) 

The Producers .. a hot, happening group out of Atlanta can be seen and 
heard all over the U.S. on video and in live performances. Kyle, like more 
and more professional musicians, has discovered the sound and sheer 
playability of the new Peavey Foundation ", 

The striking combination of design innovation, craftsmanship, and value 
make the Foundation " the answer for professionals. Its high output pickups 
are harmonically placed to produce extremely wide range tonalities from 
heavy bottom to tight, punchy highs. The neck is our all new 8 inch radius 
design with a full 34 inch scale length for unparalleled comfort and action, 
as well as independent volume controls for each pickup, a master tone 
control, quality tuning machines, with a heavy duty fully articulating bridge 
design. 

Kyle's Foundation ' is his testimonial to a fine piece of American 
craftsmanship. Catch the Producers in action. Their bass-beat will more than 
convince you that the Producers (and Peavey) are worth the listen. 



concerts special so the kids feel they 
aren't getting the same old stuff at a live 
show. For videos, you do concepts. But 
AC/DC uses only concert footage on 
MTV. 

“That sounds logical, but making a 
video has nothing to do with rock 'n’ roll,’’ 
says Malcolm. “That's why we do them 
live. It saves us from all that Hollywood 
crap." 

The Youngs have slagged off bands 
like Kiss for their reliance on theatrics, 
yet Angus wears a costume and is very 
theatrical. 

“It helps me become the character 
onstage," says Angus. “If I just stood 
there and played, I’d be totally useless. A 
lot of people enjoy dressing up and 
going to parties." 

“We slag off everyone,” says Malcolm. 
“I personally can't remember slagging 
off Kiss. Good luck to anybody for what 
they're doing. But if we slagged them off, 
it's because their music is meaningless. 
Angus gets in his school uniform in 
about five minutes before the show. 
Gene Simmons takes three hours to put 
on his fuckin' make-up. Has fuckin' 
boots this high. There's a bit of a differ¬ 
ence, really." 

“With me,” adds Angus, “it's not a 
glamour thing.” 

"You can't even compare us to Bos¬ 
ton or Foreigner," says Malcolm. "Maybe 
the tempo, but the riffs in it, we’re miles 
above them. Their stuff is kid stuff. We 
play around for three minutes; we’ll give 
you half a dozen riffs and be as good as 

any of them. But we sit around and wait 
for the good ones.” 

Anyone they sound like? Say, Van 
Halen? 

"They seem like a high school band to 
me,” says Angus. “They look like four 
guys who were hired because the girls 
like them. To me, it's like Eddie Van 
Halen practices. Rick Wakeman was 
another one. We've got a saying for guys 
who go on like that: ‘Practice at home.' 
All those widdly-woos got nothing to do 
with the song. Just slapped in there to 
show they're virtuosos. I'm not saying he 
can't play, but if you're asking for my 
taste, it’s like high school. He's probably 
a genius. But it's got nothing to do with 
rock 'n’ roll.” 

You guys seems to reject everything 
that “isn't rock ’n' roll." How do you 
define rock ’n’ roll? 

"What we play," Malcolm laughs wetly. 

AC/DC Plugs In 
"Most guitars you find have all these 

different tone and volume controls,” Mal¬ 
colm says. "I pulled all that stuff out of my 
guitar. When you find a sound you like, you 
should just pull out all the wires that you 

don't need. So I've got one pickup and a 
volume control on an old Gretsch Firebird. 
I use it in concert and in the studio all the 
time. Right from the first album." 

Through Flick Of The Switch you've 
used one guitar? “Yeah. I had a Falcon 
once, big white guitar. That sounded great 
until somebody fixed it and it never 

sounded the same again. So I ditched it." 
What would happen if you lost it? “That 

would be the end of me, I suppose,” he 
laughs with the deep, wet chortle of a 
heavy smoker. 

And you play that through a Marshall 
stack? “Yeah, just a normal Marshall. It's 
like a car. You can get a good one or a bad 
one. If it's a bad one, they can fix it." 

Bro Angus is just as conservative: ‘Tve 
got a lot of the same guitar, Gibson SGs. 

That shape, that style. It's just that they all 
sound different. It's like Malcolm said. You 
only find one you're happy with." 

Bassist Cliff Williams joins the Young 

brothers in their pursuit of sonic honesty: 

his Steinberger bass goes unprocessed 
to a splitter which sends direct to the P.A. 

board and alsotofive Cerwin-Vega heads 

and thence to four Cerwin-Vega 2x15 
cabinets and one 1x15 reflex cabinet. 
Simon Wright pounds Sonor drums and 
Paiste cymbals. Malcolm Young favors a 

Sony wireless unit while Angus is a 

Schaffer-Vega exponent. Singer Brian 
Johnson has a NADY wireless for his 
Shure SM58. 

The mammoth tour P.A. is made by 

Britain's Hill Audio. The firepower is 
72,000 watts, supplied by a Hill M-4 sound 
system. The main mixing board is a 24x8 
Hill J Series 3 unit, while a 24x10 Hill M 
Series-3 board mixes the 18,000-watt 
monitor system. Soundman Mike Scarf 

admits he mixes in a faint trace of a Klark-
Teknics DM-700 digital delay for the 

backup vocals and an Ursa Major 8x32 

reverb unit for lead vocals. H 
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Special Effects 
by ADA. 
Intense. 

Uncommon. 
Introduc ing ADA's 64i, I 28i and 2.56i. Digital delays 

designed Io give you what our < om|)etilors r an I dix ommon 
Special <?ll(x ts. Only ADA digitals have the । x>w<m and 
flexibility of (*nhana*d delay modulation 

With our Modulation Waveform control you gel th<? r hoice 
of a sharp jx^aked triangle wave for dramatic digital 
flanging, a smcxith contoured sine w< ive for rie h < horusing, or 
thp skipped levels of a square wave for bold pitch shifting. 
Our exr lusive 8 Io I sweep range is lhe widest on any digital 
delay lor flanging that sweeps over three ex laves. Plus our 
sweep sjxxid is the slowest available for subtle, shimmering 
doubling elfer Is. 

It's no wonder ADA has quickly built a reputation 
as the leading manufacturerai professional, low cost 
digital delays. 

Visit your ADA dealer today and find out how intense 
digital special effects ran sound 

AUA UIUNA) IHKILJ tlAIMAi 

7116 fourth Street • tkrrkuley, CA94/I0 

(415)548 1311 



Get in on the Electro-Voice Mixer $52 rebate • 
at these fine participating dealers: 

ALABAMA 
Dyess Family Music Center 
207 Cummings Ave. 
Opp 36467 
Sonics Assoc., Inc. 
237 Oxmoor Circle 
Birmingham 35209 

ALASKA 
The Music Works, Inc. 
2811 Dawson St. 
Anchorage 99503 

ARKANSAS 
Custom Products 
107 East Calhoun 
Magnolia 71753 

PENNSYLVANIA 
Cintioli Music Center 
5359 Oxford Ave. 
Philadelphia 19124 
Swarthmore Music 
8-12 Park Ave. 
Swarthmore 19081 
RHODE ISLAND 
Ross Music 
1470 Mineral Spring Ave. 
North Providence 02904 

SOUTH CAROLINA 
Dixie Electronics 
1900 Barnwell St. 
Columbia 29202 

Stanley Communications Co. 
3600 W. 69th St. 
Little Rock 72209 

ARIZONA 
DJ’s Rock ’n’ Roll West Ltd. 
2440 E. McDowell Rd. 
Phoenix 85008 

CALIFORNIA 
American Electronic 
1200 North Vine St. 
Los Angeles 90038 
The Guitar Center 
1563 Mission 
San Francisco 94103 
Guitar Center 
7402 Sunset Blvd. 
Hollywood 90046 
Guitar Center 
3430 Stevens Creek Blvd. 
San Jose 95117 
The Guitar Center 
630 C Street 
San Diego 92101 
The Guitar Center 
1515 Main Street 
Santa Ana 92702 
Guitar Center 
14760 Ventura Blvd. 
Sherman Oaks 91403 
Guitar Center 
1801 San Pablo Ave. 
Oakland 94612 

FLORIDA 
Spire Audio Visual Co. 
24 Northwest 36th St. 
Miami 33127 
Thoroughbred Music 
2202 E. Hillsborough Ave. 
Tampa 33610 

GEORGIA 
Mega Music 
6527 Jimmy Carter Blvd. 
Norcross 30071 
Music Mart 
575 Cherokee Rd. S.E. 
Smyrna 30080 
HAWAII 
Harrys Music Store 
3457 Waialae Ave. 
Honolulu 96816 

ILLINOIS 
Bridgewater Custom Sound 
160th & Halsted 
Harvey 60426 
Guitar Center 
2215 West 95th St. 
Chicago 60643 
Guitar Center 
5822 N. Milwaukee 
Chicago 60646 
Milam Audio Corp. 
1470 Valle Vista Blvd. 
Pekin 61554 

International Television Corp. INDIANA 
2772 W. Olympic Blvd. 
Los Angeles 90006 
Leo’s Pro Audio 
5447 Telegraph Ave. 
Oakland 94609 
PF Sound Company 
2727 N. Grove Industrial Dr. 
Fresno 93727 
Skips Music, Inc. 
2740 Auburn Blvd. 
Sacramento 95822 
WAH Sound 
1115 R Street 
Sacramento 95814 

COLORADO 
Bobbys Music Center 
1025 Broadway 
Denver 80203 
Robbs Music 
927 Pearl 
Boulder 80302 

CONNECTICUT 
Bankos House of Music 
360 East Main St. 
Ansonia 06401 
LaSalle Music Shop 
22 La Salle Road 
West Hartford 06107 

Conservatory of Music 
3400 South U.S. 41 
Terre Haute 47802 
Top In Sound 
3409 State Road N. 
Anderson 46012 
Witmer McNease Music Co. 
220 W. Marion 
Elkhart 46514 

KANSAS 
KC Music & Pro Audio 
6924 West 79th 
Overland Park 66204 

KENTUCKY 
Denny Haglin Music 
734 Madison Ave. 
Covington 41011 
Music Center, Inc. 
526 South 5th 
Louisville 40202 
LOUISIANA 
Paul KadairsHome&Com. Audio 
11420 Airline Hway. 
Baton Rouge 70816 

MARYLAND 
Washington MusicCenterSales 
11151 Viers Mill Rd. 
Wheaton 20902 

MAINE 
Buckdanger’s Choice Music 
10 Longfellow Sq. 

NEVADA 
Professional Music Center 
608 Maryland Pkwy. 
Las Vegas 89101 Portland 04101 

MICHIGAN 
Electronic Sound & Equip. 
2249 South Division 
Grand Rapids 49507 
Pro Audio, Inc. 
0-1640 Lake Michigan Dr N.E 
Grand Rapids 49504 
Gus Zoppi Music Center 
3123 E. Eight Mile Rd. 
Warren 48091 

MINNESOTA 
Hi Fi Sound Electronics 
1226 Harmon Place 
Minneapolis 55403 
Marguerites Music 
2409 Tenth St. 
Moorhead 56560 
New Life Communications 
424 W. Minnesota Ave. 
Willmar 56201 
Show Pro Corp. 
2132 W. Third St. 
Duluth 55806 

MISSOURI 
Sound Engin. & Design Co. 
1942 South Stewart 
Springfield 65804 
Swank Audio Visual 
2800 Market St. 
St. Louis 63103 

NORTH CAROLINA 
Campbell Music Co. 
3403 S. Main St. 
Archdale 27263 

NEBRASKA 
Dietze House of Music 
1208 “0” Street 
Lincoln 68508 
Rainbow Recording Studio 
2322 S. 64th Ave. 
Omaha 68106 

NEW HAMPSHIRE 
The Music Workshop 
326D South Broadway 
Salem 03079 

NEW JERSEY 
Sam Ash 
East 50 Route 4 
Paramus 07652 

NEW MEXICO 
Multi-Media 
4617 Broadway S.E. 
Albuquerque 87105 
Sound Ideas 
1624 Eubank Blvd. N.E. 
Albuquerque 87112 

NEW YORK 
Alex Musical Instruments 
164 W. 48th St. 
New York 10036 
Sam Ash Music Stores 
124 Fulton Ave. 
Hempstead 11550 
Sam Ash Music Corp. 
178 Mamaroneck Ave. 
White Plains 10601 
Sam Ash Music Corp. 
447 Route 110 
Huntington Station 11746 
Sam Ash Music Store 
113-25 Queens Blvd. 
Forest Hills 11375 
Sam Ash Music Store 
160 W. 48th St. 
New York 10036 
Sam Ash 
1669 E. 13th 

Dewitt 13214 
Boynton Studio 
Melody Pines Farm 
Morris 13808 
Universal Sound Product. 
119 Smith Lane 
Lake Ronkonkoma 11779 

OHIO 
Heyday Sound 
1483 W. Sylvania Ave. 
Toledo 43612 
Mike’s Music 
1961 E. Market St. 
Akron 44305 

OKLAHOMA 
Oklahoma Audio 
111 Hal Muldrow 
Norman 73069 

OREGON 
Apple Music 
225 S.W. 1st 
Portland 97204 
HIS Sound 
715 S.E. Grand Ave, 
Portland 97214 

SOUTH DAKOTA 
Gourley Distributing Co. 
400 North Main Ave. 
Sioux Falls 57117 
TENNESSEE 
Good Music 
210 W. Oakland Ave. 
Johnson City 37601 
Nicholson's High Fidelity 
11519th Avenue So. 
Nashville 37203 
Opus Two 
4284 Summer 
Memphis 38122 
Sound Post 
6712 Ringgold Rd 
Chattanooga 37412 

TEXAS 
Cherijons of Harlingen 
1117 No. Seventh 
Harlingen 78550 
Missionary Tape & Equip. 
3275 South I 35W 

UTAH 
E & S Sales 
509 West 300 No. 
Salt Lake City 84116 
VIRGINIA 
Alpha Music 
33 Southern Shopping Ctr. 
Tidewater Dr. 
Norfolk 23505 

WASHINGTON 
RMS Sound 
1751715th Ave. N.E. 
Seattle 98155 
Sound Preservers Co. 
911 E. Fourth St. 
Olympia 98506 

WEST VIRGINIA 
The Pied Piper 
1200 Third Ave. 
Huntington 25701 

WISCONSIN 
Full Compass Systems 
6729 Seybold Rd. 
Madison 53719 
Henris Music Co. 
500 So. Military Ave. 
Green Bay 54303 
Video Images Div. 
12200 W. Adler Lane 
Milwaukee 53214 

Brooklyn 11229 

Sherman Electronic Supply 
702 San Pedro 
San Antonio 78212 

Burleson 76028 
Musician's World 

New York 10013 
Big Apple Music 
100 Oriskany St. 
Yorkville 13495 
Bonne Discount Music 
3455 Erie Blvd. E. 

907 D Harvey Rd. 
Audio Speaker Techtronics College Station 77840 
250 West Broadway 

"Valid sales slip and completed original warranty card must be submitted to Electro-Voice for rebate on or before June 30,1984. 



The EVT Series 52 Mixers 

There’s more to a quality mixer than a 
price tag and spec sheet. That’s why we were 
tremendously pleased when well-known audio 
writer and critic Len Feldman reviewed our 
EVT 5212 mixer in Modem Recording & Music 
magazine. Len states: 
“I was impressed not 
only by its ease of 
use, but by the high 
quality of sound 
reproduction which 
it provided. The 
board delivered clean, 
transparent sound... 

In addition to the 12-
channel EVT 5212, be sure 
to listen to the 8-channeI 
EVT 5208 and the 16-chan-
nel EVT 52 16 (illustrated). 
Each Series 52 mixer is 
designed and priced to give 
you the best value for your 

Write for a free copy of 
the entire Len Feldman article. 

sound dollar. And 
beginning April 1, 
198-t, you'll get 
even more value. 
You can receive a 
$52 rebate* direct 
from Electro-Voice 

GREAT SOUND 
GREAT REVIEW 
GREAT REBATE 

crisp highs and a totally realistic low end.” 
Musicians size up a mixer in a variety of 

ways—the price, how it’s laid out, how the 
controls function, and most importantly—how 
it sounds. Len agrees that hearing is the final 
proof. “I strongly suggest that in evaluating the 
5212, you do some good hard listening as well. 
I think you'll be pleasantly surprised at what 
you hear!” 

600 Cecil St., 
Buchanan, 
MI 49107. 

on any Series 52 mixer purchased before 
June 30, 1984. See your participating EVT 
Electronics dealer for complete details. 

For more information and our new elec¬ 
tronics catalog, write: Greg Hockman, Director 
of Marketing/Music Products, Electro-Voice, Inc., 

Evi ElecfroVoice 
" SOUND IN ACTION™ 

'valid sales slip and completed original warranty card must be submitted to Electro-Voice for rebate on or before June 30,1984. 
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song, "I took out the things 
from his version that I liked 
and I wrote another song 
around that. But it's important 
that a man wrote this song. 
When one gender is free, it 
frees the other one. Life is 
fun. Fun shouldn't exclude 
anyone." 
When Cyndi talks about 

fun, the word takes on an 
ironic, but not insincere, twist. 
Fun, in the eye of this be¬ 
holder, can be equated with 
self-exploration and the 
opening of potential which, all 
things considered, should be 
a fun process. 

Unusual Fun 
CYNDI LAUPER 

It's not easy being unusual. 
Especially when you're Cyndi 
Lauper and the crowd at 
Roseland is there to see the 
Kinks. Most of them don't 
seem to know quite what to 
make of the shock of orange 
hair tied back with an enor¬ 
mous pink bow. much less 
the red- and black-sashed, 
chain-belted white dress 
sashaying the stage with 
enough authority and spunk 
to power the amps single¬ 
handedly. 

“When I sing, sometimes I 
feel strength from my voice, 
and courage. So I try to catch 
people's attention and give 
them some strength. It should 
be there for people who can 
absorb it.” 

“Here's the one you don't 
like” is the introductionforthe 

ukelele-backed. Betty Boop-
voiced version of 1929’s 
"He’s So Unusual." The 
energy onstage is non-stop, 
even if the feedback from the 
dance floor lapses from time 
to time. The voice hiccups 
and slides, the woman boun¬ 
ces from platform to stage 
with an almost cartoon-in¬ 
spired sense of light-hearted 
but sincere determination. 
The song, as predicted, is 
greeted with boos by the 
Kinks Krowd. 

"I have an attitude of: I’ll 
pull through, and if it doesn’t 
work, I’ll make it work. If it's a 
good response or a bad re¬ 
sponse, sometimes I don’t 
care as long as it's a re¬ 
sponse. And sometimes I'll 
go out of my way just to get 
one." 

The circuit bands and Blue 
Angel are behind her. There's 
a video in heavy rotation on 
MTV and a single breezing up 
the charts in the United 
States and the United King¬ 
dom. Six years of vocal ther¬ 
apy and voice training have 
given her a confidence in an 
instrument overshadowed 
with natural harmonics. “Like 
the harmonics on a guitar, 
where instead of playing the 
note, you play the harmonic— 
the next pitch up. It sounds 
like a whistle." 

Real Singers in the Lauper 
lexicon include: Chuck Berry 
("He did some ballads you 
wouldn't believe"), Jackie 
Wilson, Big Maybelle and ("of 
course") Janis Joplin. 

A flip of a skirt, a peek of 
petticoat, a dip of shoulder, a 
head thrown back in the joy of 
being there as the set sails 
from covers (the Brains' 
"Money Changes Every¬ 
thing," Prince’s "When You 
Were Mine") to the almost-
anthem “Girls Just Want To 
Have Fun"...and this time a 
hand-waving, attentive 
crowd sings along. 
"Some people actually 

think it means girls want to 
have fun—Horizontal Re¬ 
freshment—which is not 
what the song means at all." 
Originally a Robert Hazard 

The rock ’n' bop pace 
slows somewhat for the 
haunting "Time After Time” 
("I picked the title out of a TV 
Guide I'm sorry to say”), a 
story of relationships and the 
dilemma of strong women in 
them, "always taking a step 
behind. It all takes place in 
REM state —dreaming.” 
Through it all, the band (John 
K on bass; Sandy Gennaro, 
drums; Kenny Hairston, key¬ 
boards; and John McCurry, 
guitar) plays follow the leader. 

“I wanted special people 
who had a good sense of 
music on the edge. I didn’t 
want to copy the record be¬ 
cause they're not the same 
people, and it's not K-Tel. We 
also use toys, like the Casio; I 
play a wooden recorder and 
the ukelele. I have the best 
time when I can inspire 
someone to go home and 
pick up the penny flute and 
play it.” 

Cyndi considers herself 
her own instrument, vibrating 
in a more personal way than 
a guitar or keyboard. “Singers 
deal with emotions. That's my 
job. I express human emo¬ 
tions in my voice, show a 
human heart.” 

And is this woman having 
fun? 

"Oh, yeah,” she laughs. 
"I'm having a great time." — 
Robin Sagon 

Hard & Fast Combat 
THE MINUTEMEN 

"Our big message is there's 
always been a fight, and 
we're the new installment," 
says Mike Watt, the lanky, 
rubber-visaged bass player 
of the Minutemen. Indeed, 

the music that the California¬ 
based trio makes sounds like 
hand-to-hand combat-
quick, brutal and deadly. 
The Minutemen —Watt, 

rotund guitarist D. Boon and 
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muscular drummer George 
Hurley—have selected a 
name for themselves des¬ 
criptive of both the themes 
and form of the band. The 
moniker, with its nod to both 
Revolutionary War patriotism 
and latter-day right-wing 
reaction, reflects the group’s 
concern with personal poli¬ 
tics and freedom. The name 
also wryly connotes the brev¬ 
ity of their funk-driven, fero¬ 
cious musical outbursts: 
most of theirsongs clock in at 
under sixty seconds, and 
they refer to their two-and-a-
half minute number, "The 
Anchor." as "our epic." 
Boon and Watt grew up 

playing together in heavy 
metal cover bands in San 
Pedro, the harbor city south 
of Los Angeles. They had 
their major musical epiphany 
in 1977, when the L.A. punk 
rock pot started boiling over. 
"We didn't even know there 
was such a thing as little 
shows, or that you could play 
your own songs," Watt says. 
"Then we came to L.A. and 
saw 'em breakin' strings, and 
we thought, 'Aw, were we 
stupid.'" 

With drummer Hurley, the 
pair started the Reaction¬ 
aries, a band emphasizing 
original material. That combo 
split in 1979, but the trio 
regrouped as the Minutemen 
in the summer of 1980, after 
the group's original drummer, 
a veteran of polka bands, 
departed in terror. 
The group's songs were 

now short, feral, and to the 
point. “To me, the songs are 
like quilts," says Hurley. 
"You've got all these little 
patches, and you sew 'em 
together." The curtness was 
also practical. Watt adds: "In 
the Reactionaries, we did 
these four-minute fast songs. 
I passed out once We can't 
hang the longness anymore. 
The Minutemen's new. 

strikingly different music. 

corruscating with references 
to Wire, the Pop Group, Cap¬ 
tain Beefheart, and Gang of 
Four, attracted the attention 
of Greg Ginn, guitarist for the 
L.A. hardcore band Black 
Flag. He invited the trio to re¬ 
cord an EP for the Flag's SST 
label; to date, the Minutemen 
have released three EPs and 
two albums (The Punch Line 
and What Makes A Man Start 
Fires?) on SST, with another 
EP for Thermidor in San 
Francisco. 
The group has been phe¬ 

nomenally prolific, recording 
nearly seventy songs (many 
included on L.A. compila¬ 
tions, some of which were 
issued on the Minutemen's 
own label, New Alliance Rec¬ 
ords) and penning nearly two 
hundred tunes. They are cur¬ 
rently planning their most 
ambitious project: a two-rec-
ord. forty-song set, Double 
Nickels On The Dime. The 
title is trucker slang for doing 
the speed limit. 

“The record's a chal¬ 
lenge," says Watt. “Doing 
three or four songs is 
nothin'—we crank ’em out in 
one week. And we can't give 
the audience the one song 
that they can run their lives 
with, but we can give 'em a 
whole shitload." 

The band's music has lost 
a little of its bewildering 
speed ("We used to just haul 
ass," Watt says), but their 
new material —songs like 
"The Only Minority,” “Viet 
Nam," and “This Ain't No 
Picnic" —remains ardently 
political, although in allusive 
rather than didactic fashion. 

"Really, a band can't show 
you the way," Hurley says. 
Adds Watt, with the modesty 
so characteristic of the Min¬ 
utemen: "A band can give 
you confidence—the Dils 
and the Clash gave me confi¬ 
dence. But you can't expect 
to show people the way." — 
Chris Morris 

New Orleans Revenge 
THE DIRTY DOZEN 

Propelled by a polyrhythmic 
shuffle from drums, the hot, 
festive chorus of horns 
danced into muggy night air 
through the open doors of 
Tipitina's down in New 
Orleans. The coordinated 
horn riffs sounded like proto¬ 
typical James Brown horns 
except that the trumpeter 
was blowing a sort of updated 
Dixieland solo even as the 
electric bass stuttered out 
insistent funk. But inside Tip¬ 
itina's there was no bass 
player—only horns and 
drums played by the eight 
musicians of the Dirty Dozen 
Brass Band. Two drummers, 
one with a snare and one with 
a bass drum, played standing 
up. Those booming basslines 
were coming from a tuba. 
That's right, a marching band 
was creating a new kind of 
musical parade and leading 
the sweating, swaying 
audience into uncharted 
musical territory. 

The Dirty Dozen really did 
start out playing in the 
parades and social club pic¬ 
nics that are staples of New 
Orleans tradition. Naturally 
they played the standard 
parade and Dixieland tunes, 
but a curious evolution led 
them to play blues, funk, tra¬ 
ditional jazz, bop, free and 
something that doesn't have 
a name —music midway 
between African, funk and 
jazz. No wonder the Rolling 
Stones wanted them for a pri¬ 

vate party. And no wonder 
CBS (prodded by Dizzy Gil¬ 
lespie and Newport Festival 
impressario George Wein) 
will release the Dirty Dozen 
debut LP as part of its new 
Young Blood jazz series. 
The band formed around 

1979 when a resurgent social 
club looked for entertainment 
and the various musicians 
who came together as the 
Dirty Dozen (they had all been 
playing in other bands, 
including that of Fats 
Domino) had fun providing it. 
But dissatisfaction with 
purely traditional material led 
to experimentation, and sud¬ 
denly some exciting new 
music was being created 
from a repertoire that 
includes Charlie Parker. 
Monk and Duke, along with 
Michael Jackson (would you 
believe "Billie Jean”?), gut¬ 
bucket blues and traditional 
sounds. 

“I would relate our music 
as Afro-traditional,” says 
leader/trumpeter Gregory 
Davis, "but the rhythm sec¬ 
tion tends to make the 
rhythms Afro-American, 
Cuban or Caribbean and the 
horns tend to change tunes 
to fit that." 

On "Feets Don't Fail Me 
Now," the topside of a single 
they put out last year, the 
polyrhythmic riffing sounds 
close to Afro-Beat while the 
repeated chant of the title 

continued on page 34 
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THE ROMANTICS 
Renovation, Rotation, & Romance 

"We're pretty passionate 
guys," says drummer/sing-
er/lyricist Jimmy Marinos of 
the Detroit-based Roman¬ 
tics. a claim buttressed by the 
band's recent top-ten single 
"Talking In Your Sleep.” "We 
attempted to put something 
on vinyl we could look back 
on in a few years’ time and 
not be ashamed of. There’s a 
fine line between the sexual 
and the sensual, and the 
Romantics are somewhere in 
between." 
The Romantics roared out 

of the Motor City almost four 
years ago with the hit "What I 
Like About You," matching 
red leather suits and a high-
energy live show that incor¬ 
porated the band's seminal 
influences. 60s British Inva¬ 
sion groups, Detroit garage 
rockers like MC5. Mitch 
Ryder and Bob Seger, and the 
Motown Sound. Three years, 
three albums and just as 
many costume changes later, 
the band had lost that mo¬ 
mentum, threatening to 
become just another touring 
outfit, slogging it out 365 days 
a year on the road. Fortu¬ 
nately, MTV kept them in the 
public eye by airing the video 
of “What I Like About You" 
long after radio stations had 
dropped the record from their 
playlists. 

"We became over-confi¬ 
dent because we were just a 
bunch of cats from Detroit 
who did what felt right and it 
clicked for us,” admits Mari¬ 
nos ruefully. "So we went into 
the studio for the second 

album a little cocky and fell 
into the sophomore jinx.” 

That record, optimistically 
entitled National Breakout, 
disappeared quickly, as did 
its successor, Strictly Per¬ 
sonal. Personnel changes 
brought in lead guitarist Coz 
Canler alongside original 
members Marinos, rhythm 
guitarist/singer Wally Palmar 
and bassist Mike Skill. The 
band went from conventional 
black leather suits to red, pur¬ 
ple and pink numbers before 
hitting the jackpot with their 
current wardrobe, snake 
skin, and a fourth album, In 
Heat. 

“What pissed us off were 
the constant allusions to 
those four lovable moptops 
from England," complains 
Marinos from underneath the 
group's othertrademark. their 
high-rise quiffs. "People kept 
comparing us because we 
wore matching suits, but 
bands have always worn the 
same things onstage until the 
late 60s and early 70S, when 
everyone wore blue jeans. 
Look at the Motown groups. 
And before that the big 
bands, where twenty guys 
wore matching tuxes. Or 
even earlier, the marching 
bands with John Philip 
Sousa. We just felt we were 
following a tradition by wear¬ 
ing the same thing." 
Certainly, the Romantics 

have a way to go before their 
musical output rivals the 
Beatles, though their songs 
do reflect the band's own 
honest concerns. 

“I've had an obsession to 
be in a rock 'n’ roll band since 
I was twelve years old,” says 
Marinos, who formed the 
Romantics with bassist Skill 
in 1977, but played in various 
groups for almost ten years 
before that. “We tried to come 
up with a musical approach 
for the Romantics which re¬ 
flected our own roots. We all 
wanted to get back to the 
essence of what rock 'n" roll 
was all about, the stuff which 
inspired us to get into a band 
in the first place: to make a 
record, to meet girls, to be 
successful. 

"I’m not ashamed of com¬ 
mercial success," he insists. 
“I don't think there's anything 
wrong in coming up with a 
great hook that people in 

everyday life somehow find 
useful. You've got to realize 
pop music is a form of com¬ 
mercial art, even while it pro¬ 
vides an outlet for people's 
frustrations." 

The pretty-boy appeal of 
the group surely has not been 
hurt by the video of "Talking 
In Your Sleep," which finds 
the lads cavorting in a 
surrealistic dream landscape 
of nightgown-clad nubility. 

"I think our songs are all 
about the opposite sex 
because that's what really 
inspires me,” says wordsmith 
Marinos. "I can't help it. If I've 
got three minutes to say what 
I want, I go for my natural 
instinct. After all, I'm a 
Romantic. You should see 
the way I kiss." — Roy Trakin 

The Salsa Standard 
EL GRAN COMBO 

It's Thanksgiving Day and the 
telephone lines are sizzling. 
"Vaya, baby,” chortled Penny 
to her good friend Magaly, 
“tomorrow is salsa time with 
el combo." Salsa in Spanish 
means sauce; a mixture of 
Afro-Cuban beats spiced by 
the resulting amalgam of the 
Big Apple's energy and the 
predominantly Puerto Rican 
population of New York Lati¬ 
nos. And when it comes to 
salsa, the standard for the 
past twenty-two years has 
been El Gran Combo de 
Puerto Rico. 

Spawned from the renowned 
Cortijo y su Combo, the group 
that brought Puerto Rican 
folkloric rhythms bomba and 
plena to international recog¬ 
nition, El Gran Combo has set 
a standard for longevity and 
consistency unequalled 
among their peers. Their 
uncanny ability to score hit 
after hit all these years— 
even during the R&B-derived 

boogaloo craze of the late 
60s—is impressive in an 
industry where bands come 
and go like autumn breezes. 

Credit starts at the top, with 
Rafael Ithier, EGC's auto¬ 
cratic leader, musical direc¬ 
tor, pianist, sole arranger, and 
exclusive producer. Ithier has 
led EGC with the business 
acumen of a J. Paul Getty. He 
is a husky man with a kind, 
craterized face, and a quick 
and wide smile which makes 
his white mutton chops—on 
an otherwise black-haired 
head—move to the beat of an 
imaginary metronome as he 
speaks. "No one is indis¬ 
pensable in el combo," he 
has said on more than one 
occasion, “not even me!" At 
the same time, he has helped 
band members through diffi¬ 
cult periods of financial, 
health or emotional hard¬ 
ships. He also formatted the 
group with the artistic 

continued on next page 
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NEW MUSIC WHIPLASH • PART 2 

BY VIC GARBARINI 

rrogant, humorless, aloof...those 
were a few of the choice adjectives 
tossed at Paul Weller by the English 
music press during his seven-year 

tenure as leader of the Jam. Although 
they had little commercial impact in the 
States, the Jam were the British pop 
phenomenon of the early 80s. Even the 
notoriously fickle U.K. music press who 
seemingly delight in tearing down idols 
they help establish acknowledged the 
Jam's pre-eminence. This fickleness on 
the part of the London music papers 
results in a vicious circle of sorts. 
There’s an unspoken conviction that 
only fresh, young bands have anything 
to offer, so any band that hangs in long 
enough to become established and suc¬ 
cessful must become compromised and 
artistically bankrupt. 

Of course, this does often happen—a 
comfortable band can easily lose its 
creative spark—but this obsession with 
the new helps to bring about the very 
result feared: it accelerates the burnout 
process by feverishly hyping bands who 
are too green or lacking in talent to live 
up to that kind of billing. Which makes 
the Jam’s achievement of staying at the 
top of the critics polls as well as the 
commercial charts all the more 
impressive. 

Initially tagged as “mod revivalists” 
back in 78 for their obvious musical and 
stylistic borrowings from Pete Towns¬ 
hend, Weller and mates Bruce Foxton on 
bass and drummer Rick Buckler did 
sound like a sinewy, somewhat brittle 
punk version of the Who in hyperdrive. 
The raw fury and immediacy of songs 
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like 'This Is The Modern World" and "In The City " evidenced 
their sincerity and commitment to mercilessly exposing and 
analyzing the economic and spiritual decline of British life. 

By 1980's Setting Sun album, Weller had proved himself an 
original song stylist in his own right, but something essential 
was still missing. Ardently sincere though he was. Weller 
remained an uptight English kid. There was a certain grace, a 
generosity of spirit lacking in spite of the obvious passion. 
Sensing this lack, Weller found himself increasingly drawn 
back to the soul music of the 60s. especially Motown and Stax 
material. The essential spontaneity and emotiveness of the 
music was exactly what Weller had been searching for—a 
music that could help him get out of his head and into his heart. 

These influences were strongly felt on 1982's The Gift. The 
single "Town Without Malice” was an effective Motown cop 
that even made an impact on the U.S charts. But the real 
breakthrough came later that year with the release of what 

was to be the Jam's last single. "Beat Surrender" was much 
more than a new credo or declaration of independence. It was 
indeed, as the title implies, a true surrender to the transforma¬ 
tive power and majesty of music. It was also the sound of a 
formerly uptight English kid from Woking finally letting go and 
letting music carry him to a new vista. 

But with this epiphany came the realization that the Jam was 
no longer an appropriate vehicle for his expanded and height¬ 
ened musical perspective. As Weller himself wrote on the liner 
notes of the band's posthumous greatest hits package. Snap!. 
"I'm on my way...Weller reactivates his soul instincts, hears 
the call from.all directions, sees the creation in motion lumber¬ 
ing uncertainly: too large to be nimble. Pull off the unex¬ 
pected? Surprise and subvert? How can they? The stage set 
is too big. the context too constricted and the playing too 
familiar.. . .” And so Paul Weller announced that he was killing 
the goose that laid the golden egg. Knowing that growth 
necessitated risk and change, he surrendered to the demands 
of his muse and announced the dissolution of the Jam. He was 
all of twenty-four years of age. 

Forming an alliance with keyboardist Mick Talbot. Weller 
immediately proceeded to tear apart and rearrange the foun¬ 
dations of his musical gestalt. Talbot's steaming Hammond 
organ became the centerpiece of the new band's sound, with 
Paul's guitar relegated to a supporting role. The Style Council, 
as they billed themselves, took their inspiration directly from 
the Stax/Motown era players like Booker T. and the Bar-Kays, 
among others. Their first single, "Long Hot Summer" was a 
languid soul ballad built around Talbot's lazy, circular synth riff. 
The sense of grace and fluidity in Weller's vocals here and on 
the exuberant "Speak Like A Child" expressed emotional 
nuances beyond his reach during his Jam days. While Weller 
is no Otis Redding or Levi Stubbs, his connection with the spirit 
of that music rings true. 

There has been a soul revival of sorts bubbling under the 
surface of the British pop scene for the past few years, acting 
as a counterbalance to the doom and gloom exuded by the 
post-punk synth bands. To be fair, their despair and alienation 
constitutes a genuine response to the spiritual and material 
emptiness of current British society. Music and writing that 
reflects this disintegration has a certain undeniable power 
because it accurately documents what's happening. But its 

limitation lies in its inability to offer any positive alternatives, to 
see that what's called for is the discovery and implementation 
of new values and images of community. 
The current soul revival can be seen as an instinctive 

attempt to tap the deeper wellsprings of human feeling for just 
that purpose. If we were paying attention we would have 
noticed that something significant was spawning over two 
years ago. That's when David Bowie, who'd initiatedtheera of 
emotional numbness a decade ago. broke through the ice with 
"Under Pressure," an emotionally volatile return to positivism 
that went virtually ignored by everyone (probably because he 
recorded it with Queen, of all people). But there was no mistak¬ 
ing the message of last year's Let's Dance as Bowie went 
back to rock's black roots (with a little help from Chic's Nile 
Rodgers) to get further in touch with his own feelings. Then 
along comes Boy George, whom, it seems, everybody from 
Andropov to Judge Crater adores. But so far it's only been 
Weller and a few others who understand the implications of 
what's happening, who see clearly that this is a necessary 
therapeutic step towards the formulations of new values, not 
just another fad. And being the singleminded, intense lad that 
he is. Weller has extended his search back beyond Motown to 
black pop's real roots, gospel music. There is a raw. unvar¬ 
nished purity about gospel music that finds a resonance in 
Weller's own soul. He is relatively free of the self-aggrandizing 
myth-mongering that often taints even the best English bands 
like the Clash and U2. His anger and criticism take on added 
weight because he realizes that he's got to live his ideals 
before he can preach them. He's also apparently secure and 
honest enough nowadays to let down his belligerent front and 
start owning up to some of his gaffes and contradictions. (Are 
you listening, Joe Strummer?) 

Meanwhile, somewhere in the bowels of London's West 
End. Weller. Talbot and Style Council's expanded touring com¬ 
pany are working their way through a rehearsal of the band's 
repertoire. Weller had toyed with the idea of adding some 
late-period Jam tunes to the mix, but decided in the end that 
the material from Introducing The Style Council (PolyGram) 
combined with recent songs from their forthcomingGeffen LP 
Cafe Bleu would suffice. It may be noteworthy that two of the 
auxiliary horn players, plus one keyboardist and a singer, are 
women. Though most of them look young enough to be carded 
by any responsible bartender, they play with the panache and 
precision of veterans—if not the passion. During a break I sidle 
over to baby-faced Mick Talbot, who's fiddling with something 
on his incredibly ancient Wurlitzer electric piano and Ham¬ 
mond A-100 organ (he modernizes his sound via a Roland 
Jazz Chorus, Leslie and Pro-One Sequencer). "I've been lis¬ 
tening to old blues and R&B since I was eleven," says Talbot. 
"Muddy Waters, Bo Diddley, the Spinners, all that Philly soul 
stuff. But what really hooked me was when my dad showed me 
it all came down to just three chords. I've been trying to absorb 
it and make something of my own of it ever since." The 
boyishly unassuming Weller straps on his Telecaster and 
swings the band into a stunning rendition of Funkadelic's “One 
Nation Under A Groove" (real traction here, asopposedtothe 
slicker Stax stuff) But the real highlight comes a few minutes 
later as Weller's Tele outlines a slowly ascending chord pat¬ 
tern and he begins a spare, gospel inflected melody. The song 
is "It Came To Pieces In My Hand" and to find it you'll have to 
search out the Polydor import single of "A Solid Bond In Your 
Heart" where it holds down the B-side, since it doesn't appear 
on either album. The lyrics are a testimony to just how far the 
formerly arrogant Boy Wonder has come in the last year and a 
half. 

Wore my pride in the darkness 
Scratched away at the stars 
Thought I was Lord of this crappy jungle 
I should have been put behind bars 
And now I sit with my head in my hands 
Wailing to the weeping world... 
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Weller's new Style: "The most important thing is to get the song across." 

I learned my lesson the hard way 
I thought I was king ol the whole wide world 
But it just came to pieces in my hand. 

They say it's only when you let goof who you think you are that 
you begin to really Be. 

Paul Weller is twenty-five years old. 

MUSICIAN: You've been accused of having an anti-Ameri¬ 
can bias during your time with the Jam. You seemed almost 
contemptuous of American audiences at times, and last year 
you cut short a major interview with one of our own writers 
after only a few minutes. Some say it’s sour grapes over the 
Jam's lack of success here, but I'm sure there's more behind it 
than that. 
WELLER: Well. I suppose some of the criticism leveled 
toward me about that is fair enough. It was irresponsible of me 
to put my complaints across in such a generalized way. 
because my main venom is directed against the American 
government, who I see taking over the whole of our 
continent—not just politically but culturally as well. But the 
way I phrased things was wrong because I don't suppose the 
ordinary American on the street necessarily agrees with his 
government on all this. 
MUSICIAN: Yet there has been resistance to your music in 
the American media, both with the Jam and now the Style 
Council. MTV, for instance, refused to air your "Long Hot 
Summer" video over here. .. 
WELLER: Yeah, somebody told me recently that they won’t 
play that video because it's too R&B. Too R&B1 Now what the 
hell does that mean? Where do you go from there? 
MUSICIAN: Basically, the American media brainwashed 
themselves into believing that the white FM audience wouldn't 
accept either new music or black music. Ol course, as soon as 
both of those were given a chance, they were wildly success¬ 
ful. But MTV and FM radio still don’t understand what's going 
on. even as they go along with the new tide. Basically, you 
could say there's a parallel here with your own acceptance of 
black music after years of decidedly un-funky material with 
the Jam. What finally drew you to this music? 
WELLER: It was mainly the voices. I think. I recently went to a 
gospel concert by an American group, the Mighty Clouds of 
Joy. and I just can't imagine seeing that in an English church 
Now, I'm not of any particular religious persuasion but at the 
same time I'm not an atheist. I think the whole essence of 
religion is a celebration of the human spirit, and that obviously 
comes through in the gospel singing of the black church. You 
can hear in the voices of a lot of Motown and Stax singers like 
Al Green that they've come through that thing. 
MUSICIAN: Their music is also less sell-conscious and con¬ 
trived. It's coming from a place where they can draw on the 
force that flows from their struggles and joys more directly. 
WELLER: Yeah, it's more an instinctive than an intellectual 
thing. They don't appear to sit around thinking, “Why am I 
singing this song?" They just go out and do it. That's as it 
should be, as opposed to what happens with many groups in 
England and with the press here where there's always an 
analytical attitude towards what you do. I must admit I've been 
that way in the past and it's crap, really. It's enough just to go 
out and do it. 
MUSICIAN: You've expressed dissatisfaction in the past with 
the way the Jam handled the R&B-ish material onTheGift. Did 
you feel that that band was the wrong vehicle for your new 
musical interests? 
WELLER: Yeah, there was a lot of that really. I think all three of 
us became good musicians, but as a unit I don't think we made 
any progress after Sound Aflects. There were a number of 
songs on The Gift where we didn't catch the feeling right. 
There was too much ''let’s-see-how-many-riffs-l-can-stick-

in-here" thinking going on. You can't make music that way. 
If you believe in a song, then that's got to take precedence 

over your ego or your proficiency. If portraying that song in its 
best light means not playing drums or some other instrument, 
then that's what should be done. With the Style Council there's 
some songs that I'm not playing on at all. or where I've gotten 
another singer in to do it. because I'm not into it purely for my 
own ego reasons. The most important thing is just to get the 
song across. 
MUSICIAN: As much as I en/oyed your music with the Jam. I 
sensed something missing. There was passion, yes. but it 
lacked that celebratory thing you spoke of before, that joy. 
Then, at the end came "Beat Surrender." a remarkable exalta¬ 
tion and release, and a real surrendertothe deeper aspects ol 
the music. Your liner notes on the back conlirmed that you'd 
broken through to a different level: "...at a certain point in 
music when all elements and patterns...suddenly explode 
into one.. giving you a quick glimpse, a sudden realization 
about your purpose on this earth. " People usually don't write 
things like that unless they're very stoned, or have really 
experienced something special. What did you see in that 
moment? 
WELLER: The whole thing I've been seeing about music is 
that it's got that special passion you speak of when you want it 
to. and when it's needed. There was an English soul group in 
the 60s who referred to music as the new religion, and that's 
how it is. Music has a lot of responsibility to live upto—it has to 
supply the fight which is missing in our culture now. As far as 
I'm concerned, religion is pretty much dead on its feet, and 
politics is just a waste of time at the moment, so young people 
have nowhere else to put their faith. 
MUSICIAN: You're beginning to sound like your old nemesis 
Pete Townshend. Do you ever regret any ol the remarks 
you've made about him? 



WELLER: Well, yeah, I really do like him, and I've been in 
contact with him lately because he wrote to me and I replied. 
I've got a lot of respect for him, but there was a period of time 
where I would very self-consciously slag him off because I 
was constantly being compared to him. I can’t even knock 
that, really, because when I first started off I did copy Pete 
Townshend because I thought his early stuff and the way he 
looked were brilliant. 
MUSICIAN: It's very easy to castigate someone like Towns¬ 
hend for screwing up at times. But without excusing his faults, I 
think you get more empathetic as you get older and have to 
face the same problems. It's so easy to make mistakes, but at 

The main difference 
IS THAT I USED TO SEE 

THINGS IN BLACK OR 

WHITE AND NOW IT S 

NOT THAT SIMPLE." 
least you have Pete's generation around as examples of what 
to do and what not to do. I think you can see the damage that’s 
done when someone like Pete falls for the myth that it’s roman¬ 
tic or artistic to be self-destructive, instead of seeing damage 
and excess as a sign that many artists don't know how to 
handle the energies and pressures inherent in the creative 
process. 
WELLER: The thing about Pete Townshend and a lot of those 
60s musicians was that they placed too much faith in rock 
music, in that rock culture thing and that quite old-fashioned 
idea of "rock rebellion" that the English press is still into over 
here. I think you have to take it one stage further than having a 
face on the front cover of the New Music Express and saying, 
"This is the new face of rock rebellion!" I don't think that means 
shit anymore. 

Rock culture's a myth, it's not part of reality. From a histori¬ 
cal point of view, it's always been a way to escape and live out 
your fantasies. So you've got this singer up there who sup¬ 
posedly is on the knife's edge, who’s always a little bit out of it 
and all that crap, and what to you expect? It’s never going to 
have any substance. Sure, music can change people, but not 
when it turns into a fantasy machine. Too many groups are 
caught up in their own myth. 
MUSICIAN: Well, wasn't there some myth-making going on 
with the Jam? 
WELLER: Yeah, but I don't think I got particularly caught up in 
it. Because however arrogant it sounds, I never particularly 
needed people to tell me how good or bad I was, so I never 
took that much notice. Also, I don'tthinkthe Jam ever went out 
consciously myth-making. 
MUSICIAN: Unlike the Clash, who wound up indulging in a 
narcissistic pride in their own “humble" image, which spoiled 
something. 
WELLER: Yeah, but even when they first started out they 
were like that. I think they always had a thing about creating a 
myth. I mean, we never wrote songs about ourselves being the 
four horsemen of the apocalypse or that sort of crap. 
MUSICIAN: / sometimes worry that U2 is going tofall intothat 
trap. They're intense and idealistic, but I cringe when they start 
telling us how pure and wonderful they are. Trumpeting your 
own virtues is dangerous. 
WELLER: I think that's true. I don't think they're contrived, but 
all their so-called intensity and passion is still only being made 
by a set of 200-watt Marshalls in the back. A lot of people 
confuse blaring music with real passion. Passion doesn't 
always come from the fact that your guitar's turned up to full 
volume or someone's leaping around, which I did myself with 

the Jam. That gospel group I saw didn't have any of that stuff, 
and yet I came out really uplifted, a real spiritual experience. 
MUSICIAN: What pop groups do you feel represent the new 
approach you’re referring to? 
WELLER: Animal Nightlife, for one. I liketheir musica lot and I 
also like the way they present it. 
MUSICIAN: What is it about their presentation that you like? 
WELLER: There's nothing about it—there's none of that myth 
thing. Most groups I like today are not rock bands. JoBoxers 
are very good and I like Culture Club quite a lot. 
MUSICIAN: Let's look at your own group. Considering your 
unorthodox attitudes towards the current music scene. I 
assume the name Style Council was meant tobe ironic, or did I 
miss something? 
WELLER: It's not ironic because I do care passionately about 
style. But I thinka lot of people getthat confused with fashion. I 
see style as being much more classical and timeless, whereas 
fashion is more a trendy thing. I don't think you've had the 
same thing in America, but we've always had these little fads 
based around music and clothes. Today they're wearing cer¬ 
tain jumpers with certain names on them, and they change 
them every week. I think a lot of them recognize that with the 
class system here a lot of psychocultural things are out of their 
reach, so they form their own culture. It may seem strange to 
Americans but in England there's a need for that kind of 
expression because there's nothing else. 
MUSICIAN: What was there about Mick Talbot that moved 
you to work with him? 
WELLER: I've always liked his style of playing. A man 
shouldn't define his way of playing, but he's got that soul/jazz 
feel to his stuff. And despite what people think, he hasn’t sat 
down and studied Jimmy Smith that much. He just does it. He’s 
not an enormous muso, but he understands how to get that 
certain feel. The sound of the Hammond organ has got tre¬ 
mendous spirit, a real rousing sound. And although it's consid¬ 
ered very dated there are ways you can use it in a modern 
context, which I think we’ve proved. 
MUSICIAN: You compose most of the band's material, but 
guitar has almost dropped out of the mix on records. 
WELLER: I still write on guitar, a cheap Spanish model to be 
exact. "Long Hot Summer" was done that way, though Mick 
put the bass line in. But yeah, I've really just dropped the guitar 
a little bit this year, just got bored with its limitations. But I 
haven't ditched it forever. I'll be playing guitar on the live stuff 
we're doing in Europe. 
MUSICIAN: I notice you've switched guitars as well as musi¬ 
cal styles. 
WELLER: Yeah. I haven't used Rickenbackers for a while 
now. I've mainly been using Telecasters because the style of 
stuff I've been doing has been quite rhythmic and percussive, 
and I think they're quite good for that. But I'm still using Vox 
amps. 
MUSICIAN: To me. “Speak Like A Child" sums up what the 
Style Council is all about—regaining that essential power and 
grace that children sometimes exhibit. 
WELLER: And the joy of it as well. The trouble is, when people 
get into their twenties there's a kind of threat tothem in all that, 
and they turn their backs on that innocence and joy. 
MUSICIAN: What do you know now that you wish you'd 
known then? 
WELLER: I guess the main difference is that I used to see 
everything in terms of black and white, and now I don't see life 
as being that simple. I used to have guidelines for everything, 
I’d always have some idea of how I'd react to an experience. 
MUSICIAN: You're sounding more like Townshend all the 
time.... 
WELLER: (laughs) Yeah, maybe so. I guess I've just generally 
loosened up a lot. I don't feel hemmed in by the kind of 
limitations I did in the past. I don't really give a shit what people 
think, to be quite honest. Life's just too short to sit around 
worrying about all that. I just going to savor what I've got. H 
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SIGHT FOR SORE EARS. 

DEAN MARKLEY ELECTRONICS, 5)50 SCOTT BLVD. #29, SANTA CLARA. CA 95051 (408) 988-2456 
TELEX »liBW’iMS tl'W UEAN MARKLEY STRINGS. INC. 

When you look for an amplifier, 
you’ll probably find 10 or 20 
brands that call themselves profes¬ 
sional. Unfortunately, the extra money 
you'll spend for a “professional” amplifier 
will rarely be justified.' 
With one exception. 
Dean Markley has built an amplifier that has drawn 
praise from professional musicians for innovation, style 
and unsurpassed functional design. Artists like Pat Travers, 
Kevin Carlson (Aldo Nova), Ric Olsen (Berlin) and many more 
are using the new Signature Series Markley amps exclusively. 
The Signature Series amplifiers feature active tone controls, effects loops, 
switchable channels and special tube circuitry for rhe right sound, the first 
time. Our rack mount heads pack a lot of punch in a small package, making it 
easy to arrange all your amplification and signal processing equipment in a com¬ 
pact, easily moveable unit. 
Dean Markley Amplifiers are available in power and speaker combinations to fit any 
playing situation. From small recording sessions to large halls, you’ll get versatility and 
reliability that will last, performance after performance. 
So if you have gotten a case of sore ears looking for the right amplifier, then stop by your local 
Dean Markley dealer and play our new Signature Series Amplifiers. 
After all, it’s about time you give your ears the break they deserve. 





Charlie Haden 
Liberation 

and Revelation: 
the Probing Essence 
of Modem Bass 

by Rafi Zabor 

The radio crackles in 1939; KMA, 50,000 
watts out of Shenandoah, Iowa. 

Keep on the sunny side of life 
Keep on the sunny side of life 
Keep on the sunny side 
Always on the sunny side 
Keep on the sunny side of life 
“All right kiddies, thanks friends, it's 

the Haden children, Carl Junior, Mary 
Elizabeth, little Jimmy and little two-
year-old Charlie entertaining on the 
reglar 9:30 progrum this morning. Now 
then, I want to say thanks to each and 
every one of you good friends who have 
sent in orders for the youngsters’ pic¬ 
tures, who have written in those fine 
cards and letters, we do appreciate the 
nice things you have to say about our 
kiddies. I also want to thank you men 
who have written in to OPPORTUNITY 
and let me say to more of you, if you men 
are looking for bigger and better paying 
jobs, here’s one business friends that 
needs more men and they need ’em 
now. It’s the air-conditioning and refrig¬ 
eration industry. In every community 
there is a growing demand for men 
trained in the planning, installation and 
servicing of refrigeration and air-
conditioning equipment. Now to train 
young men, mechanically minded be¬ 
tween eighteen and fifty...." 

Is that your father? 
That’s him. Let me move the tape 

ahead. 
“Now on with the progrum, more dedi¬ 

cations this morning. We’re gonna have 
little two-year-old Charlie up here now, 
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to sing a song for you and to yodel for 
you this morning, and Charlie's got 
numbers picked out that he’s been 
request, and we want to do these 
numbers for Mr. and Mrs. Leon Paber of 
Kellogg, Iowa for their little son Delvin’s 
second birthday, for Mrs. Jack Gardner 
of Omaha, Nebraska for grandson 
Charles Edward Bronson's second 
birthday, for Bobby Taylor, Evelyn 
Ingram, Darlene Ingram and Kenneth 
Dobbs, and Mrs. W. W. Kibbler, this is the 
Golden Rule Sunday School class who 
are listening in this morning what do you 
think of that? That’s fine and dandy, 
we're mighty happy to hear from all you 
good friends, and now then little two-
year-old Charles Edward, we believe to 
be the youngest cowboy singer and 
yodeler on the air, is gonna sing a verse 
of the song 'The Birmingham Jail.’ All 
right honey." 

"Down in the valley, valley so low 
Hang your head over, hear the wind 
blow...." 

Were you under any pressure to join 
the show? 

Oh, no. When my mother used to rock 
me to sleep, she would sing—she had a 
fantastic voice, like Joan Baez—and I 

would hum along with her. She sawthat I 
liked it and as I got older she started 
teaching me the words to songs and I 
was there, in her arms, when they did the 
shows. She was a great singer, and still 
is. She sang all the great folk songs— 
“Barbara Allen,” “Mansion On The Hill,” 
“Wildwood Flower”—and my father was 
one of the greatest harmonica players I 
ever heard. He could improvise and all 
my brothers and sisters were good 
musicians and they sang really true. 

"And now for a song and a yodel he's 
gonna sing a song about his old dog, 
Shep. 'Old Shep,' a sing and a yodel. All 
right, Charlie....” 

"When I was a lad and old Shep was a 
pup..." 

The house was full of our sponsors' 
products. Sparkalite Cereal. Cocoa-
Wheats with Vitamin G. Green Mountain 
Cough Syrup. We had crates of the stuff. 
When I was five, my father bought a farm 
outside of Springfield, Missouri—I was 
raised in Springfield mostly. The radio 
studio was right in the house. I'd wake 
up, watch my family go out to milk the 
cows, watch them come back in. We’d 
eat breakfast and then do the radio 
show, every day but Sunday, fifteen min¬ 
utes to half an hour. This was during the 
war. Later my father tired of the farm and 
bought a restaurant. That time the studio 
was upstairs. 

All those songs we used to sing were 
very beautiful, and they’ve stayed with 
me. Some of them come back to me 
even now. I started improvising folk 
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songs when I did the 80/81 album with Pat Metheny and 
recently when I was playing with Denny Zeitlin in San Fran¬ 
cisco we played something that made me remember all these 
things. What I want to do now is stop in Missouri on my way 
back to Los Angeles and spend some time with my Mom and 
this time get some songs from her. I want to relearn them. 
Because it's really important music. It comes through this 
country from Europe but most people when they think of the 
only art form in American music, think of jazz. I grew up 
knowing Mother Maybelle Carter. Some of the best music I've 
ever heard was Maybelle Carter playing guitar and singing, 
and A.P. Carter and her sister, and the Delmore Brothers 
singing... oh, man, they were fantastic. I saw a special view of 
country America that you don't get in the city. I used to go to 
houses in rural Missouri and people would beon their porches 
singing and playing fiddles and blowing into moonshine jugs, 
playing washboards and spoons. My grandpa used to play the 
fiddle held under his chest instead of his chin and he used to 

tell me stories about Frank 

“It made a lot 

of musicians 

angry; not so 

much angry as 

insecure. They 

had to stop and 

think. Fights 

broke out. ” 

and Jesse James, the 
Younger brothers and the 
Daltons. My grandma told me 
about Wild Bill Hickok in 
Springfield, Missouri. 

We used to play a lot of 
revival meetings and tent 
meetings and county fairs on 
truck beds—we'd be stand¬ 
ing on flatbed trucks at fair¬ 
grounds, and at racetracks 
we'd be on the grandstand 
performing. We traveled all 
over the midwest doing that 
when I was a kid. I was very 
small the first time my par¬ 
ents took me to a black 
church to hear the music. I 
couldn't believe it, I just sat 
there and listened. I couldn't 
believe how beautiful it was, 
and I didn't want to leave. I 
just wanted to stay. 

I was raised in a place that 
forced you into a political 
awareness early, seeing 

racism all around you. In the county where I graduated high 
school, blacks weren't allowed to remain in the county after 
dark—this was in 1955. There was only one movie theater they 
could go to, and they had to sit in the third balcony. 

I sang with the family until I was fifteen, when I had bulbar 
polio. I caught it when we were doing a television show in 
Omaha during an epidemic. The doctor said I was lucky—it hit 
the nerve to my face and throat and vocal chords, and it 
usually hits the legs and lungs. It took about a year for the 
effects to go away and after that I couldn’t really sing, couldn't 
control the note and hold the vibrato. 

I had started playing bass when I was fourteen. I've always 
felt the bass was beautiful. I loved the sound of it. When I sang, 
I always wanted to sing the bass part even though my voice 
wasn't low enough. I was attracted to it more than to any other 
instrument. When I was in grade school, my brother Jim, who 
was the bass player on our show, was interested in jazz. Jim 
started bringing home Jazz At The Philharmonic records and 
Lionel Hampton, Dizzy Gillespie, Billie Holiday, Stan Kenton. I 
didn't know what it was, didn't know what improvising meant, I 
just knew that I loved the way it sounded. And the more I heard 
it the more I loved it—the harmonies, the voicings, the textures 
and the chords, and the first chance I got, I went to a concert. I 
was fourteen and we were in Omaha. My family was up there 
doing a television show every week and Jazz At The Phil¬ 
harmonic came through and I went with some friends. Charlie 

Parker was playing, and Lester Young and Flip Philips. Willie 
the Lion Smith, Roy Eldridge, Oscar Peterson, Ray Brown and 
it was really something. 

When we moved back to Springfield, Stan Kenton's band 
came through. Don Bagley was playing bass and Stan Levey 
drums. I went backstage and talked to them. They invited me 
up to their hotel. They were impressed that I was so young, in 
such a small town in the midwest, and wanted to play jazz. I 
asked them where I should go, New York or Los Angeles, and 
most of them, their advice was: don't play music; don't play 
jazz, it's a rough life; you have to go on the road and you can't 
have a family. But I kept after them and Don Bagley told me 
who he was studying with in L.A. When Kenton came back 
next time, Max Bennett was on bass, Mel Lewis played drums 
and Charlie Mariano was in the band. After the concert, I went 
to a jam session in somebody's house and I got to play. Before 
that, I had just been playing with records. 

Then there was a TV show that came to Springfield from 
Nashville called The Ozark Jubilee. Red Foley was the star, 
and Eddie Arnold used to come up and he brought Hank 
Garland with him—he was a great jazz guitar player—and I 
played in that show with Grady Martin, a guitarist with Red 
Foley, and the pianist with Grady was a jazz player. I found out 
from him that a lot of players from Nashville really love jazz. 
Sometimes we would jam. Grady Martin played Bob Wills-
style, western swing, sort of, but what I tried to get them to do 
was play Bird tunes and bebop. That was mostly my expe¬ 
rience in Springfield. In high school, I didn’t have many close 
friends. Most of the guys in my class were involved in Future 
Farmers of America. I used to bring them to my house to listen 
to Bird and they'd look at me like I was some kind of.... 

I was playing completely by ear, which is one thing I think 
that caused me to be introverted, shy, and soft-spoken. I felt 
that I didn't know enough about music, that I was inferiortothe 
musicians I was playing with, though onthe radio we had to be 
perfect, you know, you couldn't be sharp or flat. I applied to 
Oberlin and got a full scholarship even though I was com¬ 
pletely self-taught, but then I heard about Westlake College of 
Modern Music, which was like Berklee and had a good repu¬ 
tation for jazz studies. I turned down the scholarship, sold 
shoes until I made seven hundred fifty dollars, said good-bye 
to my parents, got on a Greyhound with a suitcase and my 
plywood Kay bass, and went straight through to L.A. The 
people from Westlake met me at the bus station. I lived in a 
dorm off Sunset and, though Westlake had a few good 
teachers, I became disenchanted with the place. I met a lot of 
musicians right away and started working. I met Red Mitchell 
in a coffee shop at three in the morning—I had listened to him 
and Hampton Hawes on records—and we played together at 
his house. One day he had a record date and couldn’t make a 
gig with Art Pepper. I covered for him and Art hired me for the 
rest of the gig. 

The reason I'm talking about my past is to convey my need 
to know how people who dedicate their lives to an art form 
grow up, what happens to them. I would like to know what 
happened to Django. I’d like to know about Bach's childhood. 

My father lived until 1974. He was sixty-four. We were really 
close. In the late 60s, when I was about thirty, I had a dream 
that I was on an old fashioned train. It was 1939 in the dream, 
but I was still thirty yearsold—and 1939 wastheyear my father 
was thirty. The conductor came through and said, "Shenan¬ 
doah, next stop.” I got off the train and there was an old train 
depot newsstand. Everything cost a nickel or three pennies. I 
went into a phone booth and looked up our name, and there 
was my father’s name and the street we lived on. I wanted to 
call him, but I was afraid, so I walked out onto the street. Old 
cars were going by, and our car passed, our old Oldsmobile. 
My father was driving, and my mother was holding me, and I 
was asleep, a two-year-old boy. My brothers and sisters were 
playing in the back seat. I went into a restaurant feeling like the 
wind was knocked out of me, and I asked the guy behind the 
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counter if he knew Carl Haden. He said. "Everybody knows 
Carl Haden. The Hadens are on the radio here every morn¬ 
ing." I told the guy I wanted to talk to Carl and he said, “If you 
want to see him come down here, I know a good way. He's a 
harmonica fanatic, so tell him you got some new harps for sale 
and he’ll come." 

I went to the phone, puta nickel in and dialed the number. My 
father answered, I said hello and he said, "Who's this?" I said, 
"Well, I'm in town and I've got some harmonicas for sale and I 
heard you might be interested." He said, Til be right down.” 

I waited. I didn't know what to do. And in a few minutes, he 
came in. And, man, that was worth the whole dream, just to see 
him. He had all his hair and he wasn't gray. He was young. He 
had on a pin-striped suit with a tie and one of those round 
collars. It was just unbelievable to see him. I was his age. We 
just stood and looked at each other. I wanted to say. "I'm your 
son!" But I didn't. We shook hands, and went to sit down in one 
of the booths. I stared at him. He stared at me and. said, 
"Haven't I seen you somewhere before?" And then I woke up. 
That dream had come out of a real yearning. I had always 
wanted to be able to talk to my father and be the same age as 
he was. 

I had the dream while he was still alive, and I always wanted 
to tell him about it. but I never had the chance. Maybe I was 
afraid to tell him—now this is really strange—because he 
would have remembered the day that somebody called him 
down to the depot. 
How did you meet Ornette Coleman? 
I was playing with a lot of people in L.A., and the more I 

played standards the more dissatisfied I became. Especially 
when I played solos. Even lines behind a musician, I wasn't 
satisfied with the normal, traditional way of playing chord 
changes. Little by little I started trying to play what I was 
hearing. Say I would be soloing on "All The Things You Are," 
and maybe there was a group of notes I wanted to play off of, or 
a phrase from somebody's solo, or I wanted to play on the 
melody instead of the changes. And I tried but it was hard, 
because I had never tried to express it before. Musicians 
would get upset because they wouldn't know where I was in 
the song or when to come back in. 

Then one night I was at a club called the Hague, I think I was 
listening to Gerry Mulligan's group and all of a sudden this guy 
gets up on stage with a plastic alto and starts playing, and the 
creative energy level changed completely—it was going 
through the ceiling, it was the most brilliant sound I'd ever 
heard and I said, "Who is that? Who is that man?" Someone 
said, “That's Ornette Coleman." I wanted to meet him. By the 
time I got behind the bandstand to meet him they had already 
asked him to stop playing and he had disappeared through the 
back door. But Lenny McBrowne told me how to find him. 

I went to Ornette's house and told him I had heard him play 
the other night and that it was beautiful, and he said thanks, 
because he wasn't used to hearing someone say that to him, 
and the first time we played, I found myself a ble to play what I'd 
been hearing, though I did do some struggling. It was like 
jumping into a pool or a creek you've never been in before — 
there were growing pains, trying to find which notes sounded 
good against what he was playing. Experiencing a fear of 
something because suddenly you've got an okay. It was com¬ 
pletely different than any other experience I'd ever had, and he 
had that clear, natural, beautiful sound. It was like no other 
music in the world. This was in 1957. 

I’d actually met Don Cherry and Billy Higgins before 
Ornette We got together and started playing at Don Cherry's 
house. We would play every day and stop and talk about what 
we were doing and then we would play the tune over again. It 
was really something. 

Coming to New York in 1959 was really exciting. I'd never 
been there before, and after checking into the hotel we went 
down to the Five Spot for a rehearsal and I had never seen 
anything like that before, derelicts lying there on the street. I 

started to bend down to help one guy and one of the other 
musicians who was playing the Five Spot said. "What are you 
doing?" “The guy's lying on the sidewalk." “Hey man, you're in 
New York City! You can’t help that man!" When we started 
playing every night, the place was packed with people not just 
from the music world but from the art world, from everywhere. 
There were famous painters, poets. One night I was playing — 
you know, I usually play with my eyes closed—and I happened 
to open my eyes and looked down and there was Leonard 
Bernstein with his ear next to my bass, right on the bandstand. 
He asked me where I'd studied and I told him I was self-taught 
and he couldn't believe that. He invited me to come up to the 
Philharmonic, and years later, when I was sure he had forgot¬ 
ten me, he was of tremendous help to me with the Guggen¬ 
heim Foundation, when I applied for a fellowship in 
composition. 

One night we were playing, Cherry was taking a solo and all 
of a sudden I heard the solo change direction and I opened my 

Charlie recalling significant points in time. 

eyes and it was Miles. He had gotten up on the stand, taken 
Cherry's horn and started playing. And there wasn’t a night 
when I didn't open my eyes, look out at the audience or the bar 
and see some great bass player checking me out. Paul 
Chambers. Percy Heath. Mingus. Those were exciting days. 
Then we went on the road and scared everybody to death in 
the towns we played—Boston, Chicago, Pittsburgh, Philadel¬ 
phia. The musicians would come to hear us, word had come 
down the grapevine, people were expecting something new. 

It made a lot of musicians angry, not so much angry as 
insecure. People had been conditioned to a certain way of 
hearing music, and if they had to stop and think, or use their 
senses in a new way they got insecure. You don’t think about 
sensitive musicians doing it, but with our müsic it was like that. 
It was so different, a different way of approaching the lan¬ 
guage of jazz that it pressed a lot of people’s buttons, and 
fights broke out, I mean real fisticuffs broke out in the Five 
Spot, people arguing about if we knew what we were doing, we 
did vs. we didn't, then all kinds of insults were shouted, then 
bam bam bam and cars were set on fire and someone came 
into the Five Spot one night and hit Ornette.. .When we were 
interviewed, people asked us how all the controversy affected 
us. I answered that we didn't have time to be affected by it. We 
were thinking about playing, and trying to figure out other ways 
to play what we were hearing. Each time we played the more 
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sure we became of what we were doing and the more we knew 
that it was important to play. Our way of improvising was 
unique—like another language. There aren't that many people 
who have experienced it, just a handful of them and all of them 
come through Ornette's band—Dewey. Don Cherry, Billy Hig¬ 
gins, Eddie Blackwell, Bobby Bradford. 
, Coltrane used to come in and listen, wait for us to finish and 
then go out with Ornette and talk for hours. He was looking for 
a way to play what he was hearing, looking for different kinds of 
solutions, remedies or methods. One of the things he wanted 
to find out was what it was like to play with our band. He had 
this record date and he called Blackwell and Cherry and meto 
play with him. It was a great experience but I didn't know what 
he expected of usât first. Gradually I found out he wanted us to 
play as we did with Ornette. We recorded a lot that day, some 
of which isn't on the album (The Avant Garde). 

Then Sonny Rollins hired Don and Billy, and I was supposed 
to be on that band, too, but I was incapacitated. I remember 
Cherry calling me up to go with them to Europe. Actually I left 
Ornette's band to go to Lexington Public Health Service 
Hospital—that was in 1960, and when I got back to New York 

Haden's pure modality transcends tune, tempo and tonality. 

we made the double quartet record (Free Jazz)—I was 
uncomfortable on that because I had to play a borrowed bass 
and it wasn't that great an instrument—and then I got arrested 
in New York, lost my cabaret card, got put on probation, broke 
probation, left for Los Angeles. I rejoined Ornette in 1966 when 
I got my health back. I had been to Synanon. From 1963 to 
1973 I was clean. I don’t like to talk about heroin addiction 
because that tends to romanticize the situation. Onething I do 
know, drugs will not help a mediocre musician sound better 
and the great musicians I've known who happened to be 
addicted played great in spite of their addiction, not because 
of it. When I stopped using chemicals, my music became 
much stronger. It's important for me to stay healthy, not only for 
my sake, but for my children's. They ought to have someone to 
look up to. I’m not proud of any of this. If I hadn’t kicked I would 
have died, and that's that. 

For a frightening picture of Haden as dying young junkie, 
see the cover of Ornette Coleman’s This Is Our Music, for 
what he had accomplished so young (he has since accom¬ 
plished a good deal more), try listening to contents of same. 
What he worked out early on, in a band, remember, that revolu¬ 

tionized the art of jazz in our time, is a modal style sprung freely 
enough to accommodate Coleman’s untempered sense of 
pitch and unorthodox departures from diatonic tonality, a beat 
wide enough to unlock the gates of the bar lines when neces¬ 
sary, and most of all a depth of feeling capable of real 
response to Coleman's unforgettable, mother-naked utter¬ 
ance; but when I think of Charlie Haden I don’t call to mind his 
Contribution to the Art of Modern Bass, which is formidable, 
but (for example) the image of him standing onstage with Pat 
Metheny’s 80/81 band two years back at the Joyous Lake in 
Woodstock, his bass accompaniment rising like sap through 
the tree of a Metheny solo and then opening nave, transepts, 
arches, galleries, towers and aisles in chorus after chorus of 
Dewey Redman tenor while light fell in shafts from the win¬ 
dows and Metheny sat there on his stool in this sudden 
cathedral, shook his head and stared. It was a kind of playing, 
a kind of getting into the substance of someone else's music 
that goes well beyond “he’s got great ears” and recalls Rilke's 
notion of two solitudes growing so large and deep they can 
include each other, an encounter of whole and unfalsified 
individualities unhampered by the passing chords of space 
and time. 

But then I could have called to mind other equally articulate 
moments, like Haden one night on a Boston stage with Old and 
New Dreams playing a solo in which he questioned his notes 
so deeply it seemed as if at any moment they might fess up 
and tell him the meaning of his life. The moment produced an 
inconceivable hush in the hall as Haden drew us so powerfully 
into his world it became identical to our own. We sat there, 
having paid $7.50 for our tickets, at one of the limits of music, 
where sound was about to give out and a world of unmeasured 
Meaning, from which music derives and at which it is always 
pointing back, was about to burst through the stable look of 
things and, finally, speak. 

Everyone knows there are two schools of bass playing, the 
Fast and the Slow (that’s a joke, Charlie); Haden has taken the 
Slow and made it into an extraordinary instrument of self¬ 
exploration. I think of him as having made himself over the 
years, through a mix of inspiration and catastrophe, into the 
kind of musician whose work attracts to itself inevitable meta¬ 
physical weight: he has intuited something central to himself 
as man and musician and gone forward towards it by the 
stripping away of successive surfaces so that you hear, in 
addition to the human turnings of the music through the volu¬ 
tions of his identity, every vibration of string, every creak and 
strain of wood, the labor of brain, heart and fingers in a con¬ 
centrated pursuit of final essences, a consciously impas¬ 
sioned hunt for the ultimately real. You might object that good 
jazz musicians do this all the time—it’s certainly true that if you 
listen to Johnny Hodges right he'll peel you like a grape—but 
the process is made so plain in Haden that he almost 
becomes an object lesson in how such a quest might be 
carried out and what you are likely to find along the way. I think 
it’s important that what Haden finds is not merely, as so many 
do these days at the played-out end of Western Sievelization, 
reality deconstructed into its unappetizing and useless com¬ 
ponents (which then are either left lying around or get hustled 
into forms as rigid as they are arbitrary) but Truth, Beauty, 
Dignity and all the fine old things, and the thing about Haden is 
that he gets it all into the music with no tricky bits missing and 
no lies told along the way and you believe him. And to me, at 
any rate, that's important. 

Ideal though Haden was in the early days with the classic 
Coleman quartet—have you noticed how much more perfect 
the records have gotten over the years—Haden didn’t come 
into the full range of his voice until a few years later. Judging 
purely by the recorded evidence and my own awakening to 
him when he played in Berkeley, California with Ornette, he 
certainly had it together by 1970. The bassist who plays on 
Ornette’s Science Fiction, Broken Shadows and Friends And 
Neighbors, his own Liberation Music Orchestra, and the over-
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ture to Carla Bley's Escalator Over The Hill (a remarkable solo 
over unprecedented accompaniment) had evolved dramati¬ 
cally since the early 60s. His time, although it had strength¬ 
ened audibly between 1959 and '60, had greater personal 
authority now, and he had developed a number of original 
devices for work in the rhythm section of which perhaps the 
most powerful was a multi-stringed drone which he could pivot 

up or down as if on pedal 
point—the sound itself is 
enormous, like a choir of 
basses, and the effect behind 
a soloist is stunning, as if 
Haden were enlarging to the 
point of explosion the har¬ 
monic implications of the 
solo line while at the same 
time creating maximum ten¬ 
sion between the drummer’s 
timekeeping and his own. It’s 
worth pointing out how tech¬ 
nically similar to, but musi¬ 
cally different from, guitar 
and banjo picking patterns 
this is because it shows to 
what personal uses the 
mature Haden could put his 
country heritage. Although a 
certain amount of guitaristic 
strumming was common to 
the bass playing of the 
period—Haden's own solo 
figure for Coleman's '’Ramb¬ 
lin’" providing one example 
(as well as the melody line for 

Ian Dury’s "Sex & Drugs & Rock 'n' Roll”) —Haden's later 
appropriation of finger picking patterns sound almost nothing 
like their source, the kind of appropriation only master musi¬ 
cians seem able to manage. Country music also shows up in 
the sometimes surprisingly simple resolutions dramatically 
attenuated melodies in his bass solos will come to. Just the 
other day, I put on Liberation Music Orchestra and listened to 
Haden's accompaniment to Carla Bley's piano solo on "War 
Orphans." His probing triplet figures were so beautiful a way of 
playing a love duet with Carla and so perfect an expression of 
the nature of the bass, it took me a while to realize that nobody 
had played the instrument like that until Haden came along 
and did it. He is by now so familiar a part of modern bass 
playing that you can paradoxically forget how original he is. 

As a soloist the mature Haden evolved an eloquent solo 
style that ran counter to the practices of most of his contem¬ 
poraries. While virtually everyone else sought to de¬ 
emphasize the difficulty of the instrument and to demonstrate 
that the acoustic bass could be played as fluently, andin some 
hands as quickly, as a horn, Haden, in his note choices, minute 
variations of pitch, fingering and tone seemed almost to go out 
of his way to encounter obstructions to a facilely flowing solo 
line and the superficial resolutions of a conventionally master¬ 
ful technique, as if to say, "There's a lot more to life than that." 
He arrives at an expression of beauty in which the distances 
traveled and the price paid are part of the statement. 

Chronology, ontogeny, pharmacology. In the 70s he worked 
most famously with Keith Jarrett, also with Ornette on the rare 
occasions he was willing to appear, with Ornette's alumni in 
Old and New Dreams (one of this period's most classic 
bands), struggled to reunite the Liberation Music Orchestra, 
etc. His wife Ellen gave birth to a son, Josh, in '68, triplets 
(Rachel, Petra, Tanya) in ’71, blessings which must somehow 
be paid for on a musician's income. Haden had been making 
major music for some time. Finally, in 1977 he released the 
breathtaking Closeness, the first of a series of albums of duets 
that should have accorded him career-making recognition at 

“Our way of 

improvising was 

unique—like a 

different 

language. Not 

many people 

have ever 

experienced it. 

last, but a series of traumas started him using again and he 
entered the Delancey Street Foundation in San Francisco to 
kick, shaved his head, surrendered his bass, mopped floors, 
answered the switchboard, raised funds, two years of his life, 
some people have all the luck. 

But let's talk about duets. "I could do duets tor the next 
twenty years. When I think of all the great musicians I haven’t 
played duets with I could play duets for the rest of my life.” 

Well, yes. And it’s even obvious why. For a bassist with fabu¬ 
lous ears and an eerie way of inhabiting other people's 
music—and think for a minute what it might be like to play with 
him as he articulates things in your music you didn't yourself 
know were there, as if he could find the universal hidden in any 
particular and bring it out to show—it must be quite a pleasure 
to intensify your listening one on one, unobscured by the 
racket of cymbals and drums. For Haden is obsessed with 
communication as only someone whose music speaks out of 
an extraordinary degree of solitude can be, and his solitude is 
as pronounced, beautiful and dangerous as any musician's, 
even unto Miles. When he speaks of things important to him 
(you should know before going on), Haden’s voice takes on 
some of the pauses, and the quavering intensity, of his bass 
playing. It's the voice, perhaps, of someone who has been 
broken to pieces past all repair and then unexpectedly recon¬ 
structed, unable to take anything for granted again, though his 
polio-constricted throat keeps the pitch medium high: 

One of the most important parts of the creative process in 
improvised music is listening, and when just two people are 
playing you can listen so much more clearly. My focusing 
when I write or play is on the other people involved, not on 
myself, and that’s in my mind the whole time I’m working, to 
make the musician feel so good in what he’s doing that he’s 
able to express himself to his 
very highest potential. I usu¬ 
ally know the musicians well 
and I'm inspired by them, and 
that makes it easy. And if I'm 
writing something inspired by 
a particular person or place, 
that enters into it. And then I 
have the listener in mind. The 
only time I come into it is 
when I'm playing, but when 
you’re in the midst of creating 
and you're close to music, 
that goes, too. 

Have you ever found your¬ 
self getting in the way 
because the music's going 
especially badly or especially 
well? 

When I have trouble with 
that, it means I’m not involved 
in my work. I want to be able 
to rise above my own self¬ 
needs more and more, to be 
able to give to others and 
have concern for others and 
rise above that ego, and I 
hope that other people will be able to do that too. Did you see 
the notes from Hamp’s album, As Long As There's Music? 
One of the things I said in that, although it might seem idealis¬ 
tic, was that in every human being there is a godlike quality 
that is creative. Every human being, when they're born, when 
they're a child, has potentially endless possibilities inside 
themselves and one of these is creative expression. With a lot 
of people as they grow up it gets stifled or sometimes taken 
away from them in one form or another and to some degree, 
and I want them to know that they have that inside them, and 

Playing with 

Ornette was like 

jumping into a 

pool or a creek 

you’d never been 

in before—there 

were growing 

pains. ” 
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that they can discover it and nourish it and let it come out. And 
as long as there’s music there will be a way for people to 
discover that quality inside them. When I'm making a record, 
when I know someone is going to listen to that record, I think 
about the reality of theirlives and the reality of them listening to 
it, and I want to be able to capture them, even if it's only for a 
moment, and I want that moment to be as complete and 
honestas it possibly can. Because it's difficult for people, even 
when they're having conversations with each other, to listen to 
each other, but I’ve met some people in my life who really know 
how to listen and it's fantastic. When I write or play something 
and one of my children likes it, that's also very meaningful to 
me, because their response is genuine and immediate. The 
world may be lost as far as the adults are concerned. I think we 
have to teach children and surround them with creative 
thought and show them how precious life is and how we have 
to use our intelligence to enhance it, not just for our own good. 
That’s one of the responsibilities of an artist. 

People ask me what I think 
about when I'm improvising, 
and I have to tell them there's 
no thought process. You 
have to get to know music as 
you would a person, and get 
close to music as you would 
to a friend, and the closer you 
get, the nearer you are to 
touching music, and when 
you're really playing, when 
you’re really touching music, 
if you try to remember back 
you’ll see that your ears 
become your mind, yourfeel-
ings become your mind and 
there is no thought process 
as far as the intellect is con¬ 
cerned. It's coming from the 
emotions and from whatever 
energy is passing from the 
music to you. The ego goes 
away, or should I say, you 
reach a place where there is 
no ego, and in doing that you 
see yourself in relation to the 
rest of the universe, and you 

see your unimportance in relation to the rest of the universe, 
and in seeing your unimportance you begin to see your impor¬ 
tance. You can't see your importance without seeing your 
unimportance first. You see that it's important to have respect 
and reverence for life and music, and in being able to do that 
you get closer to being honest in your playing. When someone 
says, "He plays great," that's what they're doing, playing hon¬ 
estly. And striving for beauty. When you think about inspiration 
it's startling, because there really are no words there. And the 
communication shouldn't stop with the music. You should go 
on from there. 
Have you changed then? Have you begun to see this in 

explicitly mystical terms? 
I’m interested in reading and learning about different reli¬ 

gions from different cultures, but for myself I feel a strong need 
for self-reliance and for believing in something I feel close to, 
which is Life. It's very difficult for me to use a word that's used 
by hypocrites, and that’s why I don't use the word God very 
much. That's been misused in many languages by people who 
are not worthy of using the word. I don’t like to think of myself 
as having to depend on anyone else or follow anyone else in 
order to discover the essence of life. That's a constant discov¬ 
ery that never ends, and I think a guru or someone like that can 
be very dangerous to rely on. 

You do have a strong sense of the sacred, of the sacred¬ 
ness of things. 

“If someone 

wanted to 

torture me, they 

could make me 

hear music with 

Ronald Reagan ’s 

ears. He must be 

tone deaf” 

I believe that the sacred is in the ordinary. As Maslow said, 
people spend their whole lives in a search for the exotic, the 
strange, the mystical, and in the end find that the sacred is in 
the ordinary, in one's backyard, family, friends. I believe that a 
great man is like that guy who saved that stewardess in that 
plane crash in Washington. He jumped into that icy water 
without even thinking about it, and the quality inside that man, 
that's godlike to me, that's greatness to me. He didn't want to 
be interviewed about it, he didn't want to talk about it, he just 
wanted to go back to work. That quality I can admire, giving in 
an unselfish way. 

Let's talk about the Liberation Music Orchestra. Granted 
that the state of the world is horrific at the moment, what can 
you hope to accomplish with the Orchestra? 

I’m not a politician. I'm a human being trying to learn about 
this life, and I'm a musician. But I want to play this music, to find 
music from different parts of the world that has to do with 
people fighting for their right to live freely. The music that 
comes from that struggle should be heard by as many people 
as possible. That music also inspires people to play their best, 
and I want to be able to inform people in a real way about 
what’s happening in the world, the struggle in El Salvador, in 
Chile, in Nicaragua. We sit here in the United States and watch 
it on television and lose touch with the reality and I feel a 
responsibility to communicate my feelings in an honest way to 
as many people as I can, and if I can change just one person's 
outlook then I feel like I’ve accomplished something. We're in 
a dangerous situation. Nuclear war is a real possibility, and The 
Day After, although good, was a lightweight Hollywood soap 
opera version. You can see that Reagan’s a figurehead, that 
he uses his ability as an actor to make everyone go for the 
invasion of Grenada, for the contras in Nicaragua, for the 
death squads in El Salvador... And both Kennedys are gone, 
Martin Luther King, Malcolm X, Allende.... 

Do you think the left wing revolutions have worked out all 
that well? 

No. In most cases they haven’t. I don't know what happens. 
If the leaders of the governments of the world were able to 
hear—I know this is very idealistic—if they were able to hear 
the beauty of the slow movement of Shostakovich's Fifth 
Symphony, or Ravel, or Richard Strauss' Four Last Songs, or 
the Songs of the Auvergne, or Billie Holiday, Django Reinhardt, 
Charlie Parker, Bill Evans, Ornette Coleman...if they could 
really hear the beauty.... Sometimes I think about hearing 
music through someone else's ears and it frightens me—if 
someone wanted to torture me they could force me to hear 
music through Ronald Reagan's ears. He must betone deaf to 
all that humanity. When you think about composers and paint¬ 
ers who try to change the world with their art form, you wonder 
what it would be like if people like them governed the world. 
But, especially in America, intelligent people are not attracted 
to politics. When I hear great music I think, that musician, that 
person must have so much love inside. When I spoke earlier 
about improvisation, of seeing the unimportance of things — 
when you’re playing inthe moment, experiencing the moment, 
it shows you the brilliance in the universe, and that brilliance is 
in every human being. If the people who run the governments 
of the world could touch that brilliance inside themselves, and 
know that it's in everyone else and everywhere else—the 
world just couldn't go on the same way, the way it’s going now. 

The week of this last recorded talk, I managed to hear 
Haden twice with the New York edition of the Liberation Music 
Orchestra—there's another one in Los Angeles—at Seventh 
Avenue South, a small room which the twelve-piece band 
filled with music of tremendous and audible humanity. As 
Haden said, the material from Spain and Latin America was so 
packed with its own meanings and passions that the soloists 
were inspired to surpass themselves. I heard particularly stun¬ 
ning work from Dewey Redman, Baikida Carroll, Amina Clau¬ 
dine Myers, and Craig Harris; Carroll told me later that the 
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simple music full of unfakeable feeling inspired him in one 
direction and the fast modernist company with its own unfake¬ 
abilities inspired him in another, which seems as good a defini¬ 
tion of the band's working amplitude of expression as you're 
likely to get, short of hearing it live for yourself. The band’s 
performance style was a lot closer to the epochal abandon of 
the 1970 unit than to the tidier and more stoical temper of the 
recent record, and if the LMO does succeed in getting its bulk 
out on the road as planned, I expect it to shake significant 
portions of the American superflux and establish itself as one 
of the indispensible bands of the period. 

As for Haden, he sounded like a whole orchestra of basses, 
with an orchestra's repertoire of sonic resource: counter¬ 
melodies over varying drones, pluckings and strummings, 
extended radical gambits, insupportable tensions, all four 
strings going at once—Haden's is nothing if not a virtuoso 
approach to the instrument, a high-wire act on four strings. It’s 
paradoxical, although not really surprising if you take Haden's 
remarks on the evanescence of the self as prelude to the 

Haden’s mother, possibly another album for solo bass and 
string orchestra, a project with Herbie Hancock (presumably 
the fine pianist and not the appliance making records under 
the same name), a trio album with Pat Metheny and Billy 
Higgins already in the cans of ECM. and something/anything 
with Ornette Coleman, with whom Haden plays when he's in 
New York and who tells Haden he's ready to do something 
any time. Currently Haden's living in Los Angeles to be near 
his kids, teaching jazz improvisation at Cal Arts, centering on 
creative expression in small groups. When his children are 
older, he expects to move back to New York to be nearer the 
music. Whatever Haden does, I expect to be there listening, 
and I expect it to be as important to me as his work has been 
until now. As usual, it's a damn shame that jazz is such a 
minority music, because what Haden's got to say ought to be 
of use to anyone out there trying to learn what it is to be 
human. He is one of those artists through whom the brilliance 
of the universe is made more articulate and manifest, and this 
is a liberation from which others follow. Keep on the sunny side 
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emergence of the real as seriously as I do. that a musician who 
habitually talks of his work in abnegatory terms—of others 
rather than himself, listening instead of playing, effacement 
rather than expansion, even of drummers "so good that they're 
bassists and I don't even have to play’’—should, more than 
any other bassist playing today and probably more than any 
bassist since Mingus, determine the coloration of any band he 
plays with. Add him to or subtract him from any band you can 
convince to play in your mind. He has learned to make an 
unforgettable mark. 

His plans for the future include both Japanese and Ameri¬ 
can tours for the New York edition of the Liberation Music 
Orchestra (Haden also intends to incorporate new material 
into the rep), tours and an album with Old and New Dreams, a 
solo bass album for ECM based on folk tunes collected by 
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—Rick Estrin of the Nightcats 
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That thing was the Astatic JT-30. Once l.got my hands on one, I never looked back. It's 
perfect. The size is just right—small enough to cup completely in my hand so no air escapes. 
It has a throaty saxophone — like sound that no other mike can duplicate." 

—Pete Remenyi (of The Deltones) 
"The Astatic BUT-30 gives me what every performer needs. It fits the hand like a glove, has 

great response and can purr like a kitten or roar like a lion." 

The HARP Microphone 
Astatic BLJT-30 

Astatic Corporation, P.O. Box # 120, Conneaut, Ohio 44030-0120 
Canadian Astatic Ltd., 1220 Ellesmere Road, Scarborough, Ont. M1P 2X5 
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THE PERIPHERAL 
VISIONS OF A ROCK 

Raconteuse 

BY JOSHUA BAER 

You will be walking on a 

sidewalk near a subway station 

m a large American city. The 

time wi" be 'ate afternoon, early 

evening. You will be cold, even 

though you will be wearing an 

overcoat, a muffler and a pa.r 

of gloves. There will be ninety-

six cents in your pocket and 

ninety-six dollars in your wallet, 

but you will not know it. You will 

have forgotten that I told you. 

As you pass by a newsstand 

you will see a woman's face on 

the cover of a magazine. You 

will stop and turn and stare at 

the woman's eyes and her eyes 

will stare back at you. You will 

be impressed by the size of her 

eyelids and decide to buy the 

magazine. You will pay for it 

with a five dollar bill and tell thp 



vendor to keep the change. 

In your living room, you will 

turn on the television and sit 

down to watch the World 

Series. The Yankees will be 

playing the Expos at Yankee 

Stadium. After the 

iraphy 
Feingold 



player introductions, a singer will be introduced. Her name will 
be Laurie Anderson and as you watch her speak—not sing — 
the words to the national anthem, you will realize that she is the 
woman with the large eyelids. 

When will this happen? 
Give me a moment. Yes, all right, I see it. I see two snowmen 

standing on a lawn in front of a large yellow house. It's 1988, in 
the fall—that’s when it will happen. There will be a severe early 
frost, the coldest in a century. It will snow at the World Series. 

Why am I telling you this? 
Information comes to me. It finds me and I repeat it. I wish I 

knew where it came from or who was sending it, but the 
information isn't saying, so I'm not asking. All I know is, I have 
to pass it on, especially when the information concerns 
numbers, time or beauty. Otherwise, I get these headaches. 
But you don't want to hear about my headaches. You want to 
hear about Laurie. 

I heard about Laurie from a champion, a shredder named 
Eric Spieth. Eric was a champion at Ms. Pac-Man. His whole 
approach was to take risks, go for boards, get in trouble and 
shred your way out. Don't worry about points and don't worry 
about dying. Points and dying will take care of themselves. 

"You need to see Laurie Anderson," Eric told me. This was 
in February, 1983, at the Record Factory in Santa Cruz, Califor¬ 
nia, where I was playing the store’s Ms. Pac-Man machine, 
trying to take risks and not worry about dying. Six weeks later, 
Laurie came to Santa Cruz and played at the Civic Auditorium. 
The first thing I saw when Eric and I walked into the auditorium 
was a white diving board that extended from the edge of the 
stage out over the first row of seats. The last thing I saw that 
night was Laurie’s face and at that point I was ready to look at 
her face and listen to her voice for the rest of my life. 

She sang songs, she told stories, she walked, she ran, she 
played the sitar and she played her tape-bow violin. From time 
to time, as slides and films were projected onto the screen 
behind her and music flowed from the speakers to her right 
and left, she stood perfectly still, her hands at rest on the keys 
of her Synclavier, and watched the audience. She never spoke 
to us directly, never introduced any of the material or the 

members of her band. It was 
like we were under a spell 
and she was under it with us, 
and any mention of the spell 
would break it. 

At the beginning of the 
show, she wore a pair of 
glasses which made her 
blind. In the middle of the 
show, she stood next to a 
narrow beam of light shining 
down from the ceiling and 
waved a black wand in the 

beam so that the letters l-N-T-E-R-M-l-S-S-l-O-N appeared 
to chase each other in circles. Near the end of the show, she 
put on a pair of glasses which had blinding light coming out of 
them. Then, with great care, she tiptoed out onto the diving 
board while everyone in the audience held their breath. I never 
really thought she would fall, but the light coming out of her 
eyes was so bright that I couldn’t look right at her, and that left 
just enough doubt in my mind about each step she took. 

Throughout the concert, Laurie appeared, disappeared and 
reappeared. Three or four times I was sure I was watching a 
shadow or a film, only to have the lights come up and reveal 
that the shadow was Laurie. She imitated men's voices, 
women’s voices, Indians' voices and machines' voices. She 
imitated her own voice on her violin and imitated her violin with 
her voice. She played recordings of herself singing and play¬ 
ing various instruments and accompanied the recordings as 
they played. No one can do everything, but Laurie came close, 
and she did it with the kind of loose, throwaway grace that 
seems to show up once or twice in a generation of performers. 

Comparing Laurie to 
anyone is foolish—her work 
is the only standard against 
which she can be measured— 
but she did remind me a little 
of Charlie Chaplin in that 
each of her gestures created 
a moment all its own, a 
moment that was funny while 
it was happening but sad 
once it was over. She also 
made me think of the way 
Bob Dylan came out of the 
relative obscurity of folk music, put together a band and revolu¬ 
tionized rock 'n' roll with amazing lyrics. No, I'm not saying 
Laurie will be as big as Bob Dylan, although that chance does 
exist. 

The best things about the concert were the stories she told, 
like the one about the palm reader: 

I went to a palm reader and the odd thing about the 
reading was that everything she told me was totally 
wrong. But she seemed so sure of the information 
that I began to feel like I’d been walking around with 
these false documents tattooed to my hands. It was 
very noisy in the parlor and members of her family 
kept running in and out. They were speaking a high, 
clicking kind of language that sounded a lot like 
Arabic. Books and magazines in Arabic were strewn 
all over the floor. It suddenly occurred to me that 
maybe there was a translation problem—that maybe 
she was reading my hand from right to left instead of 
left to right. Thinking of mirrors, I gave her my other 
hand. Then she put her hand out and we sat there for 
several minutes in what I assumed was some sort of 
participatory ritual. Finally I realized that her hand 
was out because she was waiting for money. 

I also remember a song called "Blue Lagoon." As Laurie 
spoke the words and the animated film of the palm trees and 
the waves lapping against the beach filled the screen behind 
her, I sat there and wished that Blue Lagoon would turn into a 
new country so I could move there and become one of its 
citizens. 

I tried to interview Laurie after the concert but her booking 
agent said she didn't want to do another half-hour interview. 
“She’s done enough of those,” he said. I agreed to wait a 
month, but it was November before I came to see her at her 
home in New York. During those eight months, Laurie 
recorded Mr. Heartbreak, her second album for Warner Bros. 
Records. It's in the stores now, and “Blue Lagoon” is on it, 
along with six other songs, including the single “Sharkey's 
Day." When you listen to Mr. Heartbreak, remind yourself that 
what you’re hearing is the sound of a performance, not the 
sound of a record. Everything Laurie does is a performance, 
and that includes recording sessions, plane trips, telephone 
conversations and eating ham and cheese sandwiches. 
Nothing is wasted. It all gets used. It’s taken her fifteen years, 
but she’s turned herself into what so many of us wish we were: 
a person for whom life and art are inseparable. 

At her loft on the sixth floor of a gray building overlooking the 
Hudson River, Laurie gave me the following interview. We sat 
in the Lobby (her 16-track in-home studio where Big Science 
and Mr. Heartbreak were recorded), surrounded by monitors, 
speakers, tape-bow violins, ashtrays, microphones and wires. 
There were acoustic boards on the ceiling and walls, and gray 
carpeting on the floor. Laurie wore baggy black pants, a gray 
shirt and a black jacket. Her skin was a pale, almost lifeless 
gray. Her green eyes are best described by the line from her 
song "X Equals X/It Tango": "Your eyes, it’s a day’s work, just 
looking into them." 

She smoked a lot while we talked and here too there was 
performance. First she would remove a cigarette from the 

tv 
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pack of Marlboros in her lap. Then she would pass the 
cigarette back and forth between her hands. Her long, slender, 
classical violinist's fingers appeared to be manipulating the 
cigarette, warming it up. After a few minutes of this, just as I 
would reach the point of wanting to say, "Hey, would you 
please light that thing and smoke it?” she would pop the filter, 
flick it aside and place the now filterless cigarette between her 
lips. Then she would strike a match, light the cigarette, listen to 
my next question, inhale and start talking. Her voice was like 
her work: very beautiful, very clear and very challenging. She 
gave each word its own world of emphasis, as if she were 
saying it for the first time. 

MUSICIAN: Did you have what you would call a remarkable 
childhood? 
LAURIE: Everyone had a remarkable childhood. Don't you 
think? 
MUSICIAN: But not everyone thinks that they did. 
LAURIE: They should think back, then. That's one of my favor¬ 
ite things to do. Actually, it's kind of stress-thing that I do. You 
get in a very relaxed state and you start thinking... . You try to 
reconstruct a room that you haven't been in since you were a 
kid. You start looking and after a while you can actually see all 
of the objects in the room. You can look down at your hands 
and they're small, you can look at all of the little objects you 
used—then you can start walking to school. I've gotten to the 
point where I can reconstruct whole days: walk into rooms, 
see people I haven't seen or thought of for years.... It's very 
amazing to do because it’s deeply relaxing. It reminds you that 
you weren’t born yesterday and that you have a sort of 
unbroken history of a life that wasn't always the way it's been 
the last couple of years. It’s wonderful, when you think of all 
that as lost and then realize it's not lost. 
MUSICIAN: Why do you think the relaxation occurs? 
LAURIE: Well, first of all, you have to be relaxed to begin. 
MUSICIAN: But doesn't the reconstructing also add to your 
relaxation as you go further and further with it? 
LAURIE: Yeah, it adds to it. I spent some time in a Buddhist 
monastery—the rule was no eye contact and no talking—and 
many things happened. But one of them, which was very 
interesting, happened after sitting for twelve hours. I opened 
my eyes and saw the most amazing thing: it was basically a 
ceiling, but also a floor, and I could feel the space between 
them in a way that I never had before. I had enormous periph¬ 
eral vision. I thought, Oh, my God, this is what the sculptors are 
seeing! And I really wanted to say to someone, “Look, look at 
this.” Except that it wasn't there. But it was a physically relax¬ 
ing experience. It was the opposite of daily vision, which is sort 
of the vision of desire: “I see that, I take it.” 
MUSICIAN: In your vision, you became part of what you 
would have normally wanted, so you no longer wanted it. 
LAURIE: (nods) Yeah, because things weren't conveniently 
receding to this vanishing point in front of me. I realized there 
was a vanishing point back there, too (points over her 
shoulder). 
MUSICIAN: It seems like, in dreams and in trances, the 
things one sees lie somewhere between the two-dimensional 
and the three-dimensional. 
LAURIE: That's true. They do. 
MUSICIAN: And when you look at the geometric patterns on 
prehistoric pots, or on the surfaces of any so-called primitive 
works of art, the depth comes and goes. The patterns take you 
to a place that’s between dimensions. What fascinates me is 
that there seems to be a sense of well-being that comes over 
you when you spend time in that place. It's not so much that 
you get good at watching your own unconscious.... 
LAURIE: Oh, I think you could. I really do. I mean, I was always 
interested in Jung on an intellectual level, but the one time I 
really thought it might work was one night when I woke up in 
the middle of a dream and—mostly I'm a dolt in my dreams; 
just somebody wandering through these very complicated 

situations sort of stupidly—and at that moment I saw this 
person looking down at me, and this person was working out 
the mechanics of my dream. I felt like the puppet looking up at 
the one who has designed it all, and it really was a very canny 
creature. 
MUSICIAN: Sometimes it's hard for people to accept that 
there's someone else—or something else—in charge, and 
that he or she or it is not the conscious mind. 
LAURIE: Well, I think anybody who thinks about it would 
wonder why they're doing all this. Everybody does things that 
they don't really know why they do. I'd be very surprised if 
there were anybody who had it all figured out and made every 
move rationally. I wouldn't want to run into someone who 
made that claim. 
MUSICIAN: What interests me is what happens when a per¬ 
son finds something that they trust besides their own con¬ 
sciousness. It’s as if you know something good is going to 
come out of whatever you do, even though you forget what 
you’re doing. 
LAURIE: (laughs) Or something bad. I think people are basi¬ 
cally much more intelligent than they can ever guess. They 
know what's going on. We just pretend to be stupid. 
MUSICIAN: Your songs are hypnotic in that they tend to relax 
the listener with pleasing, repetitive melodic and percussive 
lines. The words are hypnotic too. The way you break your 
phrases, the way you saya phrase over and over, changing it a 
little each time—all of this suggests an incantation or a chant. 
Are you trying to hypnotize us? 
LAURIE: I suppose I mesmerize myself to write the songs. I'm 
in that kind of state when I write them, so it's not surprising that 
they seem like that. 
MUSICIAN: You put yourself in a trance when you write 
songs? 

do try to polish things, 
but it starts reminding me of TV 
so I throw in a few wrenches. 

LAURIE: I don't want to sound mystical about it. It's not a job 
for me. I try to be in a more or less receptive mood. I start all 
different ways. Sometimes I start something because I don't 
know how I'll use it in something I’ve already got going, or 
maybe I just like the way it looks. Sometimes I'll work on a 
melody and have no idea what it’s for. But the most important 
thing to me is the words. That's what I consider my main work: 
the way the words fit together. 
MUSICIAN: It's like the words are the stars of your show, 
while the music acts more as a supporting cast, a chorus. 
LAURIE: Yeah, and in that way it's almost the opposite of 
opera. In opera, the words are not the most important things. 
They're not literature. For the most part, the words are pretty 
horrible poetry. They're an excuse for the opera singers to use 
their voices beautifully. My work is just the opposite. If the 
words are somewhat sung, it's almost like extended talking, 
pitched talking. It's certainly not bel canto. I'm much more 
interested in speaking rhythms and in words themselves than 
in singing. 
MUSICIAN: In your storytelling and also in your music, timing 
plays a crucial role. It seems like you always manage to say 
the word or the phrase at the moment when it carries the 
strongest meaning. Does you sense of timing come naturally 
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Do you look this hoppy 
you compose, arrange, 
or copy music? 

"You would if you 
owned a Synclavier II" 

Pat Metheny 

You can't put a price on creativity, 
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or do you have to practice to keep it sharp? 
LAURIE: Timing is something I work on constantly, like when¬ 
ever I'm talking to somebody. I think you can tell a lot about 
what people say from the kinds of pauses and stutters they 
make while they're trying to express themselves. 
MUSICIAN: Of all the musicians you've heard, who has the 
best timing? 
LAURIE: Captain Beefheart, definitely. 

MUSICIAN: How about your 
percussionist, David Van 
Tieghem? 
LAURIE: David's an incredi¬ 
ble percussionist. He's very 
inventive. On “Blue Lagoon," 
when he played the steel 
drums, that was the first time 
he'd played steel drums. 
Most people think of him as 
just rhythm because he’s 
such a great drummer, but he 
has a wonderful sense of 

melody which is just beginning to be a part of his own work. 
MUSICIAN: On Mr. Heartbreak, in the song "Sharkey's Day," 
Adrian Belew gives the song a violent, churning quality that 
sets it apart from the other songs on the album. It almost 
sounds like you were having a party when you recorded 
"Sharkey’s Day." 
LAURIE: "Sharkey's Day" is a departure from the other 
songs. It's a very silly song. There's a lot of noise, but it's also 
much more musical and that's really because of Adrian, who 
changed the song a lot. It sounds like a party because it was 
one. We all smoked Cuban cigars while we were doing it. 
MUSICIAN: Why is this studio called the Lobby? 
LAURIE: It used to be next to the elevator and you could hear 
people going up and down. It was a kind of column of sound 
that brought up everything that was happening in the whole 
building: people’s arguments, dogs barking—they're all on the 
tapes that were made then. 
MUSICIAN: Where do you go to recharge? Is there any place 
away from New York where you go for rest and relaxation? 
LAURIE: Boy, I wish there were a place. It’s a good idea to go 
away. But I've been in this room for an awfully long time, and 
I've been trying to get what I need right here. 

Laurie Anderson was born on June 5, 1947, in Chicago. She 
grew up in Wayne, Illinois, about fifty miles from the city. Her 
father, Arthur Anderson, operated a paint business. Her 
mother, Mary Anderson, bore eight children, including twin 
boys. Laurie was the second child. She has described her 
family as "habitual storytellers who were all fascinated with 
language. When the twins were six or seven, they had their 
own language. They even sang songs in it. It was a kind of 
verbal telepathy. I was a goody-goody kid. I wanted to be a 
librarian until I began to realize there was a dark side to 
librarians. They were like jailers, putting books out on parole.” 

She started practicing classical violin in 1954 and per¬ 
formed with the Chicago Youth Symphony at sixteen. In 1965 
and 1966 she attended Mills College in Oakland, California. In 
1966 she moved to New York City to attend Barnard College. 
In 1969 she received a BA in art history, graduating magna 
cum laude, Phi Beta Kappa. 

In 1970 Laurie had her first one-person show of sculpture at 
Barnard. The sculptures included works in newspaper, fiber¬ 
glass and resin. She also exhibited sound sculptures (untitled 
works consisting of tape loops in boxes placed on stilts) at the 
School of Visual Arts in New York. "I tried to be as quirky as I 
could,” she has said of her work at that time. 

Between 1970 and 1972 she attended Columbia and even¬ 
tually received an MFA in sculpture. During this period she 
also taught art history at City College, Staten Island Commun¬ 
ity College and Pace University. In a course she taught on 

Egyptian sculpture, she dispensed with the lecture format and 
made up stories about the slides as they appeared on the 
screen. 

In 1971 she stopped working with fiberglass because of 
health complications and started writing art criticism for Art 
News. Art In America and Artforum magazines. “I took it really 
seriously. More to just go over to an artist's house, you know: 
meet a real artist and kind of spook around, see what was in 
the refrigerator." 

Between 1972 and 1978, Laurie created, installed and per¬ 
formed a series of performance pieces which established her 
as one of the pre-eminent performance artists of the decade. 
O-Range, Story Pillows, Rustle Book (WindBook), Dearreader, 
At The Shrink's, For Instants (Refried Beans), Juke Box, Duets 
On Ice (Bach To Bach), Numbers Runners, Stereo Decoy and 
Handphone Table received scant national attention, but, in 
New York, where the appetite for a new art movement had 
never been stronger, Laurie became a famous and respected 
artist. (In 1979, Handphone Table was installed in the Projects 
Gallery at the Museum of Modern Art.) 

In 1975, she invented her tape-bow violin. She wrote in her 
notes: “This is a violin with an audio head mounted on the body 
of the instrument. Instead of horsehair on the bow, there is 
audio tape. This slogan ('Ethics Is the Esthetics of the Future') 
was recorded on the tape bow and played back and forth. With 
each pass around the audio head, the phrase was heard with 
more completion...ending with 'Ethics Is the Esthetics of the 
Few, of the Few, of the Few... ture.’" 

When Laurie wasn’t making performance art, she was trav¬ 
eling. "I made a constant effort to go places,” she told me, "to 
take trips, but not take any money; to have no plans and just 
kind of wander.” 

In 1973 she managed to visit Mexico and hitchhike to the 
North Pole. “I went to Mexico as a spy for my anthropologist 
brother. I made tortillas for the tribe, the Tzotil Indians. My 
Indian name was Loscha, which meant, 'The-ugly-one-with-
the-jewels.' I was too white, too tall, and I had contact lenses, 
which they thought of as precious stones which I kept, for 
safety reasons, in my eyes.” 

When asked about the North Pole, she said, “I wanted to 
make a separation between the work I was doing and where I 
was going, so I didn’t takeany cameras or documentthe trip at 
all. I just took food, a fishing rod and a hatchet. I almost got to 
the magnetic north pole, not the geographic one, but the Air 
Force was there and you can't get right onto the base. I 
hitchhiked on bush planes. The pilots would drop me off and 
tell me, ’Another plane will come by in a week or so.... 

"I came back because of the hatchet. I was chopping wood 
one day, at an airstrip out in the middle of nowhere. The 
hatchet fell out of my hand on the upswing and then it came 
down and missed my head by two inches. I was shaking for 
several hours, thinking, 'Oh boy, I could be walking around 
here with a hatchet imbedded in my head and nobody would 
know were I am.' But it was one of the best trips I ever took." 

In New York, Laurie became affiliated with the Holly 
Solomon Gallery and many of the pieces listed above were 
installed or performed there. Toward the end of the decade, 
Laurie's performances became increasingly complex and 
musical. In 1979, her art reached a state of critical mass. All 
the themes and components converged and were trans¬ 
formed into something radically new, something beyond per¬ 
formance art. 

A catalyst for this transformation was Holly Solomon, who 
commissioned a performance piece entitled Americans On 
The Move for her husband’s birthday. Scored for voice, violin, 
electronics, saxophone, keyboards, percussion and visual 
images, Americans premiered in the spring of 1979 at Carne¬ 
gie Recital Hall. In Laurie Anderson—Works from 1969 to 
1983, author Janet Kardon wrote: 

Up to this time, Anderson seems to have identified her¬ 
self primarily as a sculptor; molding a space with her 
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own presence could be construed as an extension of a 
sculptor's activity. This changed at Carnegie theatre. 
A performance on a proscenium stage aligns the work 
more with theatrical artifice and illusion, and separates 
audience from actors. In performance art the artist, as 
himself or herself, performs certain actions for an 
audience, often made up of other artists, in a non-
hierarchical space. In Americans On The Move, An¬ 
derson commanded the stage, with attendant 
musicians as visible counterpoints to her persona and 
the instrumentation more strongly identified with rock 
music. 

In the fall of 1979, Laurie conceived of her large, all-inclu¬ 
sive song cycle, United States I-IV. Americans On The Move 
was incorporated into United States Part I (Transportation). In 
February, 1983, after the single “O-Superman” and the album 
Big Science had become popular successes, Laurie per¬ 
formed United States l-IV in its entirety at the Brooklyn 
Academy of Music. The performance lasted seven hours. (A 
recording of the whole performance will be released by 
Warner Bros. Records later this year. The songs "Langue 
D'Amour" and "Blue Lagoon" on Mr Heartbreak are from 
United States.) 

Laurie told the New York Times: “Since I tour a lot, espe¬ 
cially in Europe, I've frequently found myself sitting across the 
dinner table from people who ask me, 'How can you live in a 
country like that?’ I really am defensive a lot of the time and I 
needed to have some way to deal with that. The idea of United 
States l-IV was to make a big portrait of the country. I divided it 
sort of arbitrarily into four parts: transportation, politics, money 
and love. If there's any through-line, it’s some question about 
America as Utopia and trying to understand how people really 
feel about living here.” 

Included in Americans On The Move was a song entitled 
"Song For The Night Driver #3." The song contained the 
classic line: "I am in my body the way most people drive their 
cars." 

LAURIE: I had a lot of heroes when I was a kid and I kept lists 
of the things that made them heroes. Courage was high on my 
list. I was obsessed with courage, with how people would react 
when something bad happened to them. I still admire people 
with courage. But now, I find that, with the people I know—it's 
funny; I wish I didn’t do this—but I probably actively recognize 
the problems that they have more than the things that they do 

well. Like, in describing a 
friend who might be coura¬ 
geous—this is an awful thing 
to admit, but it’s really true—I 
would probably think first of 
their problems and not of the 
things they dothat are amaz¬ 
ing, like their art. 
MUSICIAN: Do you find that 
artists have a hard time con¬ 
gratulating each other? 
LAURIE: Sure. People are 
very self-conscious about 

congratulations, giving and receiving. Congratulations are 
somehow considered too simple. I think it's competition which 
makes people withhold their feelings. Encouragement is the 
most valuable gift you can give, but the flip-side of that is that 
there’s nothing creepier than somebody who praises you for 
reasons you think are awful. It's like they pat you on the back 
and give you things and say how wonderful you are. and you 
think they're an idiot, so you say to yourself. I must really bean 
idiot if that person likes me. 
MUSICIAN: You've had a sort of break from the art world 
since becoming a recording artist. Do you have any thoughts 
or memories about the transition? 
LAURIE: I hadn’t decided that I could do any performances 

Emi think of myself as a storyteller 
All the other stuff is really just 
expanding the story. 

away from the art world until I did a performance in Houston. 
The museum wouldn't hold the concert so they decided I 
should do it in a big country & western bar nearby. But I got 
advertised as some kind of country & western fiddler, so a lot of 
the regulars came. The art crowd was also there—it was a big, 
crazy mess—but for the regulars it was like, “Okay, here's 
someone who tells stories and plays the violin." They got it 
perfectly. I realized, after that, that I’d spent a long time being 
pretty snobbish about what I was doing. Later, after I stopped 
doing performances exclusively in the art world, there were a 
lot of artists and people in the art world who decided that what I 
was doing was completely awful. Like, "A record contract? 
How could you do that? That’s so sleazy, so tacky—what a 
sell-out." I was very hurt, at first, by that reaction. Then I 
realized it was exactly the same kind of attitude that I had 
originally benefited from: a small group of people saying, “We 
know what’s good, and those people out there have no idea." 
So, when I started doing things for people "out there"—people 
who were supposedly stupid—my old friends still had that 
attitude. 
MUSICIAN: In 1981, you told Wet magazine: "In my work, I 
strive for a sort of stereo effect, a pairing of things up against 
each other and see myself as sort of a moderator between 
things. Sexuality is one of those things I'm in between."Now, 
you said earlier that you try to be neither male nor female, and 
that the neutrality was useful for being an observer. What kind 
of an observer? 
LAURIE: When I'm onstage. I'm looking. I'm definitely looking 
at the audience. I like to see who comes to those things. And, 
even though I don't come on and say, "Oh, hi folks. Glad you 
could make it. I’m going to do a little song right now—sure 
hope you like it," I do hope they like it. 
MUSICIAN: In his article about you for the New York Times 
Magazine, Don Shewey mentioned the Wagnerian ideal of 
Gesamtkunstwerk- "The united art work using every genre in 
an effort to represent the whole of human nature.” Is there a 
way for you to incorporate your fame and your success into 
your art? 
LAURIE: That hasn't really been a subject in the work that I’ve 
done, although I have given it some thought. As far as it 
becoming part of my work, it might if I can figure out how to 
understand it in my own life. I’m very uneasy with that part of 
my life and unfortunately it has made me a little paranoid 
because I know that people want things from me that I either 
don’t pick up on right away or don’t understand or can't give. 
So I've become more private, and I spend most of my time with 
people that I’ve known for a long time. 
MUSICIAN: Is there a code, or a rule or a set or rules which 
you follow? 
LAURIE: There are some r>ules, yeah. One is to really try not to 
be obscure. 
MUSICIAN: A sacrifice has been defined as the act of mak¬ 
ing something sacred. What is sacred to you? Or maybe I 
should ask, what sacrifices have you made? 
LAURIE: Let's see, what's sacred ... Depending on the day. 
nothing could be sacred or everything could be sacred. It 
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depends on how generous I'm feeling. And I've made no 
sacrifices. 

One of the unwritten rules of performance art is that the 
audience must become a part of the artwork. There are no 
observers allowed. To some degree, we all make performance 
art and we are all performance artists. (In American slang, an 
unpleasant confrontation is “a bad scene." In French slang, an 
individual's tendency to behave irrationally is called his 
"cinema." as in: "Oh, let him have his cinema.") In this sense, 
performance artists are direct descendants of the conceptual 
artists of the early-70s (like Christo), the Happenings artists of 
the mid-60s (like Allan Kaprow) and the Pop artists oftheearly-
60s and late-50s (like Andy Warhol). The common thread is 
immediate impact: pop art, happenings, conceptual art and 
performance art all carry a kind of shock value, a charge that 
gets transmitted from artist to audience, thereby completing 
the circuit and making the work of art whole. 

In 1974, as part of a piece entitled Trans-fixed, an artist 
named Chris Burden received a lot of attention from the New 
York art world when he had himself crucified to a Volkswagen. 
Burden is also well known for his landmark piece entitled 
Shoot. In Shoot. Burden and an accomplice stood fifteen feet 
away from each other in the F-Space Gallery. Then the 
accomplice pulled out a pistol and fired it, shooting Burden 
through the left arm. (Among the New York artists who had 
strong reactions to Shoot was Laurie Anderson, who, in 1975, 
wrote a song dedicated to Burden entitled "It's Not The Bullet 
That Kills You, It's The Hole.") 

Laurie Anderson's first work of performance art premiered 
in 1972 at a town green in Rochester, Vermont. Entitled Auto¬ 
motive, the piece consisted of dozens of cars, trucks and 
motorcycles parked around a bandshell with the audience 
seated inside the bandshell. Using color-coded score sheets, the 
"orchestra” for Automotive beeped their horns in concert. 

In the 1979 premiere issue of Performance Art Magazine, 
Laurie came as close as anyone has come to explaining 
performance art: "Traditional plays invent charactersand pre¬ 
dict their postplay lives. My approach leaves me freer to be 
disjunctive and jagged, and to focus on incidents, ideas, colli¬ 
sions. Personally I feel closer to the attitude of the stand-up 
comedian—not only because I believe that laughter is 
powerful, but because the comedian works in real time.” 

MUSICIAN: In concert, and in photographs, your hair looks 
like it’s pulling in transmissions from all over the world. 
LAURIE: Oh, yeah, it is. 
MUSICIAN: What do you do with your hair, or to yourself, to 
make it look that way? 
LAURIE: (laughs) I wish I could say that therere resistorsand 
capacitors and that they're actually receiving signals, but it's 
nothing like that. It’s just that it gets kind of greasy...(closes 
her eyes). Let's see. why do I cut my hair like this... (opens her 
eyes) I was in Munich for a couple of days, sort of waiting 
around for something. I can't remember what. And there was a 
guy there named Winston Tong, who was a performance artist, 
and he was bored. So he decided he would cut my hair. I said, 
“Great. Did you ever cut hair before?” He said, “Oh, lots of 
times.” So I said, “Great, go ahead." So he gave me this 
haircut, (laughs) It turned out he’d only cut his own hair before. 
But it was fine with me. Now I cut it myself, usually when I’m on 
the phone, although a couple of times when I've been in 
strange conversations, I just keep cutting on one side 
(laughs), and a few times there've been these complete bald 
patches—you know, like about six—because I just keep cut¬ 
ting and talking and cutting. I forget what I'm doing. 
MUSICIAN: Whenever I tell someone that I like your music, 
they always say, "Laurie Anderson, isn't she that experimental 
artist?" It's like you work in a lab and perform experiments. 
LAURIE: (smiles) Yeah, I should. I wish I had a lab. Maybe I'll 
start wearing a white coat. 

MUSICIAN: People still wouldn't know what to call you. 
You’ve been labeled a "performance artist," a "minimalist,"a 
"feminist musician," and. in Art In America magazine, a 
"radiant midwestern madonna transformed into a neuter 
punk." Now, labels are a necessary part of being famous-
people need a vocabulary it they’re going to appreciate you 
and discuss your work. What do you think you are? 
LAURIE: I think of myself as a storyteller. All the other stuff— 
the politics and the music and the pictures—are really just 
ways of expanding on the story and learning totell it in different 
ways. I do think people need tags so they can arrange what 
they're doing. One of the tags people use is "performance 
artist” and I guess I use that too, because I don’t know what it is 
and I don't think many people do, so it comes in handy. The 
main thing is that there really is a difference between the work I 
do and something by someone who deserves the name 
"experimental artist.” Experimental art is usually boring. 
MUSICIAN: Your work doesn't strike me as experimental at 
all. In tact, I think it’s pretty traditional. 
LAURIE: Well, I think so too. I’m working in the world’s oldest 
art form: storytelling. That was the first thing ancient people 
did. Often my work is described as being futuristic—the use of 
language, for instance—but in a lot of ways it doesn’t have 
anything to do with the future or with what’s happening now. A 
lot of the songs on Mr. Heartbreak use very archaic American 
40s-film language: "Hey sport” or "Hey pal”—nobody talks 
like that now. But I like films where people talk like that, and I 
like knowing that it's a shared history of a lot of people who’ve 
seen those films. 
MUSICIAN: In Provence, in the late middle ages, the trouba¬ 
dours used poetry to tell stories about love, politics and 
beauty. They also performed their ballads on stages with 
music and props. Do you feel any connection with them? 
LAURIE: I probably feel more in common with Mark Twain 
than with the troubadours. I don't really know that much about 
the troubadours. I don’t know that much about Mark Twain 
either, except that he did go around reading his work and the 
reading of it gave it a totally different meaning. 
MUSICIAN: Here's a quote of yours: "Feminist ideas about 
the equality and ability of women are, to my mind, already 
beautiful and accurate. We don't have to dress them up and 
mock them up as art." What about equality and ability? 
Doesn’t an artist—or any individual—do more for his or her 
world by being unique than by being able or equal? 
LAURIE: The comment about feminist ideas wasn’t really 
trying to make a parallel between those ideas and ideas that 
are in art. It was to illustrate a point about the separation 
between art and ideas. I do think one of the important things 
about being an artist is the uniqueness of that vision. I suppose 
it’s a Western idea of the new as opposed to maybe a Japa¬ 
nese brush painter's ideal, which is really not to do anything 
new but to achieve the perfection of the masters through 
imitation. But I would guess that every artist's goal is a kind of 
perfection rather than being unique; it doesn't matter if the 
work is astoundingly new, but more that it’s astoundingly perfect. 
MUSICIAN: Jackson Pollock said that he didn't consider his 
paintings as completed works of art until they were hanging on 
someone else's wall. You work with a lot of fragments in your 
songs—inferences, suggestions, snatches of conversation. 
How do you know where to stop? What tells you to leave the 
song alone—that it's complete? 
LAURIE: I don't think of them as fragments. I think of them as 
parts of a picture. Jackson Pollock is a good way to think about 
it. I don't think a work of art is totally completed unless some¬ 
one sees it and the transfer is made. As far as to when I stop 
working on a song, well, the cutoff point is always different. 
Sometimes it's as I'm running outthe doortotry and perform it. 
Sometimes I've just run out of money in the recording budget. 
Very, very occasionally, I think it's perfect. But usually I stop 
working on a song because I don't know how to fix it. 
MUSICIAN: I get the impression that you wouldn't make the 
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kind of music you make if there weren't people around to see 
and hear it. 
LAURIE: I'd make it, but I'd just make it here, I wouldn’t bother 
to get on a plane and go places. The same goes for the 
so-called messages in my work. People seem concerned: 
"But what does it mean?” “What are you saying?” “What does 
this come down to in the message category?" That's always a 
problem for me because, if I had a message, I would really 
write it on a piece of paper in the clearest way I could and hand 
it out. I wouldn't make slides or films or songs, because they're 
not very efficient. To me, that’s the whole difference between 
art and ideas. Art is a sensual experience. I never check facts. 

I remember reading a story in some magazine. The question 
was: are kids who see TV violence more likely to be able to 
pick up a gun and blow someone's head off? Or can they 
separate that fake world like a storybook that they might read 
and say, “That doesn’t really happen”? The answer was very 
bizarre. It was: yes, usually kids are able to make that separa¬ 
tion, with the exception of families in which the family 
members act like they're on TV. Now, you know exactly what 
they're talking about, but, as a statistic, it's preposterous! 
MUSICIAN: When you play the Synclavier, it sounds like 
you're standing underneath the song, holding it up with those 
deep rich waves that the Synclavier produces. But the 
moment you start playing the violin, everything changes. Your 
violin cuts across foreground and background. It belongs 
everywhere, because the sound you get out of it is both 
instrumental and vocal. 
LAURIE: I think the violin is the closest instrument to the 
human female voice. I've always wanted to make the violin 
sound like a voice. The violin really is an extension of my voice. 
MUSICIAN: After fifteen years of playing classical violin, you 
quit in 1969. You've been quoted as saying: "Giving up practic¬ 
ing the violin was one of the few things in my life that I’m really 
proud of. I was becoming a technocrat, and I'm not interested 

in technical virtuosity. I like jagged music. I barely know my 
lines and I like to feel uncomfortable. " I see that quote as part 
of your ongoing attempt to remain an enlightened amateur and 
avoid becoming a polished professional. Do you agree? 
LAURIE: An enlightened amateur.... Well, I wish I were 
enlightened and I'm definitely an amateur, I know that, rather 
than a polished professional. Well, no. I do try to polish things in 
a certain way, but it starts reminding me so much of TV that I 
suppose I try to throw a few wrenches into the works because 
it's just more human that way. 
MUSICIAN: You begin your concerts in a state of awkward 
blindness. You can’t see through the glasses you’re wearing 
because the lenses are made of paper, and the audience can 
see that you can't see. Your first moves onstage are hesitant, 
like a child's first steps. Is that awkward blindness a statement 
about your mistrust of technical virtuosity? 
LAURIE: Being blind and awkward are, I suppose, important to 
me. Again, it's sort of trying to be the opposite of a TV professional. 
MUSICIAN: Do you think that, if you got too good at perform¬ 
ing or recording—too professional, let's say—you might lose 
some of the clarity and immediacy which give your work so 
much of its power? 
LAURIE: Yeah, I think that. If you’re too good at something, 
you do lose a lot. What you gain is something else. It gets back 
to the question of virtuosity. You can practice something a lot 
in a room and then go out and show people that you really 
practiced it a lot. And that can be amazing. The people I 
worked with on Mr. Heartbreak— Peter Gabriel, Adrian Belew, 
Bill Laswell—were really inspiring musically and made me 
want to practice the violin again. But I do try to be innocent. I try 
to look at things as if I’m seeing them for the first time and also 
so that I can feel things that I haven't felt in a long time. I think 
most things are so weird that, if you can just describe them as 
they are, it's strange enough. You don't have to be a surrealist 
to think the world is strange. You can be an utter realist. ® 
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BY ROY TRAKIN 

9 
Some rockers start earlier than others. 

North Carolina native Chris Stamey, for 
example, was a mere nine years old 
when he got his first tape recorder on a 

trip to the 1964 New York World's Fair. With visions of the 
Unisphere and the General Motors pavilion dancing through 
his head, he assembled it from a kit on the train ride home. 
Even at that tender age, wunderkind Stamey was attempting 
unorthodox and potentially momentous experiments on his 
two-track Sony 660 with auto-reverse: 

"I was determined to record myself saying the word 'radar, 1 

and then have it come out the same when I played it back¬ 
wards, but that never seemed to happen," recalls Chris. "It 
always came out 'narad' for some reason." 

Meanwhile, back in Winston-Salem, Stamey’s school chum 
Mitch Easter, better known today as leader of Let’s Active and 
producer of R.E.M. and other Athens, Georgia upstarts, was 
experimenting with a primitive Sony by taping the theme from 
The Man from U.N.C.L.E. off his television set. These preco¬ 
cious beginnings would be the start of a Stamey-Easter part¬ 
nership that would later yield indie records by their local 
combo, the Sneakers, which in turn eventually metamor¬ 
phosed into the dB's, a group regarded by many as New York's 
best pop band. That assessment may change in the wake of 
Stamey’s surprising 1983 departure from the dB's. 

The move appeared to come at a particularly inopportune 
time, considering the band had finally signed an American 
deal (with Bearsville) after a pair of critically acclaimed import 
releases, Stands For Decibels and Repercussions. The 
remaining members of the group—singer/songwriter/guitarist 
Peter Holsapple, bassist Gene Holder and drummer Will 
Rigby, all old-time buddies from Carolina—went into the studio 
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without him to record an album helmed by producer Chris 
Butler, former mastermind of the Waitresses. 

For fans of the dB's tightly wound pop, with its jangly guitars, 
eccentric production techniques and left-field charm, the split 
between the songwriting team of Stamey and Holsapple was 
indeed a disappointment. "I thought the group was getting 
stagnant, so I left," explains Stamey tersely, still somewhat 
reticent to discuss his dB divorce. “I was having difficulty 
getting pleasure out of the same things the rest of them did. 
like a high hat, which drives me crazy, and ruins perfectly good 
records. I was also having a hard time understanding why we 
were trying to get the audience so worked up. Why be so 
agitating? It was a problem I was having with music in general. 
Besides, I felt the three of them could make a really great 
record by themselves." 

With his choir-boy looks and articulate manner, Chris Sta¬ 
mey is not your typical rocker, and his musical resumé is also 
anything but typical, including collaborations with Alex Chil¬ 
ton, ex-Television guitarist Richard Lloyd, Eight Eyed Spy, 
Mofungo and Pylon. As a classically trained composer, Chris 
approached his first solo album, It's A Wonderful Life, with the 
zeal of a theorist. He drew on the talents of percussionist pal 
Ted Lyons and a cast of distinguished extras from Easter’s 
Drive-In studios (including Let’s Active’s Faye Hunter) to 
make the record. 

"The place was shrouded in fog the whole time I was there 
and nobody was around except these jumping rabbits," 
laughs Stamey. "It just made me think of ‘Roadrunner’ when 
the coyote would run a little ways over the cliff and then 
re-trace his steps in thin air. I kept putting in phrases a half¬ 
measure over just to push a little beyond the point where you 
thought it might end. Instead of compression, I aimed for 
elision, where events overlap. I wanted the texture to be like 
looking through a stereo microscope, which exaggerates 
depth. 

“We took the pads off microphones, so we could record 
things which happened very quietly, and then mix them in 
really loud. We reversed dynamics. If you tap a tiny bell with 
your finger and amplify it, it sounds different than banging on a 
cowbell with a drumstick, even if it’s played back at an equiv¬ 
alent volume.” 

These little touches, woven into the fabric of a pop record, 
have distinguished Stamey's output, from his earliest 
independently-made Sneakers' records to the rhythm-heavy 
DOR dub of Pylon's Chomp LP, a project he produced with 
Gene Holder. As teenagers growing up in Winston-Salem, 
Stamey and his buddies experimented with a variety of two-
and later four-track recording techniques that were remark¬ 
ably sophisticated and home-spun at the same time. 
Necessity was the mother of invention. The Sneakers’ very 
first record, a 7-inch EP made in 1976 on Chris' four-track 
TEAC 2340 (which cost almost $700), included sitars, toy 
pianos and sleigh bells. 

"Mitch Easter and I had a groupthatwas only for recording," 
says Stamey. "We tried to turn out what we called albums 
every three months. They were very overblown productions 
and we both played a lot of different instruments. I started on 
the cello and Mitch learned saxophone, recorder, flute, pedal 
steel guitar and drums, too." 

The duo drew its inspiration from British eccentrics such as 
Roy Wood and American oddballs like Phil Spector, Brian 
Wilson and Alex Chilton, while Stamey still held tight to his own 
“classical aspirations," by penning the occasional chorale, 
brass piece or piano concerto. After a stint in a Chapel Hill 
music college, Stamey headed for New York, flush with some 
favorable reviews for the first Sneakers record. 

"I thought I was already famous," he says ruefully. He 
stumbled into punk mecca CBGB's one night and caught a set 
by Television, which reopened his ears to the possibilities of 
rock. "I thought every band in New York was like Television,” he 
says, "but, in reality, there wasn't anybody else comparable." 

A chance meeting brought him in contact with local entre¬ 
preneur Terry Ork, who had just put out Television’s first single 
on his independent label. Seems Terry was looking for some¬ 
one to play with another one of his acts who had just released 
a record on Ork: a Memphis wildman with a reputation as a 
pop genius for his work with a group called Big Star—one Alex 
Chilton. Which was how a braces-clad Stamey got to play 
bass in a hastily-assembled band backing up one of his idols. 

“You've got to realize Big Star was a popular group in 
Winston-Salem," insists Stamey. "Big Star had hits on the 
radio. Where I came from, they were like the Grass Roots. I 
really liked those records, but for all the wrong reasons. I liked 
Radio City reasonably well, but it was the third Big Star album 
that was the revelation; stuff like ‘Kanga Roo' was inspired." 

While Chilton was in the process of going from a pop guru to 
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a wasted shell, Stamey released another collection of Sneak¬ 
ers' material on his own Car Records, In The Fled, and 
recorded "The Summer Sun," a single Alex himself produced. 
The single was a sprightly summer ditty that evoked the Beach 
Boys at their psychedelic apogee on records like Friends or the 
legendary Smile, and it, too, came out on the Ork label. 

“Alex was just incredibly musical, a very talented guy. I 
learned a lot from him," says Stamey. "He was like a politician 
in that he enjoyed manipulating power and pulling psychologi¬ 
cal maneuvers. I saw him do things like Jerry Lee Lewis knew 
how to do to an audience, which had nothing to do with a minor 
seventh chord, that’s for sure." 

After the Chilton situation deteriorated, Stamey collabo¬ 
rated on a one-off single with Television guitarist Richard 
Lloyd, singing a tune he wrote, called "I Thought You Wanted 

Stamey forsook jangly guitar agitation for calming pastel wash. 

To Know." The B-side, “If And When," marked the record 
debut of the dB’s, featuring one-time Sneaker drummer Rigby 
and bassist Holder. Later, Peter Holsapple, who was living in 
Memphis and recording songs at the Sun studio, came up to 
play keyboards for the band. 

"Peter had all these great songs he was writing, so we 
formed a band, even though I had had it with groups after the 
Sneakers,” says Stamey. Chris disputes the claim that the two 
wrote individually as members of the dB's. "Peter helped me 
finish things off, and I think he would agree I edited his songs, 
helped him make them shorter," he says. "But everybody in 
the band did that. I had a lot more resistance to rearranging 
things that I brought in than he did, so it was harder for him to 
contribute to my stuff. But you wouldn’t believe what an incred¬ 
ible democracy the dB's really were." 

The dB's survived a rocky road to record two albums before 
breaking up last summer. Always admired for their intricate 
studio work, the band never lived up to its reputation live. 
Stamey, who started out recording bands in his living room, 
is more interested in performing now than producing, 

“It just seems like a drag not to be in the house when 
someone puts on your record," he says. “I think some of the 
albums released independently these days are like vanity 
books...I’m confident of getting a deal with a major soon." 

While It's A Wonderful Life certainly doesn't sound like a 
vanity release, it won't give Michael Jackson serious Grammy 
competition either. A difficult, experimental work, it reminds 
one that Chris has produced cassettes for no-wave outfits like 
Eight Eyed Spy and Mofungo. "There's something both ridic¬ 
ulous and sublime about what a fuzz guitar can do when you 
take it out of its normal context," says Stamey, who recently 
toured with Carolina psychedelic guitar legend Mike Greer. 
"This album seems fairly straightforward to me, compared to 
the dB’s stuff, which I think jumps around a lot. The music I'm 
working on now is a lot more precise and exacting than the 
no-wave bands. It’s A Wonderful Lile was a bit of a washy, 
pastel record. I don't like things to be grating. I don't go for 

anything that makes you clench your fist. I don’t believe in 
giving the audience the bird. That album contained improvisa¬ 
tions. but with patterns we established before recording. 

“I hate revival stuff, it drives me crazy. I'd be glad to explain 
to Three O’Clock or anybody else that the psychedelic era 
was not all that wonderful. There were a few good tunes, but 
most of it was bad. 

"I'm still writing pop songs. Maybe they're a little more like 
Cole Porter now. But I have other categories of material I do, 
also. I may not be a jazz musician, but there’s an emotional 
vocabulary Jn that music which appeals to me. I like the Art 
Ensemble of Chicago and Sun Ra. I like doing stuff like that 
live. And then there's another type of thing I do, which I call my 
'Henry Miller' numbers, which are basically orgasmic in 
nature. What I've tried to do in the past year is take a 
beginner's course in rhythm to understand how it hits you, 
what it actually does to me and what I can do with it after that. 
There's a big gap in my knowledge in that area because my 
white symphonic tradition is more concerned with the area 
above the groin.” 

Looking towards a more perfect rhythmic understanding, 
Chris’ latest studio concoction involves a system of electronic 
hook-ups he calls the “Groovegate" system, employing an 
Omnicraft GT-4 series of four noise gates, which allow the 
keyboards and guitars to be controlled by the actions of the 
drummer, who initiates the chain of musical events. 

"Ted Lyons and I really like that meaty, disjunctive, aggres¬ 
sive rhythm feel the Meters and Allen Toussaint get,” explains 
the sandy-haired Chris in his Carolina drawl. "We sort of went 
the long way around to get that sound by using guitar pickups 
(Barcus Berry “BB Juniors”) caulked to drum heads with a 
bunch of noise gates attached to drone figures on the key¬ 
boards, which are held in place by fish weights. It was just 
driving me crazy that otherwise intelligent bass players and 
drummers had to waste all their time looking at each other's 
feet and fingers just in order to play on the beat. This elimi¬ 
nates that need. It syncs up the rhythm section automatically. 

"The contact pickups on the drums open the particular 
noise gate, letting signals from various Casios or bass pedals 
through and allowing them to be heard. Ted controls it all by 
how he hits the drum, with the keyboard note sustaining for as 
long as the percussion vibrates. You can modify the output: 
the drum envelope determines the opening of the noise gate. 
It’s really not an advance over a drum machine, but I like doing 
things that way: it seems like the right way to go about it." 

Stamey has even been able to take the whole set-up on the 
road, where he duplicates studio conditions. In "Face Of The 
Crowd ” on the LP, a crash cymbal muted manually results in a 
staccato Acetone organ line manipulated by the percussion¬ 
ist's touch. For the Pylon album, Chris explains how he con¬ 
nected a radio tuned to a local muzak station to a snare drum, 
that was hit to produce "some incredible random pitches. It's 
the kind of thing you can do on a Fairlight polyphonic digital 
synthesizer which allows you to sample other sound sources, 
but this way you can do it for less." In addition, Stamey deploys 
a battery of vintage Fenders, three Silvertone basses and a 
Roland June 60—all through an Ampeg Gemini V amp. 

Whether Stamey aims above or below the groin, commer¬ 
cial success has been elusive. He plans another solo tour with 
Ted Lyons, Rick Brown and Cathy Harrington along the Atlan¬ 
tic seaboard before returning to Bearsville Studios with pro¬ 
ducer Marshall Crenshaw in February to record a second LP. 
Despite all his splendid accomplishments and hopes for a 
major-label signing, (A&R folks out there, are you listening?), 
making music is still a daily struggle for Stamey. 

"What I think I do is put music out," he says. "I’ve stumbled 
upon various ways of pushing the sound out of me. And then I 
spend time with all the problems which arise when I do that. 
How do I make a living? I don’t know. I just never think about it. 
Wasn't it Tom Verlaine who said that the music industry was 
run by women taking care of men? It's a matriarchy." M 
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EVERY DRUM 
MACHINE 
COMPARES 

LinnDrum - the programmable 
digital drum machine with 
studio quality sounds. 

noiseless toms - its crisp, sizzling, 
long-sustaining cymbals and hi hat -
its punchy bass and snare - and clear, 
well-recorded percussion. 

Other drum machines may try to compare 
their sound to the LinnDrum, but there is no 
comparison. Listen to LinnDrum’s long, deep, 

ITSELF TO 
TRIS ONE. 

Add to this LinnDrum’s many exclusive 
features, its ease of operation, its attention to 
detail, and its large library of plug-in 
alternate sounds. It’s no wonder that for 
recordings and live performance LinnDrum 
is the overwhelming choice of professionals 
worldwide. 

Call or write us for a free demo record, 

18720 Oxnard Street, Tarzana, California 91356 • (213) 708-8131 





NO OTHER ELECTRONIC 
KEYBOARD WOULD DARE MAKE 

THIS COMPARISON 
In July of 1983, High Technology magazine, reporting on the new 

Kurzweil 250, said it “emulates with unprecedented fidelity the sound 
and feel of an acoustic piano." And Musician said it “could set the field 
on its collective ear" 

Because while other electronic keyboards sound similar to pianos, 
only one duplicates the richness of tone of a $35,000 concert grand-
in all registers, at all loudnesses-from the initial attack of each note 
until its eventual decay. 

And what this remarkable new keyboard does with the concert grand, 
it does with every other instrument as well: brass, strings, woodwinds, 
percussion, vocal chorus-even sound effects. 

The Kurzweil 250’s astonishing sound is the result of new technology 
developed by Raymond Kurzweil, one of the world’s leading authorities 
on Artificial Intelligence and Pattern Recognition. Using insights gained 
from these fields, Kurzweil and his team of engineers developed Con¬ 
toured Sound Modeling,™ an exclusive approach to sound synthesis 
that enables the Model 250 to preserve all the complexities of acoustic 
sound. 

For example, a middle C on the piano activates a very different set of 
overtones than an F# two octaves above it. The Kurzweil 250 takes this 
into account and accurately duplicates this changing harmonic structure 
across its entire keyboard. 

And unlike other electronic keyboards, which cut the duration of each 
note in half at each higher octave, the Kurzweil 250 has Independent 
Pitch Duration Control,™ which controls independently the length of 
time each note is heard, regardless of its pitch. 

Also, through the use of Artificial Intelligence technology, the Kurzweil 
250 “knows" that changes in loudness affect the timbre of a note. This 
means that notes played softly on the Model 250 sound mellow; the 
same notes played loudly sound bright. (And the Model 250’s exclusive, 
velocity-sensitive keyboard action further helps you capture the feel and 
dynamic response of a grand piano.) 

So if you want sound that’s so realistic, it’s virtually impossible to 
distinguish from the original, go to an authorized Kurzweil dealer and 
listen to our Model 250. 

In the world of electronic keyboards, there is no comparison. 

MILLISECONDS 
4 6 8 10 12 14 

Section of waveform 

produced at middle "C" by a 

$35,000 concert grand piano. 

MILLISECONDS 
4 6 8 10 12 14 

Section of waveform produced at 

middle “C" by a Kurzweil 250.™ 

KURZWEIL 
YOU CAN’T TELL THE DIFFERENCE. 

© 1984, Kurzweil Music Systems. Inc., 411 Waverly Oaks Road, Waltham. MA 02154. (617) 893 5900 

Photographed in joraan Hall, New England Conservatory of Music, Boston. MA 

A
M
P
L
I
T
U
D
E
 
A
M
P
L
I
T
U
D
E
 

5
0
.
0
0
 
0
0
0
 
-
3
0
.
0
0
 

5
0
0
0_
°
®
 
-
3
0
.
0
0
 



E
B
E
T
 
R
O
B
E
R
T
S
 

P _L AYERS 

TREVOR RABIN, 
INDEPENDENT YESMAN 
The Guitar Behind Yes’ 
Comeback Just Doesn’t 
Know When to Stop. 

By Freff_ 

Trevor Rabin's Tips for a Memorable 
29th Birthday: 
Tip One: while relaxing at the Fountain-
bleau Hilton in Miami Beach, soaking up 
some rays before traveling to frozen 
Pennsylvania to rehearse for the 
upcoming Yes tour, get a call from 
management telling you that "Owner Of 
A Lonely Heart," the band's new single, 
is number one on the American charts. 
Whoa! 
Tip Two: twenty-four hours later, 

damned near die from a ruptured 
spleen. 
A bit extreme you say? True. But 

unquestionably memorable. Freak acci¬ 
dents make for great anecdotes, and 
like every really good freak accident this 
one has also got a freak punchline. 
Which I'm going to get to, I promise; but 
first let me introduce you to the tipster 
himself. 

Odds are you never heard of Trevor 
Rabin before he appeared, seemingly 
from nowhere, to fill Steve Howe's shoes 
as the guitarist in the newest incarnation 
of Yes. That certainly wasn't for lack of 
Trevor's trying; it's just that his work as 
bandleader, solo artist and producer has 
somehow never clicked with the press 
or the public, leaving him deep in that 
vague, gray limbo that swallows up so 

many gifted players. A few lucky ones 
get a break and rise into sunny visibility 
...which is what finally happened for 
Trevor. Whether you love or hate Yes' 
amazingly successful newalbum, 90125 
(and truth be told, I love it), you can't 
ignore his contributions. He wrote the 
majority of the album's music, played all 
the electric and acoustic guitars, sang a 
third of the leads and eighty percent of 
the backing vocals, played at least half 
the keyboard parts, and even had a 
hand—through sheer South African 
stubbornness—in the engineering and 
mixing. 

So, at last: creative satisfaction, huge 
album sales, a new home studio, public 
attention and critical acclaim, the big¬ 
gest tour of his life about to begin...Tre¬ 
vor Rabin was unquestionably and 
definitely on a roll, right up to the 
moment the fat lady came barreling 
down the slide of the Fountainbleau's 
pool and played human cueball off his 
abdomen. 

Imagine, if you will, the management 
freakout. The sudden grinding halt of 
tour preparations. The consternation. 
The worry. And then imagine the poor 
boy by himself, lying in a Miami Beach 
hospital bed, bleeding internally, tubes 
up every orifice in his body, wrapped in a 
fog of pain and painkillers. Two or three 
times during the night the only thing be¬ 
tween him and death was the life¬ 
support machinery. 

I won't keep you in imaginary sus¬ 
pense. After surgery on his birthday— 
Friday the thirteenth —he made it 
through. (Spleenless, but through.) By 
the time you read this, the delayed-but-
not-derailed Yes tour will be blasting 
across America, and a fully-recovered 
Trevor Rabin will be making his bid to 
fulfill bandmate Chris Squire's prediction 
that he's going to be the next Guitar 
Hero. And maybe Keyboard Hero. And 
Bass Hero. And Champion Singer/Song-
writer. “The problem with Trevor." says 
Squire, “is that he can do anything." 

Even grow another spleen. 
I told you the freak accident had a 

freak punchline, and here it is. Nobody 
really knows what a spleen does, aside 
from some filtering of blood impurities. 
As internal organs go, it's apparently 
more important than an appendix, but 
not by much. People who lose them 
never seem to miss their company. But 
about one in a thousand folks are born 
with the standard issue spleen and a 
little nub of flesh called an auxiliary 
spleen, which takes over when the legit 
one craps out, and eventually grows 
over the space of several years into full 
spleenhood. 

continued on page 92 
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Gibson. The first name in guitars. The final 
word in quality. 
Two examples of this enduring excellence 
are the original dishtop Les Paul®, renowned 
as rock's greatest guitar, and the versatile 
ES-335 Dot, perfect for any player's arsenal. 
Like every Gibson since 1894, these instru¬ 
ments are created from a unique marriage 
of materials and expertise. 
A Gibson" is mass and density crafted into 
brilliance and sustain. It is electronics on 
the edge of today's sound, destined to be 
tomorrow's classic. 
Gibson. Made in America. Best in the world. 

The first name in guitars. 
Yesterday, today, tomorrow. 

American-made 
World-played. 

Fora Doster size rearint of Gibson's U.S. quitar, send S2.50 to Gibson Literature Dept.. P.O. Box 100087. Nashville. TN 37210. 
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ROBBIE BLUNT&THE 
SECRET LIFE OF PLANT 
Robert Plant’s Guitar 
Partner Uses the 
Whole Palette 

By J.D. Considine 

"A lot of people have asked, 'How do you 
feel replacing Jimmy Page?"' relates 
Robbie Blunt with a touch of irritation, 
and it's not hard to understand how he 
might find that question persistent and 
annoying. After all. Blunt isn't just the 
guitarist on the Robert Plant tour—he's 
the guitarist Robert Plant writes and re¬ 
cords with, making him the alter ego of 
one of the best-known voices in rock. To 
many fans, that means filling Jimmy 
Page’s shoes, though Blunt counters, "I 

never felt that I replaced anybody. I'm 
just working with a singer. 

“But I must admit," he adds, looking 
up with a hint of a smile on his face, 
"during the recording of the first album, I 
broke out in a nervous rash." 

He laughs, as much at the ease with 
which that album, Pictures At Eleven, 
succeeded as at his initial nervousness. 
In truth, though, the laugh is more on 
those cynics who thought that Blunt, vir¬ 
tually unknown before teaming with 
Plant, would end up a stick-figure Jimmy 
Page in a hastily constructed rehash of 
Led Zeppelin. Instead. Blunt has more 
than proven himself his own man, with 
an utterly distinctive sound and 
approach as well as possessing a 
melodic instinct strong enough to gen¬ 
erate something as haunting as the top-

ten single, "Big Log.” 
To get an idea of just how distinctive 

Blunt's playing is, perhaps a comparison 
with Jimmy Page would be in order. The 
most obvious difference is timbrai; 
where Page prefers the muscular growl 
of the Les Paul and dresses his sound in 
a warm layer of distortion, Blunt typically 
emphasizes the tonal clarity of his Strat¬ 
ocaster, going for a clean, unadorned 
sound that doesn't dominate the instru¬ 
mental balance but reinforces it. Stylisti¬ 
cally, Page is famous for his almost 
orchestral approach to his instrument, 
and it wasn't unusual for his guitar parts 
to reach for the role of a brass section or 
solo violin. Blunt, on the other hand,gen¬ 
erates his range of effects by dipping 
into the inner reaches of guitar tech¬ 
nique, building his palette from a 
resourceful application of picking tech¬ 
niques, chordal voicings and idiomatic 
devices from a wide range of rock styles. 

“I suppose it is an amalgamation of 
everything I’ve ever listened to,” Blunt 
says of his current writing and playing. “I 
mean, I even like country & western 
things. Or the solo on ’Moonlight In 
Somoza’—that’s probably a Spanish 
influence. Robert's got a lot of Arabic 
music, and when we did the first album, 
he sat me down and said, ‘Listen to a bit 
of this.' And 'Slow Dancer,' was a main 
influence, obviously, in that song." 

Robert Plant didn'tteach Robbie Blunt 
everything, though. In the past thirty-
three years. Blunt has had plenty of time 
to do some listening and playing on his 
own. So where did this guy come from, 
then? "Kidderminster—Center of the 
Universe," he laughs. Blunt's home¬ 
town, just west of Birmingham in Wor¬ 
cestershire, may not be well-known to 
the average American, or even the aver¬ 
age Englishman, but living there had its 
advantages. One of them was the local 
blues scene, through which Blunt first 
met Plant. “I've known Robert for about 
fifteen years," he says, referring to a 
time when Plant was singing with the 
Band of Joy and Blunt was a comer on 
the local scene. "In fact,” he adds, "we 
lived—we did live—about three miles 
from each other.” 

Blunt's first step into the big time 
came when he was eighteen. Gordon 
Jackson, a singer from Worcester, "was 
making an album, and he asked me to 
play on a couple of tracks. He used to 
work in this band called the Hellions, and 
Jim Capaldi used to play in there.” 
Capaldi played on the album, Thinking 
Back, as well, and so did Steve Win¬ 
wood, Dave Mason, Rick Grech, Julie 
Driscoll and Luther Grosvenor. "That 
was a great education," Blunt says, "to 

continued on page 90 
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How changing your 
pickup will improve 
your guitar’s sound. 

the sounds he was getting out 
of his Telecaster* guitar. 

I thought it might be an 
effects box, but no: you can 
juggle the signal with effects 
boxes, but you can’t improve 

There's a frustrating time 
in a guitar player's development 
when you have the fingering 
right, you're bending the strings 
at the right time, but you 
still don’t sound the way the 
record does. 

It happened to me when I 

the original sound except with a 
pickup. His pickups had more 
windings and bigger magnets 
than my stock pickups, and 
were more sensitive and respon¬ 
sive to hard or soft picking. 

My own Telecaster guitar was 
so comfortable in my hands, I 

shared a bill once with Robbie 
Robertson. (Later he was in 
The Band. > When we played 
together between sets, trading 
off licks, I couldn’t get close to 

couldn't bear to play anything 
else. But it didn't have the 
professional sound I needed on 
stage. Putting in a new pickup 
was like getting a new guitar. 

The pickup is the place 
where sound changes into elec¬ 
tricity. The magnetic pole piece 
magnetizes the string, and 
when the string vibrates, it 
moves a magnetic field through 
wire wrapped around the 
magnet. The wire resists the 
field and sends electricity to 
the amplifier, where the signal 
is changed back into sound. 

With bigger magnets and 
more wire, you’ll put more 
electricity into the amp, and 
your guitar will be louder than 
another guitar through the 
same amp. With other arrange¬ 
ments of magnets and wire, 
you can end annoying single-coil 

hum, get more sustain to work 
with, and have a better attack. 

You can hear how pickups 
improve your sound at your 
Seymour Duncan dealer. 
My replacement pickups will fit 
right into the pickup holes in 
your present guitar. (It’s a half¬ 
hour job at most guitar shops.) 
Ask for a copy of my brochure, 
“How to Pick a Pickup” or send 
a stamped, self-addressed 
envelope to 203 Chapala St., 
Santa Barbara, CA 93101. 

»Seymour 
Duncan 
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JOHN CIPOLLINAS 
PICTORIAL GUITAR 
A Seminal 
Psychedelic 
Axeman Trips On 

By David Fricke 

To really appreciate their exotic curva¬ 
ture. the colorful bursts of heated emo¬ 
tion and the defiant musical science of 
their construction, some guitar solos 
should definitely be seen as well as 
heard. For example, if you tried to put 
pen and paper to "The Fool," the 1967 
acid-guitar centerpiece from the first 
Quicksilver Messenger Service album, it 
might look something like this: 

Glassy electric chords, rippling with 
discreet echo and tremolo, twist around 
into graceful romantic curls, break into 
the faint rustle of trees in a light, refresh¬ 
ing breeze and then glide into long-
reaching crescendos that suggest a 
bright morning sun breaking over the 
horizon. One guitarchanneledthrougha 
burbling Leslie implies a cool mountain 
stream zig-zagging through the hills at 
strange raga-like angles. Another guitar, 
growling through a wah-wah in a low, 
serrated moan, could either be a snarl¬ 
ing wolf ready to pounce on its dinner or 
the chaotic rumble of rush-hour traffic in 
the concrete jungle. By the time the sing¬ 

er's high, prayer-like tenor humbly 
enters, the twelve-minute song’s near-
classical resolution, with its arching 
cathedral melody, resembles a holy, 
calming sanctuary, like the end of a trip 
only partly chemical in nature. 

Laugh if you want; dismiss it as naive 
hippie drug ju-ju. Butthat portrait of “The 
Fool" is exactly the way John Cipollina, 
Quicksilver's principal guitarist and 
arranger, first imagined it. “I worked that 
arrangement out on a piece of butcher 
paper in a rehearsal studio." he recalls 
with a bemused smile in a Manhattan 
hotel room where he is resting up for the 
evening's shows with Nick/Silver, his ad 
hoc touring group with Chicago blues 
crusader Nick Gravenites. "I can 
remember saying to the other guys 
[singer/guitarist Gary Duncan, bassist 
David Freiberg, drummer Greg Elmore], 
'Okay, here we’ll get to some mountains 
and streams and then we need some¬ 
thing to go over here...' And I just drew a 
picture of the song. I could read music, 
but the others couldn't. Besides.” he 
adds with an embarrassed chuckle, "I 
was so steeped in drugs at the time I 
didn't want to read anyway. 

"In my solo, I simply wanted to create 
certain moods, like that scratchy growl 
effect. All I did was scrape the pick on 
the G string atthefourteenthfretthrough 
the wah-wah. It was just my way of inter¬ 

preting how the fool got out of the forest 
and back into the city." 

Over fifteen years later, Cipollinas 
unique interpretive flair and vivid inte¬ 
gration of salty blues, flamenco stutter, 
proper classical posture and jazzy 
stretching remain the most enduring of 
the classic San Francisco sounds. His 
animated guitar conversations with 
Gary Duncan in eccentric Quicksilver 
excursions like "The Fool" and the blues 
overhauls "Who Do You Love” and 
“Mona" on 1968’s Happy Trails were the 
model for the Allman Brothers’ dual lead 
guitar attack. Tom Verlaine admits that 
the bizarre modal curves, rubbery 
vibrato and poised feedback of Cipolli¬ 
na's solos were major influences on his 
work with Television. 

Yet Cipollina, now forty, can’t under¬ 
stand what the fuss is about. An ex-real 
estate salesman raised in a family of 
accomplished musicians (his father 
sings opera, his mother is a concert 
pianist, brother Mario plays bass with 
Huey Lewis & the News), he insists “I'm 
the sloppiest musician in my family,” and 
that, as guitar gods go, he is a mere 
mortal. “I don’t know what influence I’ve 
had on other guitarists because I don't 
have any idea what I do. Anything I do, I 
stole from somebody else. I don't have 
an original bone in my body." 

To prove it, he tells a story about the 
time Link Wray rented his Marin County 
recording studio for tour rehearsals. 
“Man, I was a real fan. The noise he 
made on 'Rumble' showed me that you 
could make four-letter words with your 
guitar, you know? Anyway, we were sit¬ 
ting around with our guitars and the first 
thing he said was, T really liked the 
things you did on "Who Do You Love'" 
and he started playing my licks back at 
me. So I threw all my Link Wray licks 
back at him, ‘Slinky,’ parts of 'Rumble,' 
and told him, 'See? I stole all that stuff 
from you!"' 

Cipollina 's life of guitar crime began in 
the late 50s when he first heard Mickey 
Baker’s guitar solo on “Love Is Strange" 
over his parents' car radio. With ten 
years of classical piano training already 
behind him, he started mixing his Bach 
and Prokofiev chops with licks from 
Chet Atkins, Merle Travis and Scotty 
Moore records, using a double pickup, 
single-cutaway Danelectro guitar that 
set his parents back all of thirty-one dol¬ 
lars. “I still have it,” Cipollina adds 
proudly. "I started beating the hell out of 
it and when it started to get funky, I took it 
to an auto body shop and had them re¬ 
finish it." 

By the time he was eighteen, he was 
playing Bay Area teen dances with a 

continued on page 92 
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DEVELOPMENTS 

NEW CHEAPOS BREAK 
THE PRICE BARRIER 
A Surprising 
Bumper Crop of 
Budget Playability 

By Jock Baird 

Cheap was never like this. 
Sure, you know the prices of comput¬ 

ers and other exotic electronic hard¬ 
ware have been plummeting lately, but 
you may have missed a less predictable 
related development: the sudden pro¬ 
fusion of high-quality cheap electric 
solid-bodies. How cheap are we talking 
here? How about a near-perfect Strat 
copy (designed by the original manufac¬ 
turer) listing for $369? How about a roar¬ 
ing SG-type cousin of Yamaha's renown 
SBG3000—with double humbuckers— 
for three bills? How about the Tele bite 
and maple-necked fluidity of an Ibanez 
Roadstar for two-fifty? Not cheap 
enough, you say? How about a $185 
Peavey that'll stop you dead in your 
tracks, or a zippy Fender/Squier Bullet 
for $169? That got you, didn't it? Hey, 
wake up and check your bank balance! 
Guitar-making has digitized and dieted 
itself in the last few years, and the result 
is a substantial consumer windfall, not 
only for younger guitarists buying their 
first axes but for seasoned vets who 
want a different sound. 

This six-string bargain bonanza is 
primarily (but not exclusively) a result of 
the coming of age of the Japanese 
manufacturing genius. Intelligent invest¬ 
ment in digital automation and the sub¬ 
lime relationship of the Japanese worker 
to his job are at the heart of the extraor¬ 
dinary playability of this new guitar 
generation (it's no coincidence that two 
of the best of the budget bumper crop, 
the Ibanezes and the Squiers, are both 
made by the respected Fuji Gen-Gakki 
plant, where the Roland G R guitar synth 
is also made). The 1980s wrinkle is that 
the major companies, Japanese and 
American, are themselves converting 
the specs of their own designs to digital 
manufacturing programs rather than 
having them bootlegged by enterprising 
underpricers. 

Once you get over the across-the-
board playability of the new econo-axes, 
the fine points of pricing come down to 
things like bridges, tuning pegs, pickups 
and volume pots/switching. For exam¬ 
ple, it's hard to mount a decent tremolo 
bar on a guitar without adding thirty dol¬ 
lars to the price. Inlay on the body, which 
has to be done by hand, creates another 
option price level, as does a smooth 
multi-layer finish coat of paint. 

Remember above all, though, that the 
feel of the neck and the overall ease of 
string handling (cheap cheapos are stiff, 
stiff, stiff) are essential. In a year or so, 

when the money is pouring in, you can 
upgrade the details with better hardware 
(you’ll probably want to start with the 
tuning pegs), but there's no way to 
upgrade the basic guitar if you don’t like 
to play it the way it comes off the shelf. 

Are we ready for the awards? First off, 
let's point out that these are necessarily 
subjective judgments that should only 
suggest some models to look at, not 
ironclad evaluations. Play a lot of differ¬ 
ent ones when you buy, because, hon¬ 
estly, all the ones mentioned here (and 
some we probably missed) are damn 
good. All prices are suggested list; dis¬ 
count accordingly for maximum shock 
value. We should also add that virtually 
all these guitars have equally note¬ 
worthy bass cousins in the same price 
range. That said, may we have the enve¬ 
lopes, please? 

Four companies seemed to rise just a 
tad above the pack on the playability 
factor; not surprisingly, they are all larger 
manufacturers with a lot of guitar¬ 
making experience. In no particular 
order, they are the Yamahas, the Ibanez 
Roadstars, the Fender Squiers and the 
Peavey Patriots and Milestones. Just 
behind the majors (but occasionally 
offering better options for a particular 
feature), are Washburn, Guild’s Madeira, 
Aria, B.C. Rich, Hamer, and Saga. 

Yes, we did give extra points to the 
Yamaha SC300T (a Strat with obverse, 
French-Moderne-Mosrite curves) and 
the Roadstars for their original, attrac¬ 
tive body design. After all, it’s not nice to 
nick Leo Fender forever. The Yamahas 
(and other cheapo overachievers like 
Washburn) are made of nato, an East 
Asian wood akin to maple. In addition to 
the rosewood-necked SC300T, Ya¬ 
maha makes a stinging variation of their 
top-of-the-line SBG series, the SBG 
200. Both go for $295. The Ibanez Road¬ 
stars are actually good five- and six-
hundred-dollar guitars stripped of the 
frills and, if need be, a pickup or two; they 
play substantially as well as their expen¬ 
sive older brothers. The Roadstar II prices 
run on a steady continuum, from the 
lowest Tele-styled RS130 at $245, to the 
Stratty three-pickup RS205 at $345, to 
the gorgeous Paul-like flame-maple-
topped RS315 for $395, up to a Steve 
Lukather-endorsed model that ain't 
cheap. Ibanez’s hardware also seems a 
bit better than most in the $200-$300 
range, and phasing controls can be eas¬ 
ily added. 
The Fender Squiers were originally 

not meant to be sold in the United States, 
but after phenomenal overseas demand 
confirmed their quality, Fender couldn’t 
keep 'em out. The Strat and Telecaster 
Squiers do nick Leo Fender, but they are 

continued on page 114 
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the less powerful but more affordable 
eight-instrument composition program 
for IBM PC and Apple lie, which they 
unveiled last November. It consisted of a 
6,500-note sequencer for $200, the 
MSQ-700 and a $175 MIDI interface, the 
MPU-401. Sequential Circuits opted for 
linkups to the less powerful but more 
accessible Commodore 64, beating 
everyone to market with their 4,000-note 
Model 64 sequencer for $195 and intro¬ 
ducing a terrific self-contained six-

Heat wave 
IN ANAHEIM= 
THE BEST OF 
N.A.M.M. 

Fender Masters and ginchy B.C. Rich N.J. 

track, 800-note synth/recorder with a 
hundred sounds for $1095, the Six-Trak. 
(Sequential also had one of the hottest 
performance booths of the show with 
Andy West, John Bowen and Bruce 
Bowers.) Moog, feeling more upbeat this 
year, also went the Commodore 64 
route, adding the six-voice Memory-
moog Plus sequencer for its popular 
Memorymoog. 

The biggest single synth splash was 
made by Kurzweil and its fabled acous¬ 
tic piano sound. An opportunity to play it 

by Jock Baird 

It promised to be the year that N.A.M.M. 
would be overrun with computers and 
VDTs, and while MIDI wasn't quite as 
ubiquitous as anticipated, it still was the 
lead story at Anaheim this past January 
20-22. The liberation of the keyboard 
player into pure orchestration and 
arrangement was won in a walk. Not all 
the action was where it was expected, 
however; in addition to exciting com¬ 
puter-run composer systems from Ya¬ 
maha, Roland, Sequential Circuits and 
Moog, there were literally hundreds of 
independent software writers combing 
the hall and congregating at the booth of 
the International MIDI Association, a 
grass roots garage software information 
clearinghouse (8426 Vine Valley Dr., 
Sun Valley, CA 91352). 

MIDI handicappers rated 
Yamaha's Personal Composer 

T* system for the IBM PC and the 
»4 Apple II the most impressive. 

_The IBM software was written 
oy Jim Miller, and the Apple’s 

■y was done by Passport Sys-
'! terns, a couple of those garage 

geniuses who made good; 
both programs have been 
licensed and modified by Ya¬ 
maha to work at maximum effi¬ 
ciency with DX7 synths and 
Simmons electronic drums. 
The resulting Yamaha Per¬ 
sonal Composer system can 
control up to sixty-four MIDI-
equipped instruments (the 
DX7 is designed to play as 

Bb many as sixteen voices simul-
taneously on one 

Í synth. That's, uh, 1024 
parts). Even more 
incredibly, it plays and 
transcribes musical 
notation. Beethoven 

would’ve killed for 
this. The system 

k should be avail-
\ able from Yamaha 
11 by late spring for 
II between seven 

_1/ hundred and a 
thousand dollars 

con : - of ( । 
Roland offered 

Roland GR-700 guitar synth. 

at length revealed its strongest suit for 
the coming sampling wars may be its 
exceptional keyboard action. Two other 
less expensive new electronic key¬ 
boards also did a credible job imitating a 
pianoforte, the Korg SP-80 and the 
Suzuki (the latter gives new meaning to 
the term, "split keyboard": it pulls apart 
at the middle to travel more easily). The 
potent Korg Poly 800 created substan¬ 
tial midline excitement, as did the new 
Seiko Personal Keyboard System with 
its RAM sequencer modules, and drum 
and bass accompaniment. Show 
scuttlebutt told of big things brewing at 
no-show Oberheim, with an entirely new 
type of synthesis coming soon. Equally 
glowing predictions of the near-ready 
Emulator II were heard. 

If you’re a guitarist, you may have 
been passing quickly over the above 
digital developments, but consider for a 
moment the benefits of the new Roland 
guitar synth, the GR-700. MIDI-
equipped, with a battery of twelve DCOs, 
six VCAs, six VHFs, LFO, a chorus and a 
programmer, a guitarist can now do 
most everything the keyboard people 
can do. Touch sensitive and with con¬ 
version kits available for Strats and Les 
Pauls, the updated system means less 
overhaul of your playing style to synthe¬ 
size. And the new GR-700 guitar body is 
truly original, with an unusual Buck Rog¬ 
ers parallel neck stabilizer and/or han¬ 
dle cut from the same piece of graphite 
as the neck. Goodness, what will Robert 
Fripp do with this one? Especially if he 
gets the Synclavier option from New 
England Digital? 

Though overshadowed by all the key¬ 
board commotion, there was lots of gui-

Jakstan guitar holder for seven bucks. 
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Sequential's Six-Trak synth/recorder. 

pickup magnate Seymour Duncan's first 
amp, a small high-quality studio job 
with—get this—replaceable electronic 

tar activity. In addition to the proliferation 
of extraordinary budget guitars men¬ 
tioned elsewhere in this issue, there 
were some exciting new high-end axes. 
Fender sneak-previewed its Master Ser¬ 
ies. their first serious attempt to build a 
great Les Paul. The use of single-coil/ 
double-coil switching for the hum¬ 
buckers adds a bit of the classic Fender 
bite to the usual Paul P.A.F. density, ana 
the hardware and neck are classy 
indeed. Now will Gibson start building 
Strats? No, they're too busy bringing out 
two new midlines, the Spirit and the Spe¬ 
cial, and a less expensive version of the 
Les Paul Studio model. (Gibson is also 
making up for time lost to Kahler and 
Bowen in the hunt for a great Paul 
whammy bar, bringing in budget and lux¬ 

cartridges to exactly duplicate the 
sound of various classic amps. You 
want screaming Marshall on channel 
one and biting Twin on channel two? 
Pop in the right units and you're rolling. 
This could become an essential for the 
session journeyman at $1250. Several 
major companies are making Scholz 
Rockman copies, right down to the 
same switching configuration, but none 
of them approach the original. The ever-
popular Tom Scholz debuted his Bass 
Rockman and entertained a steady 
stream of distinguished guitar talent. 

The big effects breakthrough came in 
the realm of digital delays. At the upper 
end, Lexicon added an RS-232 patch to 
their Prime Times for complete compu¬ 
ter control. At the lower end, manufac-

D.O.D. R-908 digital delay with 900 ms. 

ury versions of the Vibróla). No. the blue-
chip Strat copy this time out was the one 
by Schecter, a company that specializes 
in Strat parts and finally started building 
the whole guitar a little while back. Very 
nice, very nice. Ned Steinberger 
seemed unaffected by his new TV star¬ 
dom (catch the rerun of his Enterprise 
episode on PBS if you missed it), and in 
good humor considering how many 
imitators the Steinberger guitar has 
spawned. Honorable mention for the 
guitar we'll buy when we make our first 
million is the breathtaking KT Model 15, 
with hand-shaped frets on ebony finger¬ 
board. pearl inlay, exotic hardwood top 
and new electronic wrinkles for $1600. 
Sigh. And for sheer rock 'n' roll audacity, 
our guilty pleasure was the new B.C. 
Rich N.J. series, with through-the-body 
necks, trendy electric shapes and 
colors, and high tech names like 
Stealth" and "Wave.” 
The news in the amplification depart¬ 

ment. aside from the ongoing buzz over 
the expanded Dean Markley booth, was 

turers dipped below the $500 mark. Way 
below, DOD. offered 900 milliseconds 
(with ten to one sweep width) for $400. 
Peavey offered 800 ms. for $329. Ibanez 
offered 900 ms. with infinite hold for 
$449. MXR. who also upgraded their 
effects pedals, came in with 1500 ms. for 
$500. But DeltaLab may have made the 
kindest cut. with an Effectron Jr. that 
gave 1050 ms. for three bills. Other 
effects developments included a new 
budget line from Pearl. 

Acoustic guitars were much in evi¬ 
dence. especially in the lower to middle 
price zones. Fender added the inexpen¬ 
sive Gemini to their successful Califor¬ 
nia series even as Yamaha added the 
under-$200 Eterna and collected a 
Ralph Towner endorsement for their fine 
classicals. Martin's new Shenandoah 
Series made convincing inroads in the 
$800 range. Adamas' new Larry Coryell-
endorsed spruce-top Elite improved the 
view from the top. Steel-stringed, solid¬ 
body acoustic electric variations on the 
influential Gibson Chet Atkins were sud¬ 
denly everywhere, with Guild's, Ibanez's 

and Washburn's (recently purchased by 
Bob Dylan and James Burton) leading 
the chase. And for playing amplified 
acoustic onstage, Peavey has the per¬ 
fect amp, set up for acoustic guitarsand 
only acoustic guitars. 

But the most provocative product in 
the guitar field had to be the Jakstan. a 
seven-dollar piece of plastic from Prod¬ 
uct Originators: plugged into your amp, it 
becomes a guitar stand between sets— 
it even holds your pick. Brilliant1 (3600 S. 
Harbor Blvd., #147, Oxnard, CA 93030.) 

The action in the pro audio field was 
among the hottest. Big names like 
Electro-Voice, TOA, Fender, Cervin-
Vega and Yamaha knocked heads with 
exotic new speaker systems, mikes, and 
powered and non-powered mixers. 
Bose showed a beefy new bass reflex 
setup. TOA buttons championing the 

Son of Click: Garfield's Mini Doc. 

science of psychoacoustics were a cult 
item. Shure brought out two new stage 
mikes, the PE86 and PE66, and radio 
mike specialists Astatic introduced a 
new line of music mikes, including one 
that specializes in that classic Sonny 
Boy Williamson harp sound. But the 
most unusual pro sound system was 
EXR's Mobile Studio, built into Lee 
lacocca's personal van and offered as 
an option on the new Chrysler vans. 
James Casily of EXR, maker of a 
psychoacoustical enhancer, put the sys¬ 
tem together with pedigree compo¬ 
nents: a Crown amp, JBL studio 
monitors (including a subwoofer in the 
back door), a Proton cassette deck and 
an EXR processor, all tailored tothe spe¬ 
cific car by legendary acoustic designer 
George Augsburger. Casily also has a 

John Simonton's SMPL System. 

85 



patch-bay option on the side and is try¬ 
ing to talk Soundcraft into building a two-
foot-wide board to fit in the coffee table. 
Detroit-based Cars & Concept will also 
install and fine tune the system to any 
other car. Compared to the sound of a 
conventional Mercedes system costing 
a grand, this is a different universe alto¬ 
gether for only $500 more. 

Fostex's '/2-inch 16-track B-16. 

One of the most exciting of the com¬ 
puter developments was found at the 
videoactive Tascam booth. Dubbed the 
SMPL System, it s a software program 
and a modified Commodore VIC 20 
made by an indie, Synchronous Tech¬ 
nologies (RO. Box 14467, Oklahoma 
City. OK 73113). Designed by John 
Simonton, the SMPL strips a drum 
machine or synth time track with both 
metronome and SMPTE code and exe¬ 
cutes up to six commands automati¬ 
cally. It’s especially significant because 
now home tapes made on RS-232-
equipped decks like Tascam. Otari and 
Fostex are usable in professional video 
mixing suites and state-of-the-art stu¬ 
dios. The system performs complicated 
functions like half-measure punch-ins 
with digital precision, making it a one-
man studio's best friend at around $900 
(not including VDT). Fostex debuted 
their new 1/2-inch 16-track deck, the 
B-16. Soundcraft introduced a new 2-
track professional mixdown deck (as did 

Simmons' digital-analog SDS 7 kit. 

Otari) and added an “economy'' mixer, 
the Series 200. Clarion, a respected car 
stereo maker, showed a new 3 3/4 IPS 
4-track cassette recorder hot on the 
heels of last summer's Yamaha entry, 
the MT44. 

All this computer activity was felt in 
the rhythm section. Digital drum 
machines kept getting more versatile. 
E-Mu's Drumulator and M P C 's Kit 
added a detailed VDT readout, enabling 
one to compose the drum part off a com¬ 
puter screen. The Drumulator also 
showed an extended ROM chip library 
of different drum sounds made by a 
company called Digidrums, with a set of 
twelve sounds going for $275, and a 
sensational external pad for $400called 
an E-Drum that features four sounds 
(with ROM options) and impact¬ 
sensitive pitch control. Sequential Cir¬ 
cuits got into the digital drum action with 
its $1300 Drumtraks machine, as did 
Roland with its TR-909. Linn added new 
replaceable sound modules for the 
LinnDrum (including a hilarious 
barking dog), double the memory 
and improved the trigger output to sync 
it with most of the popular sequencers. 
One of the best known of these 
sequencers, Garfield’s Dr. Click, was 
brought closer to the average budget 
with a $600 Mini Doc sequencer that 

Korg's PSS 50 Super Section. 

interfaces a stack of keyboards and 
drum machines as tightly as its $2295 
daddy, but without the good Doctor’s 
more sophisticated functions. 

Digital drums couldn’t be kept off the 
Simmons drum set. The new (and higher 
priced) version, the SDS 7 can switch 
from analog "Simmons” sounds to six¬ 
teen sets of twelve digital drums (exter¬ 
nal memory adds a hundred more sets). 
The SDS 7's fancy memory has also 
been hybridized with the Simmons se¬ 
quencer, the SDS 6. For those with less 
capital. Simmons has added a nice 
$1500 kit. the five-piece SDS 8. In other 
electronic rhythm section develop¬ 
ments, Korg came out with a multi¬ 
talented sequencer that is a combination 
digital drummer (forty patterns), bassist 
and keyboardist (one who can play dim¬ 
inisheds, augmenteds and sus 11ths). 
That's not a bad band for $695. 

In the midst of all the high tech rumble, 
though, two final instruments won our 

Clevinger electric upright bass. 

hearts, throwbacks to the low-tech era. 
One was a superb hammer dulcimer 
made by Dusty Strings (3406 Fremont 
Ave. No., Seattle, WA 98103). The other 
was the sudden profusion of fine stand¬ 
up electric double-basses, led by the 
Clevinger. A solid-body that recalls the 
hollow-body Zelinger (or Z-Bass) that's 
been so hard to find in America, the Cle¬ 
vinger uses an acoustic and a P-Bass 
pickup. Its ebony fingerboard and famil¬ 
iar reference points make it every bit as 
loose and playable as a full size acous¬ 
tic. Definitely worth investigating at 
$1600, or even at $2600 with active elec¬ 
tronics. (Ace Industries, 69 Bluxome St., 
San Francisco, CA 94107.) 

The biggest hit of the show, though? 
Well, we all agreed it had to be the Musi¬ 
cian concert with Allan Holdsworth's 
brilliant guitar sermon to the faithful (as 
well as Steve Morse in the front row) and 
a great set by local rockabilly favorites, 
the blistering Blasters. But we wouldn't 
be prejudiced, would we? 

Robbie Kreiger, Bernie Larsen. Phil Chen 
and David Lindley hobnob at Tom Scholz' 
booth. 



$1095.00Retail 

H? Listen to Musicians. 

UPDOWN ASSIGN STACKS 
ARPEGGIATOR STACK MODE For a full SCI catalog including decals, send $2.00 to: Sequential 

Circuits, Inc., 3051N. First St., San Jose, G4 95134 

The Six-Trak is expandable into an even more 
powerful performance and composing system by in¬ 
terfacing with drum boxes (Drumtraks!) and home 
computers through MIDI. Expansion software for the 
inexpensive Commodore 64 is available now. 

This powerful new multi-timbral instrument makes 
a musician’s work all play. 

MIDI-
OUT 

Or you can call upon one of the Six-Trak’s totally 
new features like “Stack Mode” which lets you layer 
up to six different instrument sounds on top of each 
other so that your solos feature unique, new "Super 
Patch™” sounds. 

SEO A SEQB 
SEQUENCER 

THE SIX-TRAK. A MULTI-TIMBRAL 
SYNTHESIZER THAT LETS YOUR 
MULTI-TALENTS SHINE THROUGH! 

You can play it as a standard, fully programmable 
6-voice synthesizer, featuring any one of 100 custom 
programs using the full, bold sound of six real VCO’s 
iind six 4-pole filters like all Prophet synthesizers. 

Or you can use its powerful, built-in six track digi¬ 
tal recorder to build your songs one track at a time, 
with each track playing a different instrument sound 
and melody line. Reserve tracks and play a live solo 
with the playback! 

EOUEIKiüL 
crcuíó ¡nc 



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 curriculum 

7 sessions offered year-round 

Licensed by the State of Ohio — State 

Board of School and College 

Registration "80-07 0696T 

THE RECORDING 
WORKSHOP 

CHOOSE WORKSHOP DATES 

WINTER '84 .January 9 February 10 
EARLY SPRING'84 . February 27 March 30 
LATE SPRING '84.April 16 May 18 
EARLY SUMMER '84 . June 11 -July 13 
LATE SUMMER '84 . July 30 August 31 
EARLY FALL '84 . September 17 October 19 
LATE FALL '84 .. November 5 December 7 

• Learn Recording Engineering, Sound 
Reinforcement, the Business of Music 
and Creative Record Production (how 
to produce) 

• Hands-on music recording/mixing in 24. 

16. 8 track and digital recording studios 

• Seminars taught by top music pros 

• 5 recording studios .Jobplacement 

assistance - Co-educational 

• Ideal experience in a relaxed country 

setting - On campus housing 

D 

455-A MASSIEVILLE ROAD - CHILLICOTHE, OHIO 45601 

NOW 

— — — — — — M  — FOR BROCHURE: 

NAME 

‘Call Toll Free 
(800) 848-9900 

Ohio & Outside USA 
(614) 663-2544 

NO PREVIOUS EXPERIENCE NECESSARY Limited Enrollment — Write or Call Immediately 

“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 classroom.” 

in 5-6 Intensive Weeks I 

ADDRESS 



iW 

W ’IIW 
1JW i.rêw wi1 

WOT^Wi 
», j , gun) itiiin lulnÇ 

MUSIC POWER 

Please send me: _ Guitar Poster(s) and_ Keyboard Poster(s) at $7.95 ea. 

Please send me: _ Table(s) of Keys and _ Chord and Scale Table(s) at 
$3.95 ea. 
Please send: _ Guitar Poster(s) and_ Keyboard Poster(s) (mounted, 
laminated, and framed in_gold or_silver) at $85.00 ea. U.S.A. ONLY 

Enclosed is $_ for my order. Cal. residents add 6% sales tax. Foreign orders 
add $1.00 

My VISA/MASTERCARD # is_ 

Expiration date _ /_ /_ 

NAME_ 

ADDRESS_ 

CITYSTATEZIP_ 

Also available in fine music stores everywhere 

Published by Castalia Publications, Petaluma,CA 

Send checks payable to: Musician Magazine 
P.O. Box 701 

Please allow six weeks for delivery. Gloucester, MA 01930 



CIPOLLINA 

from page 80 
band of local boogie toughs called the 
Deacons. He picked up jazz tips from a 
neighbor, pianist Vince Guaraldi, and 
took up finger-picking after seeing a pic¬ 
ture of Lead belly on the cover of Life 
magazine ("He had all these things on 
his fingers”). For a short time, Cipollina 
lived on an old ferryboat with a beatnik 
flamenco troupe who introduced him to 
the wonders of Spanish guitar. 

Yet the original Quicksilver Mes¬ 
senger Service—formed by Cipollina 
and folkie David Freiberg with Gary Dun¬ 
can and Greg Elmore, late of a San Jose 
garage band called the Brogues, and a 
short-lived singer named Jim Murray— 
was essentially a blues band with dras¬ 
tic psychedelic alterations. “Even 
though I wasn't a blues musician, a lot of 
my ideas and technique came from lis¬ 
tening to blues records. When I got into 
Quicksilver, we threw some of the songs 
the Deacons were doing, like Mona’ and 
Who Do You Love,’ into the song-bag. 
“It was a good thing, too, because 

Quicksilver was always bad at song¬ 
writing. We never had a wealth of original 
material, mainly because we were too 
introverted about our own stuff. So to 
alleviate boredom, to have something to 
improvise on, we'd play something we 
didn’t care about like 'Who Do You Love.' 
And what’s happier-go-lucky than Bo 
Diddley?” 

That casual outlaw attitude, a flam¬ 
mable mixture of smart-ass hippie bliss 
and improvisational daring, was what 
made Quicksilver such a magical but 
precariously commercial band. On a 
recent two-record live bootleg set from 
England called Maiden Of The Cancer 
Moon, Cipollina and Duncan can be 
heard exchanging pastoral sitar inflec¬ 
tions and whip-lash blues licks over the 
jazz-waltz locomotion of "Gold And 
Silver," locking into tight pop counter¬ 
point for the short, bittersweet “Dino's 
Song," and turning “Smokestack Light¬ 
ning" into a kind of acid-blues “Sister 
Ray." At the same time, Bill Graham 
once introduced Quicksilver at a Fill¬ 
more West gig by calling them “the old¬ 
est collection of living American 
juveniles.” 

“Oh. yeah," nods Cipollina, running a 
hand through the long black hairthat still 
snakes halfway down his back. “We car¬ 
ried guns all the time. Freiberg did three 
days in jail once. We were going down to 
the old Fillmore to teach the Grateful 
Dead a lesson. They'd been messing 
with us a little too much and we were 
gonna get back at ’em. We were gonna 
go down there with masks and guns and 
hold them up at gunpoint right there 
onstage. Of course," he adds in his own 
defense, “they had done the same thing 
to us right in our house." 
Quicksilver's guitar artillery was 

mostly Danelectro in the beginning. 

David Freiberg's first bass was in fact a 
Danelectro guitar to which Cipollina 
added a new bridge and tuning nuts to 
accommodate the four bass strings. But 
until recently, Cipollina's workhorse gui¬ 
tar was a '61 mahogany Gibson SG that 
he had customized from top to bottom. 
The strings were spaced a little further 
apart, like a classical guitar; he had Mar¬ 
tin acoustic frets put on it; and his trusty 
Bigsby tailpiece was shaved down to fit 
the bridge, which was itself cut almost in 
half. And the neck, well..."I lent the gui¬ 
tar to Hendrix once and I figured as long 
as I got it back with the neck broken off, I 
might as well put it on straight, perfectly 
straight, like a Fender." 

The real secret of Cipollina’s sound— 
the way he subtly combinesand isolates 
echo, tremolo, wind-tunnel phasing, a 
moaning wah-wah and a brittle Leslie 
organ effect—is in the SG's stereo wir¬ 
ing. which was originally done by Dan 
Armstrong. “An outrageously loud 
guitarist as a rule," Cipollina still likes to 
run an old Standell solid-state amp 
through the bass pickup and an open-
backed Fender Twin for the treble 
pickup. 

His effects set-up also allows him to 
play bass and treble off one another. 
Through the treble he runs two Echo¬ 
plexes (one tube, one solid-state), an 
Ampeg scrambler for fuzz, a Module 
which he describes as "a Standell imita¬ 
tion form of Leslie,” and a Roland Bi¬ 
phase set at twice the speed of a 
Maestro phase-shifter running through 
the bass channel (“So I can play the two 
against each other”). In addition to the 
Maestro, Cipollina has an MXR Bluebox 
wired into an old Vox wah-wah on the 
bass side for dirty, growling fuzz. Add to 
that a candy store assortment of other 
quaint effects, new and used amps, and 
over forty guitars—including the new 
stereo Carvin that he’s using on the 
Nick/Silver tours—that he keeps in his 
recording studio. 

“I like things set up in stereo like that 
because, while neither channel sounds 
good by itself, it's like taking a shower. 
You’ve got hot water coming out one 
end and cold on the other and you mix 
them together. I’ve been doing it like this 
for sixteen years, all through Quicksilver, 
and all of a sudden you have this Van 
Halen school of thought which says you 
just get a knob and a pickup and that’s it, 
you've got a hot signal coming in. Well, 
I've been doing that all along—two 
knobs, two pickups, running through two 
amplifiers. It’s like having two different 
guitars in one body." 

Yet the durable quality of Cipollina's 
work with Quicksilver Messenger Ser¬ 
vice has as much to do with his own 
eloquence as an instrumentalist as it 
does with electronics. During the ses¬ 
sions for the 1972 album he recorded 
with the San Francisco band Copper¬ 

head, he remembers laying down as 
many as six guitars on a track. “I’d listen 
to it a couple of times and then go out 
and play all six parts myself onstage." To 
this day. he finds it easier to make steel 
sounds on the guitar with his Bigsby tail¬ 
piece than on a regulation pedal steel. 

Why then isn't John Cipollina packing 
them in on the stadium circuit or going 
half blind from the glare of platinum 
records on his wall? Part of it is his own 
bohemian good nature. He’s happy 
enough not to have a day job and his 
idea of a good time is a nice, long guitar 
"rap" ("They don’t call me 'Captain 
Babble-On’ for nothing,” he grins). Cipol¬ 
lina has done sessions with Charles 
Lloyd and once did a rehearsal with 
Thelonious Monk—"Man, talk about 
charts that were black; he had us play¬ 
ing in 9/12.” Still, Cipollina is quite con¬ 
tent to tinker around in his studio and go 
out on casual tours with Gravenites, an 
old pal who co-produced the first Quick¬ 
silver LP. 

At the risk of sounding overly modest, 
he insists that what he does is no big 
deal anyway. "Look, eight-five percent 
of the things I do come from three 
chords—B, A and D. And you can make 
those positions anywhere up and down 
the neck. I studied music theory for 
years to learn all that stuff only to dis¬ 
cover that all you need is those three 
chords. Some wiseguy comes up to you 
and says, ’Okay, play F9 augmented 
plus 13.' Oh, you mean a B flat major7th. 
Same thing. 

“You can only get into music so much 
before it becomes real simple. There’s a 
joke I heard about guitar players. 
There's this guy playing his guitar, just 
going ‘ching, ching, ching,' and this other 
guy says, 'That’s not how you play the 
guitar. I've seen Chet Atkins and those 
guys; you gotta move your hand up and 
down the neck.' And the guitar player 
says, ‘Oh, those guys are still looking for 
it. I’ve found it.’" S 

RABIN_ 
from page 76 

The point of the freaky punchline is 
not that Trevor Rabin is one in a thou¬ 
sand. When the doctors opened him up, 
they did not discover that he had an 
auxiliary spleen. 

They discovered that he had four of 
them. Some people just never know 
when to stop, you know? 

Call it genetics, call it osmosis, call it 
whatever you like. Born in South Africa 
in 1955, Trevor can directly trace his tal¬ 
ents to his roots. “My whole family is 
musical," he observes, rattling off the 
score. “My father was the lead violinist 
for the Johannesburg Symphony. He 
was an incredible musician, and not at 
all the kind with blinkers on, who 
wouldn’t listen to anything but classical 
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OUTPUT VOLTAGt 

Tres Virgos Studio 
San Rafael, CA 

“Choosing the Delta Omega '1 was a 
simple matter of knowing its 
capabilities. 
This amplifier exercises unique voice 
coil control, employing a principal 
without precedent—delivering more 
punch, clarity and headroom than 
we’ve ever heard. 

After two years with Delta Omega ' 1 

not a single acoustic detail has been 
missed. Only after you experience it 
will you know more than we could ever 

“For two years 
we’ve heard it all 

CE VELOCITY CONTROLLED AMPLIFIER 

1718 W. Mishawaka Road, Elkhart, IN 46517 
(219) 294-5571_ 
Call or write for details. 



RABIN 

music. I'd come home from school and 
find him listening to Axis Bold As Love, 
saying how great it was, and then he'd 
go straight from that to playing at night in 
the orchestra. My mother is a piano 
teacher. My sister is a piano player and 
ballet dancer My brother won the South 
African scholarship on violin. And me, I 
took two classical piano lessons a week 
from the age of six. But I ended up being 
the black sheep of the family, going into 
rock 'n’ roll." 

Hooked. Hopelessly hooked. And 
also, at first, a little confused. “I had only 
two guitar lessons, and I just felt that 
what this man was telling me was very 
strange. Looking back now I know he 
was telling me the right things, but they 

didn't relate to the piano, and that's all 
that was natural to me. So I stopped 
taking guitar lessons and would just try 
and work out on the guitar what I learned 
in my piano lessons. I play differently 
from most guitarists because the position¬ 
ing and fingering are different on the piano." 

Through his teen years he gigged as a 
guitarist, bassist and vocalist with a var¬ 
iety of bands around Johannesburg, 
some more political than others. Then, 
after a brief stint as an Army draftee in 
71 and 72, he fell sideways into the 
world of the studio musician. 

"A session producer heard me at a 
competition—one of those best-band-
gets-fifty-dollars things—and phoned 
me up to do some guitar parts for him. I 

DOUBLE THREAT. 

LANSING 

Introducing Altec Lans¬ 
ing's Versatile New Model 
937 Stage Monitor/PA 
System. 

As an on-stage moni¬ 
tor, Altec Lansing’s new 
Model 937 does some 

amazing things— like pro¬ 
viding a coverage pattern 
that actually lets you move 

on stage without leaving 

your monitor signal behind. 
As a compact, light¬ 

weight PA system, the 
Model 937 combines 
computer-designed, Theile-Small 
tuned cabinets with newly engineered 
acoustic components for the kind of 
penetration and punch that have 
made Altec a legend in concert sys¬ 
tems and studios worldwide. 

The fact is, much of the technology 
and know-how that go into producing 

a great stage monitor also apply to 
high-level PA performance. The 
Model 937's patented Mantaray* 

Asymetrical Constant Directivity 
Horn, for instance, eliminates 

high frequency beaming for 

full-frequency response 

both on- and off-axis. In 

monitoring applications, 
this means all of your 
sound is projected across a 

significantly larger area; for 

PA use, the asymetrical 40°/ 

20° vertical dispersion of 
the Mantaray horn can be 
oriented for optimum wide 

angle coverage that lets 

you control exactly where 
the sound is projected. 

Completing the sonic 
picture is the rugged new 
12-inch ER12 Loudspeaker 

—a super-efficient acoustic 
powerhouse. Designed for extremely 
high sound output with an absolute 
minimum of distortion, the ER12 features 
a high temperature voice coil tested to 
450° F 

Constructed of reinforced 7-ply birch 

face plywood, the stand-mountable 

Model 957 deliver's all of this Altec 
Lansing performance in a system that fits 

easily into the back seat of most 

subcompact cars. 
See the 937 at your Altec Lansing 
Dealer. For more information, 

Write to: Altec Lansing 

P.O. Box 3113 
Anaheim, CA 92803 

© 1983 Altec Corporation 

was still absolutely adamant, then, that I 
was going to become a concert pianist 
some day. But one session led to 
another, and eventually I was doing bass 
and keyboard parts as well as guitar 
parts, and finally one of the producers 
asked me if I could write arrangements. 
It was a bit naughty of me to say, 'Yes, of 
course I can do that’ as fast as I did, but it 
was a way to have some fun and start 
working with orchestras. I bought a book 
called Teach Yourself Orchestration 
and went to it." As his arranging work 
grew, Trevor launched into more de¬ 
tailed study with Walter Mony, head of 
the University of South Africa’s music 
department, who taught him four full 
years of orchestration in only eighteen 
months. ("And that just proves he’s a 
brilliant teacher," laughs Trevor, “be¬ 
cause I'm a terrible student.”) 

Eventually he became quite compe¬ 
tent, and while still only eighteen and 
nineteen years old was writing for and 
conducting full orchestras in commer¬ 
cial and movie soundtrack sessions. He 
also got more than a little bit blasé about 
it. "I'd have a jingle due on a Thursday, 
and Thursday morning I'd write the 
parts. Obviously, that wasn’t very good. 
But the things I spent time on I was often 
very happy with.” 
Expertise as a musician and an 

arranger led to dissatisfaction with the 
way his work was being recorded, which 
led in turn to mastering the technical 
intricacies of the studio—skills which 
served him well when it came time for 
his last South African band, Rabbitt, to 
record. That group did two albums of 
progressive rock, Boys Will Be Boys and 
A Croak And A Grunt In The Night. They 
were released in the States by Capri¬ 
corn and met with resounding critical 
acclaim and equally resounding sales 
failure. Plans for a 77 tour of America fell 
apart. Instead, Trevor found himself pur¬ 
suing his muse to England. 

Ah, England...where Chrysalis Rec¬ 
ords, over the span of three solo albums, 
made him play heavy metal. Oy. Not that 
he dislikes heavy metal perse. Far from 
it, as “City Of Love” from the new Yes 
album amply proves. But this is a man 
whose musical tastes jump from Wes 
Montgomery to Beethoven and Shosta¬ 
kovich and back to Oscar Peterson. 
Heavy metal, by itself, just wasn’t 
enough. So when Geffen Records, snif¬ 
fing around for the players who would 
eventually become Asia, suggested he 
finish up his job as Manfred Mann’s 
latest producer and move to Los 
Angeles, Trevor was more than willing. 
Nothing came of that deal, in the end. 
But he found himself in a relaxed time, 
free of record company pressure to 
write only in one specific style, and a 
whole new batch of songs were incuba¬ 
ting...the songs that eventually would 
provide the starting point for nearly all 
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After all, Im a songwriter, 
not an engineer." 

Songwriters and engineers are not only equipped 
with very different kinds of talent, they need different 
kinds of equipment to bring those talents out. 

No one is more aware of this fact than Steve 
Kipner. He's one of the most successful songwriters in 
the country. You'll find his words and melodies behind 
many of the industry's top recording artists. Like Olivia 
Newton John's "Physical", "Heart Attack" and her 
newest hit "Twist of Fate." Other contributions include 
songs for Sheena Easton, Dolly Parton, America, and 
Laura Branigan. 

And behind Steve Kipner you'll find Soundcraft's 
400B console. Because to create the sound that both 
audiences and artists respond to, Steve prefers the 
console that responds to him. 

Steve chose the 400B for reasons that are as solid 
as gold. "I spend long hours in my home studio, and I 
never know when the creative spirit is going to strike, 
even at 3 AM. I spend time at this console laying down 
tracks, not patching and repatching, or fooling around 
with a lot of confusing controls. The Series 400B does 

what I want it to do and lets me do it easily. The quality 
of the sound is equal to expensive commercial studio 
sessions, plus I've got the comfort and control of my 
home environment. After all. I'm a songwriter not an 
engineer." 

It's easy to see why Steve chose the 400B. But of 
course, at Soundcraft we do more than build the kind 
of consoles that bring out the best in recording artists 
and songwriters. We also provide a full line of quality 
mixers to bring out the artist in the engineer. 

Soundcraft 
The Songwriter’s Choice 

Soundcraft Electronics 1517 20th Street, Santa Monica, CA 90404 
(213)453-4591 Telex: 664-923 

Soundcraft Electronics Canada, Inc. 1444 Hymus Blvd., Dorval, 
Quebec, H9P1J6 (514 ) 685-1610 Telex: 05-822582 

Soundcraft Electronics Limited 5-8 Grand Sutton Street,London, 
EC1VOBX, England Telephone: 01-251-3631 Telex: 21198 
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h y i r w- i 

Thomas Dolby 
Flat Earth (Harvest) 
Art of Noise 
Into Battle With The Art Of Noise 
(Columbia) 
. INPUT: fellow 

computers: the 
question be¬ 
fore us is: are 
human beings 
capable of 
making mu¬ 
sic? DATA: as 
your memory 
banks show, a 

long line of human thinkers—from Pyth¬ 
agoras through Augustine and Des¬ 
cartes—have held that music is a 
science governed by number theory. 
With our advanced circuits and logic 
elements, we machines have an inher¬ 
ent advantage over unstable, imprecise 
human organisms in creating music out¬ 
put. Yet these animals persist in their 
efforts. 

Flat Earth, the second long-playing 
software from unit "Thomas Dolby," is a 
mixed success. Your files on "Thomas 
Dolby" show that his earlier software did 
not integrate with our aesthetic matrix. 
While singing very much like unit "David 
Bowie"—one of our most convincing an¬ 
droids—his rhythmic/melodic sense 
was corrupted by outmoded anti-
mechanistic concepts. (FILE: Impres¬ 
sionism.) 

Emboldened by output "She Blinded 
Me With Science," "Thomas Dolby" 
emphasizes rhythm on Flat Earth's 
"Hyperactive," "Dissidents” and "White 
City." But other developments offset 
these gains to our cause. "Dolby" 
sounds more human than ever on “Mulu 
The Rain Forest," "I Scare Myself” (writ¬ 
ten by unit "Dan Hicks") and the title 
track, an emotional ballad. And promi¬ 
nent backing vocals throughout by unit 
"Adele Bertei" have too much feeling to 
compute. 

That leaves "Screen Kiss,” falling be¬ 
tween the above two poles. It's an anti-
Los Angeles diatribe couched in 
metaphor and slippery vocal phrasing 
reminiscent of unit "Elvis Costello"— 
one of our less convincing androids. All 
songs on Flat Earth are open-ended 
forms of extended length—a promising 

sign if "Thomas Dolby" is to join our 
league. His increasingly personal sing¬ 
ing and lyrics, however, may doom him 
to the ranks of humanity. 

There is no such problem with unit 
"Art of Noise." Although putatively com¬ 
posed of five individuals, including pro¬ 
ducer Trevor Horn and British rock 
writer Paul Morley, "Art of Noise" betrays 
few of the weaknesses we associate 
with humankind. Like all other British 
avant-pop trends, there is no creative 
groundbreaking here, only the extend¬ 
ing of limits (FILES: Soviet constructiv¬ 
ism, Bronx hip-hop). 

“Beat Box” is the showpiece of the 
twenty-four-minute Into Battle EP. The 
track expands upon the scratching tech¬ 
nique of "Malcolm McLaren"’s "Buffalo 
Gals” (which "Horn" produced) with cal¬ 
liope vocals (FILE: Ajax radio commer¬ 
cials, 1950s), pulverized keyboard 
fanfares and other effects, all set to 
steam-drill electronic percussion. 
"Moments In Love,” the record's other 
long cut, is slower (i.e., less industrial) 
and either adumbrates a relationship or 
is a cynical bit or word-association. Ster¬ 
ile and clanking, "Art of Noise" is a wel¬ 
come addition to our brave new world of 
music-making—the correct way. — 
FILE 338579A537922 "Scott Isler" 

Van Dyke Parks 
Jump! (Warner Bros.) 

An album like 
Van Dyke 
Parks' Jump! 
reminds one 
that the best 
quality that 
any form of 
entertainment, 
or art, can 
possess is 

mystique—the element of surprise, cul¬ 
tivated through creative self-absorption, 
and unleavened with the arrogance of 
its creator's wanting to appear smart, 
even cunning, in the marketplace. That 
so much of today’s music is a mile wide 
and an inch deep has a lot to do with the 
way entertainment of any kind is now per¬ 
ceived—as a rarified contrivance in 
search of a target audience. 

How jarringly satisfying it is, then, to 
encounter a crazy-brilliant talent in the 

true rock tradition who is doing wonder¬ 
ful things that exist and succeed solely 
on their own terms. Jump! is keyboard-
ist/composer/singer savant Van Dyke 
Parks' own interpretation of turn-of-the-
century Southern journalist Joel Chand¬ 
ler Harris' Tales of Uncle Remus—yes, 
the grist for Walt Disney's Song of the 
South. And the album is a musical gem 
and an absolute must-hearfora genera¬ 
tion unexposed to the awesomely 
melodic pastiche of Parks' 1968 Song 
Cycle LP, a moving, gently surreal hom¬ 
age to the mythic American experience 
as celebrated and codified in great 
cinema and show scores from Rodgers 
& Hammerstein and Alfred Newman 
(Randy's uncle) to Elmer Bernstein and 
Ennio Morricone. All those post-war 
aural sensibilities that honor the inno¬ 
cence that balances our ravenous 
nature: the articulate strings that edu¬ 
cate our hearts, the synthesized clavinet 
that names our reflex nihilism, and the 
clipped French horns that somehow 
heighten our emotional dimensionality 
when the lights go down—Van Dyke 
Parks labors in the vineyard of this 
highly-charged theatrical vernacular. 

Back in the mid-60s, he was predating 
and outflanking Taco's smarmy sendup 
of Cole Porter with his intelligently affec¬ 
tionate production of Anything Goes for 
Harper's Bizzare, and then lending an 
intentionally frail heroism to the Beach 
Boys when collaborating with Brian Wil¬ 
son on the impressionistic "Heroes And 
Villains" and “Surf's Up." With Discover 
America (1972) and Clang Of The Yan¬ 
kee Reaper (1975) he used restless Tri¬ 
nidad steel pan idioms as a metaphor for 
the lack of historic perspective that crip¬ 
ples the American social laboratory. 
Jump! is Parks’ greatest work yet, 

gaining momentum from all that's gone 
before, but giving voice to a dramatic 
new strength of purpose. Rarely has a 
rock framework been expanded to such 
stunning effect, with eleven song set¬ 
pieces, steeped in shades of Aaron 
Copland. Gilbert & Sullivan. Jacques 
Brel and Stephen Sondheim, that brim 
with crisp rock percussion, English 
music hall brass, hobo harmonicas and 
minstrel banjos. 

A word to the wary: this record is as 
accessible as it is delectable, and re-
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delivers 
the SM57 

That’s why it’s the only mie I use.” 
-Billy Squier 

When Billy Squier rocks he needs a microphone 
that can roll with his punches. That’s why he uses 
the Shure SM57. He’s tried other microphones but 
he always comes back. As a matter of fact, the 
SM57 was the very first mic Billy used. It’s taken 
him from small club dates to the big stages 
worldwide. 

The SM57 is the perfect microphone for rock ’n ’ 
roll. It’s got the right punch in live vocal applica¬ 
tions to rise above the music. With a presence rise 
in mid-frequencies and a fixed low frequency roll¬ 
off to minimize “boominess” in close miking. The 
well-controlled polar pattern maximizes gain be¬ 
fore feedback. Maximum gain is essential to high 
volume stage monitor applications 

ments, too. With clean, well-defined accuracy. 
The SM57 is a tough act to follow. Its rugged, 

reliable performance lets it stand up to the 
steamiest rock ’n ’ roll abuse. It can go on perform¬ 
ing even when Billy Squier is ready to call it a night. 

When it comes to hardcore rock ’n ’ roll the 
SM57 is a star. Just ask a star like Billy 
Squier. 

For more information on the com-^ 
píete line of SM Microphones, 
call or write Shure Brothers 
Inc., 222 Hartrey Ave., 
Evanston, IL 60204, 
(312) 866-2553. 

during rock ’n ’ roll performances. ■ ■ ■ ■ ■■ ® 
The SM57’s presence peak BB 

makes it right for miking instru- iBPBB MB 
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invents so much of the music of Holly¬ 
wood, Broadway, Tin Pan Alley, and post 
Brill Building pop-rock that it may leave 
you breathless and giddy. Think of Paul 
McCartney being hired to write a new 
score for Oklahoma! and actually pulling 
it off with percipience and wit. Think of 
Erich Wolfgang Korngold getting 
smashed in a juke joint with Harry Nils¬ 
son. Think of The Three Penny Opera 
with Van Dyke Parks' two cents thrown 
in—and you've gotten only a glimmer of 
how grand Jump! is. — Timothy White 

Wire Train 
...In A Chamber (415/Columbia) 
Wang Chung 
Points On A Curve (Geffen) 
China Crisis 
Working With Fire And Steel 
(Warner Bros. EP) 

It wasn't too 
long ago that 
new wave par¬ 
tisans like my¬ 
self (and most 
likely you, too) 
were sneering 
at mainstream 
rock for being 
predictable, un¬ 

threatening and nearly comatose— 
everything that the music we loved 
wasn't. Then, when the “new music 
explosion” shook up corporate hege¬ 
mony throughout the record industry, it 
looked as if we had won. Yet turn on the 
radio today and what you'll hear remains 
as predictable, unthreatening and co¬ 
matose as what we railed against 
before—except that these days, the sta¬ 
tus quo is being upheld by “new wave” 
acts instead of the old roster of 
dinosaurs. 

It’s frustrating to have all the principles 
you fought for inverted with such cavalier 
disregard for anything but profits, to have 
what you took for a solid system of 
values sold back as product and pose on 
a wholesale level. But how else would 
you explain the rise of bands like Wire 
Train, Wang Chung, China Crisis and all 
the other Flock of Haircuts wunder¬ 
kinder? 

Wire Train, at least, is easy enough to 
dismiss because of the incredible 
amount of hype the band entails. I'm not 
talking about the way Columbia is trying 
to sell the band as the greatest thing 
since cheesefood in a spray can: from 
the echo-laden jangle of the guitars to 
Federico Gil-Sola's impossible fast 
backbeat, this is music that oversells 
itself. 

The musical territory Wire Train has 
staked out isn't all that distant from what 
Translator has claimed, except that 
where Translator uses Byrds-like guitar 
flourishes and British Invasion vocal 
arrangements to hearken back to the 
vitality of the original music, Wire Train 

WIKI IKA1.X 

merely uses such devices as a quick 
means to familiarity. There's no depth to 
this music, no soul or personality: all it 
offers is well-manipulated form, which 
explains why program directors love it 
so much. 

Wang Chung, on the other hand, is a 
little harder to refute. Unlike Wire Train, 
this group makes no pretensions to 
significance—all they're interested in is 
selling a few songs, and frankly, they do 
it very well. Lead singer Jack Hues has a 
tart British tenor reminiscent of Thomas 
Dolby, and given the effortless melodi-
cism of Wang Chung's material and the 
slick efficiency of their arrangements, 
Hues has little difficulty in sinking at 
least one hook per song into the listen¬ 
er's memory. Nothing to argue with 
there, except that much the same could 
be said for the Oak Ridge Boys (over¬ 
looking the Dolby reference, of course) 
and that doesn't make them any more 
palatable, does it? 

China Crisis, at least, retains the sort 
of studio adventurousness that makes 
their disco remix of “Working With Fire 
And Steel" as interesting as the song 
itself, and though that's hardly enough to 
make me want to toss out my hip-hop 
faves, it is enough to make me play and 
replay the EP. Such tiny pleasures hardly 
speak well of what new wave has 
become, though, and are unlikely to 
make any real difference in the long run. 
Which is, perhaps, the ultimate betrayal. 
— J.D. Considine 

Various Artists 
Wild Style—Original Soundtrack 
(Animal) 
Jenny Burton 
In Black And White (Atlantic) 

As hip-hop, 
the rapping 
and scratch¬ 
ing music of 
the break danc¬ 
ers, bounces 
out of the ur¬ 
ban subcul¬ 
ture and into 
the main¬ 

stream, it's reasonable enough to expect 
the music to suffer a certain amount of 
slickening up. But as these two albums 
so effortlessly demonstrate, that's okay, 
because hip-hop is such a flash-
oriented aesthetic in the first place that 
“going commercial" seems likely only to 
sharpen its appeal. 

Wild Style is about as unvarnished a 
version of hip-hop as you’re likely to find, 
and given that it’s the soundtrack to a 
movie with only passing intentions to 
documentary accuracy, that’s not all 
that close. Certainly that’s the case with 
the studio material, scratch mixes incor¬ 
porating original music by former Blond¬ 
ie Chris Stein, and it's undoubtedly the 
case with at least part of the live ma¬ 

terial. But even if the "Basketball Throw-
down” between the Cold Crush Brothers 
and the Fantastic Freaks, a bit of rap 
braggadocio that finds the two groups 
claiming more court talent than the 
entire NBA, is more stage-business than 
real-life theater, it is no less exciting 
because of the illusion. 

Mostly, what Wild Style bristles with is 
the energy of live raps and spontaneous 
scratch mixes, the sort of dancefloor 
risk-taking that is as exciting musically 
as break dancing is visually. But you 
don't have to have a live situation to 
generate that adrenal rush: as Jenny 
Burton's In Black And White demon¬ 
strates, all you need is imagination. 

Although Burton is a good singer in 
the Donna Summer vein, with a sturdy 
vibrato and rubbery inflection, the real 
star of this album is John Robie, the 
multi-instrumentalist who put the synths 
into “Planet Rock.” Here he unleashes 
every trick he knows, from multi-tracked 
synth boogie to distortion-wracked gui¬ 
tar raunch. It gets a bit rococo at times, 
but for sheer aural excitement, it's 
damned hard to top. — J.D. Considine 

Branford Marsalis 
Scenes In The City (Columbia) 
- On his first 

album as a 
leader, saxo¬ 
phonist Bran-

Branford Marsalis ford Marsalis 
shows that he 
is comfortable 
and confident 
in the spot-

-light — thathe 
is not just the brother and sideman of the 
most celebrated trumpet player of the 
past decade. He alsoshowsthat, like his 
brother Wynton (who, incidentally, is not 
to be heard on this album, which is 
mostly a quartet affair), he knows and 
feels the jazz tradition, particularly its 
post-bop aspects. 

What is not clear on the evidence here 
is whether Marsalis is capable of 
extending that tradition rather than 
simply rehashing it. To be sure, his play¬ 
ing is powerful, passionate and 
extremely easy on the ears. But it's hard 
to listen to Scenes In The City without 
lapsing into a game of name-that-in-
fluence. 

For example, "No Backstage Pass," a 
burner with neither head nor changes 
that features Marsalis' sax backed only 
by bass (Ron Carter) and drums (Marvin 
Smith), could be a Wayne Shorter solo 
from any of the great Miles Davis Quintet 
recordings of the mid-60s. "Solstice," 
with Mulgrew Miller on piano and Marsa¬ 
lis on both tenor and soprano, is a hyp¬ 
notic modal number that could be the 
John Coltrane Quartet, circa 1962. And 
the title track, featuring the speaking 
voice of Wendell Pierce, is a reworking 
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of a Charles Mingus poetry-and-jazz 
melange first recorded in 1957. Choos¬ 
ing to record it was a savvy move on 
Marsalis' part—but he didn't create it. 

Of course, it should be kept in mind 
that Branford Marsalis is still in his early 
twenties. If he has yet to find a voice all 
his own, neither had Shorter nor Col¬ 
trane when they were his age. It will 
probably take at least another couple of 
albums to determine how much Marsa¬ 
lis has to say; for now, the fact that he 
plays and ’writes with both intelligence 
and energy, and the fact that he can 
swing his ass off. are enough to ensure 
that whatever he records will be worth 
listening to. 

But what does a promising, uncom¬ 
promising young jazz musician whose 
last name isn't Marsalis have to do to get 
a deal with a major label? — Peter 
Keepnews 

David Gilmour 
About Face (Columbia) 

There is some¬ 
thing strange¬ 
ly inconclusive 
about Pink 
Floyd solo al¬ 
bums. With ev¬ 
ery band rec¬ 
ord si nee Ani-
mals. the Floyd 
gradually be¬ 

came a concept by which we measure 
Roger Waters' pain—and his alone. 
Meanwhile, busman's holidays like 
drummer Nick Mason's avant-jazz tan¬ 
gent Ficticious Sports and ex-keyboard 
player Rick Wright's 1978 collection of 
languorous tone poems Wet Dream 
have either been so self-effacing in tone 
or so predictable in scope that they 
never reveal more than the group's in¬ 
creasing acquiescence to Waters' 
vengeful will. 

About Face, guitarist David Gilmour's 
second solo outing (and first since the 
Floyd's de lacto breakup last year), is an 
admirable, often convincing attempt to 
walk tall after filling Syd Barrett’s shoes 
and helping bear Waters' crosses for so 
long. The first track. "Until We Sleep," 
immediately obliterates any doubts 
about Gilmour's ability to take charge. 
To an arrogant locomotive grind sliced 
by metallic howls of guitar pain, he 
stacks vocal harmonies in glazed 
churchy spires and stares down the 
grim reaper ("What we sow we cannot 
reap or keep at all") with a bright choral 
hook glowing with celebration. 

"Murder" is an unnerving sequel. A 
piece of amateur poetic psychology 
("Did you get rid of all the voices in your 
head?/ Do you miss them and the 
things they said?”), it opens with folkie 
strumming and a ballad croon of the old 
"Granchester Meadows" variety. But 
Gilmour brings it to a dramatic climax 

with a Floyd-like orchestral blast that, 
unlike those on The Wall or The Final 
Cut. is more inspirational than wrathful. 

After that, Gilmour makes some stra¬ 
tegic errors with the heaving but indis¬ 
tinct pop of "Love On The Air" (one of 
two songwriting collaborations here with 
Pete Townshend) and the gray martial 
funk of "Blue Light." But the new varia¬ 
tions on the Floyd's trademark mix of 
dreamtime rhythms, space-metal guitar 
and acoustic gentility—the sleek FM 
rock kick of "All Lovers Are Deranged," 
the ironic classical gas of the symphon¬ 
ic-guitar instrumental "Let's Get Meta¬ 
physical"—suggest that the subtle 
thrust of old Floyd mind excursions like 
More and Meddle owed a lot to Gil¬ 
mour's dramatic instincts. Although it's 
no grand dip into a saucerful of secrets 
and it lacks the ego boost of those trips 
into Roger Waters' inner space, About 
Face is a fascinating sidewards glance 
at the man who put much of the heart 
into Pink Floyd. — David Fricke 

Miles Davis 
Heard Round The World (Columbia) 

Shortly before 
setting out 
to build the 
world's great¬ 
est rock band, 
Miles Davis 
convened the 
second of his 
great quintets. 
Even though 

the electric Miles which followed gar¬ 
nered him a larger audience and rede¬ 
fined the direction of American electric 
music, the stuff from the mid-60s was 
equally hot. Now with Miles’ visibility 
increasing. Columbia is digging deeper 
into its Miles Davis archives. Last year, 
they released Live At The Plugged 
Nickel, which was recorded in Chicago 
in 1965. Heard Round The World, a 
twofer with live recordings from Tokyo 
and Berlin, proceeds the Chicago date 
by over a year and includes the first 
recordings of Wayne Shorter with the 
band, as well as an idiosyncratic, short¬ 
lived earlier edition of the group with 
Sam Rivers on tenor. 

On both dates. Miles is in fine fettle, 
playing with fire and tenderness and a 
full range of purrs, blats and sharp trip¬ 
lets. With his mute, he cleverly carves 
notes to his liking before squeezing 
them out. Shorter provides a perfect foil 
with his elongated, unbalanced phrases, 
which are dreamy despite a harsh post¬ 
Coltrane tonality. Rivers is the odd duck 
on the Tokyo session, because his raw, 
robust sound is in such hard contrast to 
Davis' finesse. 

Both quintets, the one with Shorter 
and the one with Rivers, are anchored 
by the rhythm section of Herbie Han¬ 
cock, Ron Carter and Tony Williams. 
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And both rely on the familiar Miles book 
of standards from the 50s—the only stuff 
lots of folks are willing to call Real Jazz. 
But the familiarity of the material is a 
bonus, not a bane, because each player 
is fast and loose and uses rhythmic vari¬ 
ations and little harmonic tricks to keep 
everybody on their toes. The dialogue is 
as free as any in free jazz, and the 
response as pithy as any in the blites. 
But never mind what I say; the best 
recommendation comes from an elec¬ 
tric Miles funkateer who said when I 
played this for him, “I didn't know Real 
Jazz could sound this good!" — Don 
Palmer 

Laura Nyro 
Mother’s Spiritual (Columbia) 

Laura Nyro's 
first album 
since 1978 
sounds in fact 
like she never 
went away. 
The jazzy Kind 
Of Blue cool 
of her cozy 
melodies and 

crystal piano arrangements still turns a 
warm earth-mother brown in the dusky 
glow of her lullaby alto. In new songs like 
the spunky feminist tract "The Right To 
Vote" and the lusty lover's proposition 

"Melody In The Sky," with its tiptoe funk 
tensions, she continues to dance lightly 
along the thin line between the eccentric 
Brill Building high-step of "Stoney End" 
or “Wedding Bell Blues" and the Oriental 
folkie hush of her later New York Tenda-
berry meditations. 
The timelessness of that sound is 

quaintly reassuring, too, even if Nyro's 
romantic caress is now more of a mat¬ 
riarchal hug than the brash tenement 
soul squeeze of her early records. But in 
a year when young America has funky 
punk and digital boogie on the brain, 
Mother's Spiritual is an eloquent whisper 
that may never be heard above the new 
wave din. These are songs about adult 
concerns—child-rearing (the hymn-like 
“To A Child..."), the daily strains of mar¬ 
riage ("Talk To A Green Tree” with its 
simmering anger and chilly Steely Dan 
jazz fuzak), the crucial difference 
between true love and emotional secur¬ 
ity (the bittersweet girl group harmonies 
and rippling guitar of “Late For Love"). 
And they are best understood by the 
ex-hippie audience now facing those 
middle-age realities, like Ann Beattie 
New Yorker stories set to a chamber pop 
soundtrack. 

It’s a shame because the desperation 
underlining many of these songs is uni¬ 
versal, like the poignant moment in "A 
Wilderness" when Nyro sweetly con-

BACK ISSUES 
No 28 Mark Knopfler Roxy Music. DeJohnette 
No 29 Mike McDonald Capt Beefheart Oregon 
No 30 Bruce Springsteen Best in Rock & Jazz 
No 31 Steely Dan John Lennon Steve Winwood 
No 32 Talking Heads Brian Eno. Air 
No 33 The Clash Lindsey Buckingham. RS Jackson 
No 34 Tom Petty Wayne Shorter. LA Punk 
No 35 The Doors David Lindley. Carla Bley 
No 36 Grateful Dead Koolathon, Skunk Baxter 
No 37 Reggae The Rolling Stones. Rickie Lee Jones 
No 39 Cars Keyboardists. Earth. Wind & Fire 
No 40 Ringo Drummers. Devo. Rossington-Collms 
No 41 Miles Genesis. Lowell George 
No 42 Hall & Oates Zappa Jaki Byard 
No 44 Graham Parker Nick Lowe. Lester Bowie 
No 45 Willie Nelson John McLaughlin, the Motels 
No 46 Pete Townshend Warren Zevon. Squeeze 
No 47 Van Halen the Clash. Quincy Jones 
No 48 Steve Winwood Steve Miller. Brian Eno 
No 49 Neil Young Foreigner. Go-Go s 
No 50 Billy Joel Pink Floyd. Corporate Rock 
No 51 Joni Mitchell Andy Summers. Tacuma/Ulmer 
No 53 Tom Petty Don Cherry. Ric Ocasek 
No 54 Bob Seger Todd Rundgren. Randy Newman 
No 55 David Bowie i’sy Furs. U2 
No 56 The Police Home Recording Special 
No 57 Bob Marley Don Henley. Ramones 
No 58 The Kinks Marvin Gaye. Bryan Ferry 
No 59 Prince Joan Jett. Beach Boys 
No 60 Elvis Costello Motown, Culture Club 
No 62 The Stones Robert Plant. Big Country 
No 63 Australian Rock Jimmy Page. UB40. Olu Dara 
No 64 Stevie Wonder Reggae 1984. Ornette Coleman 

I have marked the issues I'd like to have. Please send 
me_magazines at $3 00 each ($4 50 for each 
copy mailed outside the U.S.) 
I have enclosed $_U.S. funds only 
Name 
Street 
City 

State Zip 
MUSICIAN, P.O. Box 701. Gloucester. MA 01930 

fesses to her young one. “I don't wanna 
crush/ The wilderness in you child/ Or 
the wildness in me.” But the context is so 
familiar, the musical setting so polite that 
only people inside that kind of family cir¬ 
cle will really understand. Nearly twenty 
years after her precocious 60s media 
splash, Laura Nyro remains one of pop's 
most articulate sirens. But here she's 
only singing for the converted. — David 
Fricke 

Native 
New World (Jamaica Records/Roulette) 

On sugar plan¬ 
tations in Ja¬ 
maica there is 
an expression 
that describes 
the worth of a 
crop as well as 
the man who 
cuts it—“de 
answer inna 

de pan." Tied to the refinement of cane, 
the maxim refers to the container in 
which crystallization ultimately takes 
place. Let's just say it’s the island equiv¬ 
alent of "what you see is what you get." 

Which brings us to the intriguing New 
World by Native, a band out of Ocho 
Rios—yes. on the less hectic and har¬ 
ried north coast of the island—that has 
for some years aspired to a sturdy fusion 
of modern dance floor R&B, rock and 
reggae; sort of an inside-out Police 
approach with a worldly emphasis on 
the ethnic underpinnings. They released 
a promising LP on RCA and another on 
the British Arista label, and it was a wel¬ 
come shift of the sluggish reggae indus¬ 
try's tradewinds that dropped the 
accomplished New World on our 
shores. 

Despite a personal obsession with the 
delineation of reggae's storied past, I’ve 
never been a purist, having thoroughly 
enjoyed the hybrid best (however slim 
the pickings) of Third World and the 
2-Tone acts, as well as the studied 
tough-mindedness of UB40—not to 
mention the California surf reggae of the 
late-1970's Shakers album on Elektra, 
and the delightful 1981 pressure-pop of 
Jah Malla on Modern Records. Native 
plays things a bit broader than all of the 
above, however, pouring even Michael 
McDonald, Abba and Marshall Cren¬ 
shaw into their darkly appealing brain 
pan, but the end Vesult is not syrupy. 

Lead vocalist Warren Mendes sounds 
like Simon Le Bon with his head 
screwed on, drummer Calvin "Rashied" 
McKenzie (formerly with the late Jacob 
Miller's fine Inner Circle) is a galloping, 
rock-wise reggae drummer with a sense 
of mission, and the Jobson brothers pro¬ 
vide a neat rhythm and bass guitar lay¬ 
ering that is nicely buffed by the 
keyboards of Peter Couch and the 
spunky leads of Peter Tole. This group is 
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“It’s getting a little scary with 
regard to the sound quality of 
these Fostex demos. 1 hear 
mixes through a very expen¬ 
sive studio playback system, 
and it’s very difficult to fault 
the fidelity of the Fostex-made 
tapes. 

“As a manager, just because 
we also represent a major 
recording studio doesn’t mean 

we want the acts we repre¬ 
sent to go in there and waste 
a lot of time and a lot of 
dollars. We like, and we like 
the people we represent, to 
make money. And you don't 
make it if you spend it all in 
the studio. 

“Fostex is great because it’s so 
efficient. It’s time, it’s money, 

it’s creative freedom. As 
important as anything else is 
the fact that artists save time 
creatively. When you’re not 
tired creatively, your juices are 
flowing. And you get a better 
product.” 
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trying to import the sensibilities and 
musical insights of a Jamaican genera¬ 
tion that grew up on Toots, the Wailers, 
Deniece Williams (who appears on the 
LP), Earth, Wind & Fire and American 
pop, and their experimental efforts are to 
be commended. If “Anything Once" 
rocks a tad too soft in the direction of 
Toto, it's tempered by the ABC-like 
shadings of “Anywhere On Earth” and 
the unabashed Crenshaw-like allure of 
"Action,” while “Take A Chance On 
Love” is a spare, pumping pop raveup of 
a hit that a certain contentious Swedish 
group would/should have journeyed 
down to Kingston to cut enroute to a new 
unity of purpose. Move over quasi-Pitts-
burgh flashdancers! The boys from 
Ocho Rios have something smartly 
sweet to say! And they’re Native. Really. 
— Timothy White 

Anthony Davis 
Hemispheres (Gramavision) 

Commissioned 
by Molissa 
Fenley to ac¬ 
company her 
choreography 
for the Next 
Wave Festival 
at the Brook¬ 
lyn Academy of 
Music, Hemi¬ 

spheres is a five-part suite with a ritual 
dance quality all its own. "Ifa: The 
Oracle—Esu The Trickster” even util¬ 
izes “the intricate counting system of the 
dance as a mathematical system for the 
movement's rhythmical structure,” as 
pianist/composer Anthony Davis puts it 
in his liner note. Unlike some of Davis’ 
earlier compositions, which at times had 
a tendency to get lost in their own 
mathematical puzzles of rhythm and 
harmony, Hemispheres reflects an artis¬ 
tic maturity that breathes fresh life, and 
Davis attains a level of intensity and 
warmth not always associated with him. 
Hemispheres is probably also Davis’ 

finest performance, and his current 
group (Leo Smith, trumpet; George 
Lewis, trombone; Dwight Andrews and 
J.D. Parran, woodwinds; Shem Guib-
bory, violin; Eugene Friesen, cello; Rick 
Rozie, bass; Dave Samuels, vibes and 
marimbas; Pheeroan akLaff, percus¬ 
sion) delivers a virtuoso performance. 
Lewis, whose perfect balance of intel¬ 
lect and expression never ceases to 
amaze me, has a dazzling solo on "Little 
Richard’s New Wave.” “A Walk Through 
The Shadow," always a meditation in its 
earlier, colder versions, burgeons with 
the delights of a revelation here. Davis 
has been working with roughly this same 
configuration of strings, woodwinds, 
brass and percussion for some time 
now, but never has his understanding of 
how to orchestrate them been more 
refined yet powerful. Davis has received 

Anthony Davis 

some of the criticism leveled at all com¬ 
posers of modern Western repetition 
music: that his writing is cold and disem¬ 
bodied, only opaquely mirroring the 
Third World traditions from which it 
springs. There's never been any ques¬ 
tion of Davis' talent, but time has devel¬ 
oped it into a more fully rounded artistic 
conception. There's more soul where 
there was always intellect, and Davis is 
a more complete composer for it. — 
Cliff Tinder 

James Blood Ulmer 
Odyssey (Columbia) 

Just when you 
thought Blood 
Ulmer was 
about to com¬ 
plete his trans¬ 
formation from 
hyperactive 
jazz guitarist 
to Hendrix-in¬ 
spired singer/ 

songwriter, Odyssey presents him in the 
new role of futuristic bluesman, in a no¬ 
frills trio with drums and electric violin. 
The Lightnin’ Hopkins-on-acid concept 
seems appropriate enough, given the 
rural blues trappings that have always 
been part of Ulmer's raw sound: the 
vaguely out-of-tune guitar, the loose 
time and passionately frayed chords, 
the lazy articulation as a singer. 

His harmolodic training and occasion¬ 
ally elegant songwriting aside, Ulmer is 
a primitive whose range of feeling has 
never been bounded by the limits of his 
technique (a description which serves 
for backbeat-bashing drummer Warren 
Benbow as well). Though his playing is 
characteristically urgent, Ulmer mostly 
assumes the rhythm chores here; he 
cuts loose on "Swing & Things," sound¬ 
ing at times eerily like Scotty Moore. 

Wah-wah violinist Charles Burnham 
mixes backwoods sawing with sinewy, 
Hendrixy lead lines, yet he's mixed fairly 
low so neither he nor Ulmer dominates. 
The emphasis here is on ensemble 
cohesion, but the end results are at 
times somewhat sketchy. There are only 
three vocal numbers, including a loping, 
stripped-down reprise of "Are You Glad 
To Be In America?,” and the violinist 
plays best when he has a strong vocal 
melody to react to—hear his loopy 
phrases in answer to Ulmer's happy 
moaning and dancing chords on “Little 
Red House”—or when he's given a hook 
of his own to work from, as on the “Frere 
Jacques" variant "Election." 

Several of Odyssey’s jams have an 
unfinished quality, which reinforces the 
music’s Delta-shack feel. But at least 
Ulmer hasn't become complacent. His 
search for new modes of expression 
suggests that Blood the bandleader is 
as restless as Blood the jittery guitarist. 
— Kevin Whitehead 
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ROCK 
IS H O R T 
Steve Bassett — Steve Bassett (Colum¬ 
bia). This is blue-eyed soul in the grand 
tradition, from Bassett's gospel-cured 
croon right down to Jerry Wexler and 
Barry Beckett's patented Muscle Shoals 
groove. The latter isn’t always an advan¬ 
tage, as at times the rhythm section 
seems polished to the verge of slick¬ 
ness, but Bassett's voice, which falls 
somewhere between Jimmy Buffett’s 
drawl and Lee Dorsey's warble, rings 
true no matter what goes on behind him. 
In fact, he takes on the likes of General 
Johnson's “Only Love Can Mend A 
Broken Heart” and Chuck Jackson’s “I 
Don't Want To Cry” and sings them as if 
he owned them—and how often do you 
get to hear any kind of soul singer with 
that much authority? 
The Everly Brothers — Reunion Con¬ 
cert (Passport). Historic or not, the best 
thing about this reunion is it shows that 
some things never change, and the 
Everly Brothers’ ability to harmonize is 
one of them. Sure, there aren't many 
surprises in the song selection, and the 
arrangements sound pretty much as 
you remember them, but if that didn’t 
stop you from buying Simon & Garfun¬ 
kel's reunion album, it certainly shouldn't 
keep you away from this. 
Bill Nelson — Vistamix (Portrait). At 
once opulent and ascetic, Bill Nelson’s 
music has the perfect angle on high-
tech romanticism. It isn’t that Nelson 
doesn't feel deeply, just that his emo¬ 
tions come across as clean, neat and 
totally contained, giving his studio con¬ 
structions a sense of heart but keeping 
passion from gumming up the precision 
of his coolly clattering rhythm arrange¬ 
ments or warming up the frosty bite of 
his guitar and vocals. And because this 
collection culls the sharpest cuts from 
his last three solo albums, it's never less 
than dazzling. 
The LeRoi Brothers — Forget About 
The Danger... Think Of The Fun (Colum¬ 
bia). Five Texans, none of whom are 
named LeRoi, playing the same sort of 
rock and blues as the Fabulous 
Thunderbirds but with even more reck¬ 
less abandon, if that's possible. As for 
the six songs on this mini-LR all I can 
say is that I wish there were six more just 
like ’em, and that “DWI” offers the best 
picture of Texas driving habits since 

ZZTop's “Arrested for Driving While 
Blind.” 
The Speedboys — Look What Love’s 
Done To Me Now (I Like Mike). The 
Speedboys have a solid grip on rock ’n’ 
roll basics, which you’d expect from an 
ace bar band, buttressed by an uncanny 
ability to refit the pieces so that you’re 
faced with something simultaneously 
new and familiar. Throw in a songwriter 
as inventive as Robert Bobby, whose 
wordplay ranges from jokes as playful 
as “Anna," a lovesong to anabolic ste¬ 
roids (the weightlifter's friend), to meta¬ 
phors as searing as “Hearts Like Atoms 
Split," and you’re left with one of the best 
rock records you're likely to hear this 
year. (R.D. 2, Box 941, Holtwood, PA 
17532) 
Various Artists — The Best Of Louie. 
Louie (Rhino). If ten versions of the ga¬ 
rage rock national anthem strikes you as 
redundant, you may be reading the 
wrong column. From the original 
Richard Berry, through the Kingsmento 
Black Flag, this is everything you'll ever 
need to refute the argument that three-
chord rock is artistically limiting. (1201 
Olympic Boulevard, Santa Monica, CA 
90404) 
Christine McVie — Christine McVie 
(Warner Bros.). Less a solo album than a 
one-fifth scale rendering of Fleetwood 
Mac, this is eminently listenable, predic¬ 
tably safe. Given the ease with which 
McVie recapitulates the basics of SoCal 
soft rock, that’s as it should be But 
where Fleetwood Mac would transfigure 
that vocabulary through gut-level emo¬ 
tional involvement, Christine McVie 
remains content to flog those formulas 
all the way to the bank—which is much 
less than it ought to be. 
Mitchell Froom — The Key Of Cool 
(Slash). This is "cool" on a lot of levels, 
from the chilly textures of Froom’s elec¬ 
tronics to the hipster appropriation of 
bebop harmonics in his writing. What's 
really cool, though, is the wit that ani¬ 
mates this synthesis of aesthetics, 
keeping the music teetering on the brink 
between alienated pathos and cartoon¬ 
ish bathos. In short, the ideal record to 
play while waiting for them to drop the 
big one. 
Judas Priest — Defenders Of The Faith 
(Columbia). The miracle of heavy metal 

isn't that these guys can pound out the 
same riffs from album to album—it's that 
they can make those same riffs sound 
fiercer with each reiteration. Judas Priest 
may well be the best at this, for between 
the twin-guitar assault and Rob Halford’s 
back-from-hell vocals, this is an album 
guaranteed to make you want to loot and 
pillage. Or just stand on your chair and 
scream, like everybody else at a heavy 
metal show. 
Musical Youth — Different Style (MCA). 
The difference, in case you're wonder¬ 
ing, is that in addition to the expected 
reggae bubblegum, we get an equal 
amount of Urban Contemporary bubble¬ 
gum. But, in the interests of Truth in 
Packaging, the album has a comic 
inside, just like the Bazooka gum of your 
youth. 
Utopia — Oblivion (Passport). Further 
proof that “Utopia" is derived from the 
Latin word for "nowhere.” 
Dwight Twilley — Jungle (EMI Amer¬ 
ica). Between the effortless melodicism 
of the vocals and the electronic glaze of 
the backing tracks, this might easily be 
described as the Raspberries Go Synth-
Crazy. Except that the ’Berries would 
tend to leave a soft core where Twilley 
hides his rock 'n' roll heart, and that dif¬ 
ference is enough to raise Jungle above 
the pack and keep it in your active play 
pile for months to come. 
Richard Mazda — Hands Of Fate (1RS). 
White-boy technofunk wears thin rather 
quickly, so perhaps it would be wiser not 
to lump Mazda in with the latest dance¬ 
floor wonders. Sure, you can shake it to 
what these lads are putting down, but 
where the usual rules suggest antiseptic 
textures and no sharp edges, Mazda 
goes in for brash bursts of trumpet, 
jagged guitar and an invigorating sense 
of clutter. As a result, there's enough to 
this music to bear up under heavy scru¬ 
tiny and repeated listening—or a lot of 
dancing, if that’s re.ally all your’re after. 
Gregory Isaacs — Out Deh! (Mango). 
As the reigning king of lover's rock, 
Isaacs boasts the sexiest croon this side 
of Marvin Gaye; but if you have any of his 
other albums, you probably know that 
already. What makes this one worth¬ 
while, aside from the usual fine singing, 
is the imaginative backing by the Roots 
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BY FRANCIS DAVIS 

Big Band Jazz (Smithsonian Collection); 
Duke Ellington — All Star Road Band 
(Doctor Jazz/CBS). As you might 
expect from an anthology compiled by 
Martin Williams and Gunther Schuller, 
history rather than nostalgia governed 
the selections on the Smithsonian's six-
record big band era retrospective, and 
the revisionist (but inarguable in 
most cases) point of view that emerges is 
one that values the contributions of 
composer/arrangers over those of 
soloists and singers. Along the way, 
Henderson. Moten, Hines, Webb, Lunce-
ford, Goodman. Basie, Ellington, Her¬ 
man, Gillespie and Thornhill are duly 
celebrated; Whiteman, Dorsey, Shaw 
and Kenton are at least partially vindi¬ 
cated by context; and tantalizing foot¬ 
notes like Jessie Stone, the Missourians, 
and Elliot Lawrence are finally elevated 
to their rightful places within the main 
body of the narrative. Indispensible, and 
a sheer delight from start to finish. (Avail¬ 
able for $41.96 plus $3.50 shipping and 
handling from Smithsonian Recordings. 
PO. Box 10230, Des Moines, Iowa 
50336.) The newly unearthed Ellington 
double—vibrantly recorded at a 1957 
dance concert in the Alleghenies—is at 
once a revealing addition to the Ellington 
discography and a fortuitous compan¬ 
ion volume to the Smithsonian box, offer¬ 
ing the thrill of hearing the greatest and 
most durable of the big bands transcend 
such prohibitions to creativityasa large¬ 
ly stock repertoire, road fatigue and the 
social functions demanded of jazzmen 
by their audiences. If only more "live" 
records radiated so powerful a sense of 
lives well led! 
Classic Pianos — (Doctor Jazz/CBS); 
Earl Hines — The Legendary Little 
Theater Concert Of 1964, Volumes 1 & 2 
(Muse). Drawing from the Signature 
catalog of the early-40s, Classic Pianos 
would be a welcome reissue if only for 
blowing the dust off four of Erroll 
Garner's first recordings and two of 
James R Johnson's last. But it offers 
additional satisfactions in two cuts by 
the down-and-dirty Chicagoan Art 
Hodes and what amounts to a boister¬ 
ous four-part tribute to Fats Waller by 
Earl Hines. Twenty years later, the sem¬ 
piternal Hines was still playing Waller— 
and whatever else popped into his 

head—with undiminished facility and 
imagination, and the Muse double col¬ 
lects the prodigious overflow from the 
landmark recital that vaulted him back 
into the spotlight after a decade or so of 
unaccountable neglect. (More From The 
Little Theater Concert might have been 
a better title; regrettably, a Focus LP 
issued in 1965 has long been out of print. 
But the music presented here is emi¬ 
nently worthy of preservation in its own 
right.) 
Sphere — Flight Path (Elektra/Musi¬ 
cian). Only one Monk tune this time 
around, beautifully played, of course, but 
the economy and cunning wit of the 
group's originals and its delicious 
arrangement of the standard "If I Should 
Lose You” confirm that Monk's dictums 
still apply. Charlie Rouse sounds as 
exuberant as ever, and the Kenny Bar-
ron/Buster Williams/Ben Riley rhythm 
section is surely one of the finest in con¬ 
temporary jazz. 
Ricky Ford — Future’s Gold (Muse). 
Fine as all his Muse LPs have been (and 
this newest, with guitarist Larry Coryell 
impersonating a second horn, might be 
the finest of the bunch), none of them 
captures the power this gifted young 
tenorist generated with Mingus (and 
continues to generate live). Radicals 
who can shake you to your very founda¬ 
tions are becoming a dime a dozen; neo¬ 
traditionalists who can do it are indeed 
rare. So I'm not suggesting Ford march 
to a different drummer, but he might try 
recording with a drummer vastly differ¬ 
ent from the smooth old pro Jimmy 
Cobb 
Chick Corea & Gary Burton — Lyric 
Suite For.Sextet (ECM). Basically a ser¬ 
ies of Burton/Corea duets accompa¬ 
nied by string quartet (and saccharine 
and anemic for all its Bartokian peasant 
bustle), this comes off as one more futile 
attempt to swing the classics, for which 
it would be easy to blame the string play¬ 
ers. I blame composer Corea; swing is 
something you impart by example. 
Billy Bang - Untitled Gift (Anima, from 
New Music Distribution Service, 500 
Broadway, New York, NY 10012). Com¬ 
ing on the heels of Bang's brilliant writing 
for orchestra on Outline No. 12, the 
release of this vigorous quartet date 
recorded five months earlier seems a bit 

anticlimactic in terms of the violinist's 
burgeoning career. But like all of Bang's 
records so far. this one offers distinctive 
pleasures, not the least of them the 
scraping interplay between Bang and 
Don Cherry on two Ornette Coleman 
themes, and a Bang original rustic and 
cosmopolitan enough to pass as a Cole¬ 
man homage. 
Joe McPhee — Oleo (hat MUSICS/ 
N.M.D.S.). Upstate New Yorker McPhee 
is the Ira Sullivan of the international 
post-Ayler underground; a multi-instru¬ 
mentalist equally accomplished on 
trumpet and tenor saxophone. In his 
range of material, too, McPhee is brac-
ingly eclectic, his idiosyncratic takes on 
Rollins and Golson conveying as much 
mulling disquiet as his free improvisa¬ 
tions for quartet on what is probably the 
most consistently rewarding of the 
dozen or so albums he has released. 
Art Pepper & George Cables — Tete a 
Tete (Galaxy): Chet Baker — Someday 
My Prince Will Come (Steeplechase); 
Jimmy Raney & Doug Raney — Nar¬ 
dis (Steeplechase). Dominated by bal¬ 
lads unflinching in their explorations of 
longing and despair, the second (and 
final?) volume of Pepper/Cables duets 
is a far more moving final testament than 
the volume issued following Pepper's 
death in 1982. Trumpeter Baker, Pepper's 
confederate from the halcyon days of 
West Coast jazz, is another to-hell-and-
back survivor whose solos sting with de¬ 
tails from that harrowing trip. Someday 
My Prince... upholds the high standards 
set by the three previous albums featur¬ 
ing Baker in a warm trio setting, with 
guitarist Doug Raney and bassist NHÖP 
Meanwhile, Raney joins his illustrious 
father on Nardis, which could serve as a 
primer for aspiring guitarists, both in 
terms of the technique both guitarists 
display in such generous abundance, 
and the gentle reminder they offer that 
lyricism is what you strive for once tech¬ 
nique has become second nature. 
Hank Crawford — Indigo Blue (Mile¬ 
stone). A worthy successor to last year’s 
Midnight Rambler, this again spotlights 
the ex-Ray Charles altoist’s rollicking lit¬ 
tle (studio only, so far) jump band, with 
Dr. John's sly piano, Pretty Purdie's invig¬ 
orating drumming and Marvin Sparks’ 
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“The Chroma. A tremendous instrument 
overall. Totally user-programmable. Split keyboard 
at any point of the manual. Incredible percussion 
features, like arpeggio with programmable speed. 
And my favorite—the inverted keyboard (mirror 
system). There’s no other synthesizer today with 
this function!’ 

“And after 74 concerts and travel through 3 
continents, it’s been absolutely problem-free!’ 

Chroma keyboards are produits oí Fender MusraJ Instruments Chroma 



Classified 
BOOKS & PUBLICATIONS 

ROCK MUSIC BOOKS at DISCOUNT PRICES. 
OZZY OSBOURNE Songbook $8 95. PRIEST 
Anthology $8 95 BILLY SQUIER SONGBOOK 
$9 95 ZEPPELIN Complete Guitar $9 95. SAB¬ 
BATH Shattering Sounds $6 95 Best of ZEPPELIN 
$5 95 VAN HALEN I & II $12 95 CUSTOMISING 
YOUR ELECTRIC GUITAR $7 95. Electronic Prop 
ects For Musicians $14 95 Guitar Gadgets $14 95 
RUSH Complete $19 95 38 SPECIAL Anthology 
$10 95 DEF LEPPARD Songbook $1095 FREE 
CATALOG: DISCOUNT MUSIC WAREHOUSE. PO 
Box 212M. Lindenhurst. NY 11757. 

NOVUS. Hawaii's contemporary music magazine 
that keeps you in touch with Paradise. Interviews, 
concert and record reviews, and articles focused on 
the current scene in Hawaii $10 00/year NOVUS. 
PO Box 152. Honolulu. Hawaii 96810. 

KATE BUSH (MAG) BREAK-THROUGH 
All about Kate and her North American fans. Issue 
three $3 00 Issues one & two $2.00 each BREAK¬ 
THROUGH. Box 160M. Hartney. Manitoba. ROM 
OXO. Canada. (Inquire about BUSH-CON. a fan 
convention set for the Winnipeg Art Gallery, Sat 
June 30. 1984 SASE please.) 

BOOKINGS 
NATIONAL CLUB AND COLLEGE CIRCUITS 
Now in operation Major sponsorship and promotion. 
Over 5 000 listings for all types of acts. Agent con¬ 
tacts also For immediate delivery send $1 00 for 
newsletter PERFORMING ARTISTS NETWORK OF 
NORTH AMERICA. PO Box 162-1. Skippack. PA 
19474 (215) 489-4640 

EMPLOYMENT 
FIND BANDS TO JOIN. Find musiciansand gigs. 
Write MUSICIANS NATIONAL HOTLINE Box 
7733, Murray. UT 84107. Phone (801) 268-2000. 

INSTRUCTIONS 

HEAVY METAL 
GUITAR TRICKS 

You can learn the tricks of the 
stars1 Easy to learn no need to 
read notes! Impress your friends 1 

Don t put it off Be a star today! 
Send $3 to: 

RISING ROCKERZ 
PO. Box 687(M). 

PORT CHESTER. NY 10573 

WALT ECKSTEIN PIANO TUNING COURSE: 
Amazing new kit includes video and audio cassettes, 
transparencies, illustrated text, tools and more Like 
having a piano tuning technician in your home. 
Write for free brochure P.O Box 441. Oceanside. 
CA 92054 (619) 722-2040 

GUITAR INSTRUCTION BOOK The Right 
Touch—the art of hammering with the right hand. 
(Van Halen technique) $8 00. Scale Power (modes) 
$5 95. Sight Reading on Guitar $6.95 Teach Your¬ 
self Lead $6 95 Teach Yourself Rock Bass $6 95. 
Harmonics For Electric Bass $7.95 Bass Guitar 
Complete $9 95 Pat Martino Linear Expressions 
$9.95 Playing Bar-Chords $5 95. Free catalog: DIS 
COUNT MUSIC WAREHOUSE. P.O Box 212M. Lin¬ 
denhurst. NY 11757 

The Music Business Institute 
A CAREER PROGRAM IN MUSIC course includes 
recording, studio, concert and video production: artist 
representation and management, retailing and whole¬ 
saling. record promotion and marketing, copyright and 
music industry law. songwriters and music publishing, 
and more Employment assistance Accredited financial 
aid available Write for free brochure and career guide 
MBi Dept M. 3376 Peachtree Rd. NE. Atlanta GA 
30326 (404) 231-3303_ 

VINTAGE USED & NEW INSTRUMENTS. 
Guitars, banjos, mandolins, keyboards, amps 
accessories. Free stock list and catalog. METRO 
MUSIC. Box 12191. Albany. NY 12212. (518 ) 458-
7717 Mon —Sat We buy used instruments. We ship 
anywhere 

LEARN RECORDING ENGINEERING by top 
pro instructors. 2-24 tracks. Eight sessions year-
round Check with us before deciding Free brochure 
JTM WORKSHOP (814) 797 5883. Knox. PA 16232 

INSTRUMENTS 
DRUMMERS’ Drum Recovering Kits are avail¬ 
able1 Over 30 choices for Pearls. Sparkles. Flames 
and Woodgrains Send S1 00 for full info and sam¬ 
ples (refundable on first purchase) Precision Drum 
Company, Dept A. 151 California Rd . Yorktown 
Heights. NY 10598 

LEFT-HAND GUITAR SHOP. New. Used and 
Vintage, complete access Write 6615 Backlick Rd 
Springfield. VA 22150. (703) 451-0752. 

FANTASTIC DISCOUNT ON STRINGS, 
reeds, etc, ..for free catalog write RITCHIE'S 
MUSIC. 50 West Main St. Rockaway. NJ 07866. 

IT PAYS TO ADVERTISE IN MUSICIAN 
CLASSIFIEDS — CALL CINDY AT 

(617) 281-3110 

USED SYNCLAVIER II FOR SALE: 7 months, 
from $53.000 down to $38,000: CARLOS SCHAFER 
3611 SW 117 Ave . «408. Miami. FL 33175 (305) 
559-4557. 

EFFECTS—STRINGS: All major brands. Low¬ 
est prices anywhere Send S1 00 for catalog worth 
$3.00 off first purchase. NSM DISCOUNT MUSIC. 
107 Munroe Street. Lynn. MA 01901. 

VINTAGE INSTRUMENTS FOR SALE: 
Guitars, Mandolins, Banjos, Rock, Bluegrass, Jazz. 
Send for free in-stock list LARK STREET MUSIC. 
221 Lark Street. Albany. NY 12210. (518) 463-6033 
except Saturday. Always buying used instruments. 
We ship everywhere. 

STRINGS. PICKS. PICKUPS at Discount Prices! 
We carry only high quality name brand mer¬ 
chandise FREE price list Mail America. P.O Bex 
8939. Baltimore. MD 21222. 

FREE CATALOG-UNBELIEVABLE DISCOUNTS 
on all accessories and instruments. Write: STIX-N-
FRETS. P.O Box 49. Smithtown. NY 11787. 

SAM ASH MUSIC STORES Mail Order Service. 
Deal with the Professionals NYC's largest inven¬ 
tory and best prices on musical instruments, sound 
and recording gear 1 -(800)-645-3518 N Y state 
1 (800)-632-2322. 

DRUMMERS! GREAT PRICES ON STICKS 
heads, etc. Send or call for free catalog: NJ PER¬ 
CUSSION CENTER. 50 W Mam Street. Rockaway 
NJ 07866. (201) 625-8134. 

YAMAHA CS-50 SYNTHESIZER, excellent 
condition. $1.100 OBO: AUREUS. 10625 S.W 88th 
Street. Miami. FL 33176. (305) 233-7017 
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FREE 
MAIL 

more. 

Tuners, amplif 
keyboards, 
drum 
easy to 

name 

address 

I city_state_zip _ | 

■ UMA Electronics, Inc. ■ 
1 Dept. 4-M, 1020 W. Wilshire Blvd. ■ 

I Oklahoma City, OK 73116 ■ 800-654-8657 9AM-5PM CST M-fI 

MISCELLANEOUS 
SATIN PANTS, etc. for entertainers, etc Write/ 
call for catalog: enclose $1.00. refundable with 
order SATIN SALES. Dept 34 7 South 5th Street 
Minneapolis. MN 55402 (612) 333-5045. 

SMOKING AND SNUFF ACCESSORIES. 
Send $2 for our catalog of the very finest in contem¬ 
porary smoking and snuff accessories HIGH 
CLASS. 4009 Pacific Coast Highway. Dept. M, Tor¬ 
rance. CA 90505 

LIFESTYLE ACCESSORIES BY MAIL lor 
people who enjoy life's simple pleasures Send for 
our FREE CATALOG: KEEP THE FAITH ENT. PO 
Box 2141. Southhampton. L.I.. NY 11968 

REMOVES VOCALS FROM RECORDS! 
Our VOCAL ELIMINATOR can remove most or 

virtually all of a lead vocal from a standard stereo 
record and leave most of the background untouched! 
Record with your voice or perform live with the 
backgrounds. Gsed in Professional Performance yet 
connects easily to a home component stereo 
system. Not an equalizer! We can prove it works over 
the phone. Write or call for a free brochure and demo 
record. 
Write to: LT Sound, Dept. MU, PO Box 338 

Stone Mountain, GA 30086 
In Georgia Call (404)493 1258 

TOLL FREE: 1-800-241-3005 — Ext. 64 

MUSICIANS 
1984 MUSIC BUSINESS DIRECTORY—Com¬ 
plete current listing of over 1.000 Record Companies. 
Music Publishers. Producers. Managers and Book¬ 
ing Agents Send $9 95 check or money order to 
TOP TEN MUSIC. 130 West 72 St. New York City. 
NY 10023 

1984 CONTACT LISTING: LA.. N.Y.. Nashville& 
more Complete names, addresses & phone Musi¬ 
cians Mini-Guide To Home Multi-Track, $5.95 each 
plus $1 00 postage/handling P B A . PO Box 532. 
Lowell. MA 01854 RACK MOUNTABLE ANALOG 
DELAY $149 95. 50 cents for brochure to same. 

OPPORTUNITIES 
WANTED: Lead multi-keyboardist for three-piece 
original musical project. For more information write: 
RAYMOND LAUCELLA. 469 Cook Street. Denver. 
CO 80206 Please include resume, equipment list, 
tape if available. 

WANTED 3/4-mch videotapes of bands’ original 
material for national music video television show 
Mail to: PICA. 2308 Brae La.. Arden. DE 19810 
Enclose S.A.S.E if return necessary. 

PHOTOS & POSTERS 
COLOR CONCERT PHOTOS1 Huge selection, 
hundreds of rock, country, southern bands Send 
$1.00 for beautiful illustrated photo catalog. Mention 
your favorite. SMILE PHOTOS LTD.. Box 15293-M. 
Chesapeake. VA 23320-0293 

HANK WILLIAMS — Unpublished backstage 
photos of Hank Prints from original negatives From 
collection of Opry performer DAVID WILDS. Box 
14517. Portland. OR 97214 

PROMO POSTERS. Send $6 50 for Doors Alive. 
She Cried ’ (24 x 24 ) or Genesis Genesis (20 " x 
30 ') Catalog $1 TOM'S RECORDS. 1642 West 
Univ. Avenue. Gainesville. FL 32603. 
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Carvin "X" Seríes Amplifiers 
The Sound that Professional's Want! 

The All Tube X-Amp has the warm tube sound that you’re look-
ng for. Professional Groups like Heart, Elvin Bishop, Starship, Roy 
Tark, Alabama, Missing Persons, Frank Zappa, and Marshall 
ucker are using the X-Amp because it has the “Sound” and 
Reliability” they need. 
As shown, the loaded “XVI12E” X-Amp features Series Pre-Amp 

ubes for Normal to Sustain switching, Hammond Reverb, Graphic 
:Q, Active Tone Circuits, Buffered Effects Loop, Isolated Chassis, 
00W RMS, and a Pro EVM-12L speaker, all for $629. For special 
)ak enclosure add $100. 

If you haven’t tried the Carvin X-Amp, you may be missing an im¬ 
portant part of your music. Try it on the job for 10 days and if not 
convinced that it’s better than amps selling for twice the price, we’ll 
refund your money. Buy Direct and expect “Fast Action” mail order 
service. Use your Mastercard or Visa for convenience. 

Send for your FREE 84 page Carvin Catalog today or include $2 
for First Class mail, $5 foreign. 

Write: Carvin, Dept.MP-57, 1155 Industrial Ave., 
Escondido, CA 92025 

For Product Information 
TOLL FREE 800-854-2235 
Calif. 800-542-6070 

The compact X-30 and X-60 amps represent the same “State of the 
rt” tube technology as the XVI12E featuring Series Pre-Amp tubes for 
ormal to Sustain switching, Hammond Reverb, Active Tone Circuits, 
olated Chassis, 30 or 60 watts of dynamic tube power, and the popular 
12M-70Celestion 12” speaker. Factory Direct prices are $329 for the 
30 and $399 for the X-60 fully loaded as described. 

Guitar Player Magazine 
“Carv/n has produced an affordable and versatile amp for the lead 

player that is astonishingly good in comparison to anything on the 
market (some at a much higher price)!" Dec. 83 issue 
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CHEAPOS 

‘‘When your music 
demands quality 

and performance." 

Send for free brochure 

475 OAKLAND AVE. • STATEN ISLAND. NY • 10310 
(212) 447-7500 FREE BROCHURE 

Rock Shorts from page 108 
Radies, who seem determined to make 
Sly & Robbie sound old-fashioned in 
their approach to rhythm arranging. 
Pointer Sisters — Break Out (Planet). 
Give these three a copy of last week's 
Wall Street Journal and it'll sound hit¬ 
bound, so there isn't much point in com¬ 
plaining about the unevenness of the 
material here. Rather, what bugs me is 
that as exciting as the contrast between 
the synth-based rhythm tracks and the 
Pointers’ exquisitely human vocals is on 
the likes of "Automatic" and "Dance 
Electric," that same chemistry barely fiz¬ 
zles through at least half of the album. 
What broke? 

Jazz Shorts from page 110 
blues buster guitar. And Crawford’s soul¬ 
ful, cliche-free solos are again worth the 
price of admission all by themselves. 
Neil B. Rolnick — Solos (1750 Arch/ 
N.M.D.S.). All experimental music should 
be as vivacious as Rolnick's “Wonder-
ous Love," a set of free variations upon a 
shape-note hymn for trombonist George 
Lewis and computer-generated tape, 
which is Coplandesque in its grandeur 
and Chaplinesque in its likeable blunder. 
Rolnick's other "solos" (for flutist Robert 
Dick, percussionist Gordon Gottlieb and 
the composer himself on Synclavier II) 
are equally engrossing, if slightly less 
charming. 

RECORDS & TAPES 
JAPANESE PRESSINGS: Best in the world. 
Many out of print in U.S. Low prices. Two catalogues. 
Jazz and Rock. $3 50 each. Refundable with order. 
Visa/Mastercharge SCHOOLKIDS RECORDS. 
Dept. M523, E. Liberty. Ann Arbor, Ml 48104. 

NEW WAVE COMING—BE PREPARED! 
Duran. Clash. Adam Ant, Stray Cats, Men At Work. 
Devo, U2—many more1 S.A.S.E.or25 cents: MUSIC 
UNLIMITED. P.O. Box 25388-M. Washington, DC 
20007. 

WORLD S LARGEST RECORD COLLECTORS 
magazine—Goldmine: over 50.000 records offered 
each monthly issue. All types, all labels. Plus inter¬ 
views with recording stars, past and present. 50s 
and 60s rock, country western, new wave, blues. 
Sample $2.50 12 issues $20 00 (U S only) GOLD¬ 
MINE. Dept AA5, Iola. Wl 54990 

MORE THAN 2000 JAZZ GUITAR ALBUMS. 
Out of print, foreign, domestic. Send $2.00 for 72-
page catalog, free auction list. Write: ROBERT 
YELIN. PO Box 3436, Littleton, CO 80161 

"Beyond what was seen on stage was the 
wilderness emanating from the pit, and the 
audience went mad." SAMPLE CASSETTE and 
catalog $2 postpaid John Oswald (MU), 153 Robert 
Street, Toronto M5S 2K6, Canada. 

MUSIC LOVERS! Albums and cassettes at 
LOWER than store prices. FREE catalog/info: 
ENTERTAINMENT PLUS. PO Box 442-M, Lyn¬ 
brook. NY 11563. 

SERVICES 
RUN YOUR CLASSIFIED AD nAmericas#! 
Trade Music Magazine. ABC audited. $1 55 per 
word. Display $64.00 per column inch. Major credit 
cards accepted. Call Jeff at BILLBOARD MAGA¬ 
ZINE. (800) 223-7524 

T-SHIRTS 
CUSTOM T-SHIRTS, BUTTONS & MORE! 
Musicians, bands—put your name or logo on a silk-
screened T-shirt! Buttons, key chains and much 
more is in our catalog! What are you waiting for? Be 
noticed with personalized rock goodies! Send $1 to: 
RISING ROCKERZ. PO Box 687(M), Port Chester. 
NY 10573. 

from page 82 
forgiven for that because they do it so 
remarkably well for $369. Moreover, 
posting the lowest price in the whole 
new cheapo market, Fender offers a 
Squier Bullet with a maple neck and 
three single-coils for, gasp, $169. It ain’t 
the Strat, but it ain't bad. But if you want 
to talk raw, macho value, the Stratlike 
Peavey Patriot must be mentioned, 
because for $185, this ash-bodied, 
maple-necked guitar plays wonderfully. 
The fact that it's made in Meridian, Mis¬ 
sissippi, U.S.A, is all the more remarka¬ 
ble. In the three-hundred-dollar range, 
the Peavey Milestone is a Lincoln at a 
Falcon price; it offers the only standard 
phasing controls of the batch (controls 
which also turn double coil humbuckers 
into single coils). Peavey also uses a 
harder nut, made of a synthetic ebony 
called Graphon, (which is also available 
as a fingerboard option). The Mile¬ 
stone's hardware is particularly nice, 
including a new tremolo bar called the 
Octave Plus that completely relaxes the 
strings. 

Washburn leads the next wave, with 
perhaps the most flexible under-$400 
line of the lot. Their Strattish Force Ser¬ 
ies checks in at three hundred dollars, 
while their Paul model, the T-Bird, starts 
at $329, and the hybrid Stage Series 
begins at $349, Washburn has been 
doing new things with neck attachment 
and has a good handle on options like 
phasing and artificial ebony finger¬ 
boards. Right behind is the Madeira, a 
Strat orphan in a mostly acoustic line 
that Guild has been quietly making for 
nearly a decade in Korea, one of the 
nations which replaced Japan as a 
cheap cheap manufacturing center. 
Why they're keeping quiet about it is a 
mystery; at $219, with vibrato bar and 
three single-coils, it's a steal. (Add 
twenty bucks for humbuckers.) Aria, a 
Japanese company that has recently 
won some credibility for its fine Les 
Paul-type electric, is offering a Cat Ser¬ 
ies which includes the Stratly Bobcat V 
for $229 and some Pauly variations 
around three hundred. If wild and crazy 
body types are your weakness, the B.C. 
Rich N.J. Series has good-playing Bich 
and Mockingbird models for four 
hundred. Hamer has also been doing 
fun things with bodies in this price range 
without sacrificing quality, and features 
the added expertise of whammy bar 
ringer Floyd Rose. Finally, consider Tele 
and Strat (and P-bass) kits from Saga. 
With all electronics pre-soldered, 
they're more or less idiot-proof, and for 
$229, they play very well indeed. (P.O. 
Box 2841, So. San Francisco, GA 
94080.) 

So watch for the new cheapos, com¬ 
ing to a garage or gym near you. Give 
'em a shot. They may yet reverse the 
keyboard course of the 80s. 13 
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$499 

Price 

er/Doubler 

$299’ I /4 Second Delay 
$399* 

[lecturer's Suggests 

zM DeltaLab 
Music & Electronics. 

1-1024 
Second Delay 

DeltaLab has incorporated virtually every major delay line feature into 
the Effectron H* series — rugged, pro level delays designed for the 
toughest stage or studio environment. 

Listen to the Effectron E with positive/negative flanging, chorusing, 
doubling, vibrato, slapback echoes, or long echoes, and you will hear 
the crisp, natural sound that only comes from a full. 16 KHz bandwidth 
and 90 db dynamic range. 

There are also plenty of extras: Stereo outputs, infinite repeat 
(ADM-256 and ADM-1024 only), delay time control voltage Input, 
wide range LFO modulation, 8:1 flanging sweep on the ADM-64, and 
much more. 

Sometimes only the best will do. And when you need the best, 
DeltaLab delivers the performance you need — at prices you can afford. 

Visit your local dealer and check it out!!! 
Listen and Compare . .. 
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KAMAN MUSICAL STRING CORR. 
P O. BOX 837, BLOOMFIELD, CT 06002 

The VIP Series — what the experts say. KA AUK 
Terry Williams, General Manager. Lion Share Recording Studio rerry Williams knows good music. His roots go back to 

the New Christy Minstrels where 
he met Kenny Rogers; he and 
Kenny then went on to form The 
First Edition. That’s why when 
Kenny decided to build the best 
recording studio money could 
buy, he put Terry in charge. Terry 
and Lion Share are responsible 
for recording some of Kenny’s 
greatest hits, including “We’ve 
Got Tonight” and “All My Life.” 
And Terry makes sure that 
everyone recording at Lion Share 
uses Adamas Strings for their 
äcoustic-electric guitars. 

Whether you are recording, 
playing live or just having fun, 
your acoustic-electric guitar will 
sound better with Adamas 
Strings. Kaman engineers who 
created the revolutionary carbon 
graphite topped Adamas guitar 
have developed materials and 
design features for Adamas 
Strings that make them uniquely 
different. Like our exclusive 
equal sized core and wrap wire 
on the fifth and sixth strings. This 
allows the string to vibrate more 
easily for a clearer, sharper and 
brighter sound. Our redesigned 
tunihg tensions give a balanced 
output from all the strings. And 
the phosphor bronze wrap wire 
has been specially formulated to 
produce a bright but not harsh 
acoustic-electric sound. 

Terry Williams knows that 
good music starts with the 
strings. And he knows that when 
Kenny Rogers is recording, 
Adamas Strings will be on his 
miitar 

When Kenny records at 
Lion Share, I insist he 
use Adamas Strings.’’ 




