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A Cop & a King on the Lam 

DAVID 
BOWIE 

YOKO ONO 
The Artist in Her Own Write 

Under Pressure: 
Ziggy and Iggy Defend Tonight. 

by David Fricke 



The KORG MID 
More options, more control, 

more accessible, more affordable. 

POLY 800 

EX 800 

As the manufacturer of the largest 
selling electronic keyboards in the 
United States, Korg was one of the 
first to make a longterm commit¬ 
ment to the Musical Instrument 
Digital Interface (MIDI) System. 

Tapping the enormous 
potential of this 
universal inter¬ 

face, we are 
building the Korg 

MIDI System: a compre¬ 
hensive arrangement 
of MIDI-equipped syn¬ 

thesizers, expander modules, drum 
machines, synchronizers and com¬ 
puter software designed to give you 
the most “user-friendly” control 
over your music for composing, 

sounding programs, digital control 
over 50 parameters, built-in 
sequencer and MIDI interfacing, 
in a remarkably affordable 
keyboard. 

To expand even further the 
Poly 800’s or any MIDI keyboards 
potential for new sounds, we’re 
introducing the new Korg EX 800 
Expander Module. The EX 8(X) 
duplicates the sonic architecture 
of the now established Poly 8(X ), 
including a “layering” mode for 
thicker sounds and more complex 
voicings, in a cost and space-efficient 
package (optionally rack-mountable) 
so you can literally double your 
music-making possibilities. 
Our new RK100 Remote MIDI 

arranging, recording, scoring and 
live performance. 

We started off by establishing a 
new class of synthesizers with our 
precedent-setting Poly 800, the first 
lightweight and portable eight 
voice polyphonic synth. It 
offers you 64 professional-

Keyboard provides effective 
control over any MIDI-
equipped synthc-

RK 100 
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PRINTER] 

MORE FOR YOUR MUSIC 

KORG 

MULTITRACK 
RECORDER 

KMS 30 
SYNCHRONIZER 

DDM 110 
KORG 
SUPER 
DRUMS 

DDM 220 
KORG 
SUPER 

PERCUSSION 

This diagram is an example of the full implementation of the Korg MIDI system. 
Korg MIDI interfacing is so flexible you can start with os little os two devices and 
expand your setup into a full customized configuration tailored for your needs. 

the Korg Poly-61M 
with MIDI to bring its varied reper¬ 
toire of warm analog sounds into the 
most up-to-date technological context. 

We didn’t get involved with 
MIDI as the “state-of-the-art” 
thing to do. We developed the 
instantly accessible, cost efficient 
Korg MIDI System to give you 
the most creative options for the 
money whenever you write, 
record, practice or perform music. 

To learn more about the potential 
of MIDI and the Korg MIDI 
System, contact your local dealer 

sizer or expander module in a 
compact 41 note format weighing 
less than 10 lbs. A triumph of 
human-engineering, the RK 1(X) 
promises any keyboardist the 
full stage mobility and musical 
expressiveness enjoyed by guitar¬ 
ists, with special features like 
spring-loaded Pitch/Mod wheels, 
Remote Program-Select and a 
MIDI volume control. 
Korg’s new KMS 30 MIDI 

Synchronizer 
III I expands your 

system’s poten-

r five otherwise 
KMS 30 SYNCHRONIZER incompatible 
synths, sequencers or drum 
machines to each other. The KMS 30 
will also sync everything to a single 
tape track so that your complete 
rhythm section 
doesn’t have to be 
recorded until final 
mixdown. 

Korg’s dedication to * 
MIDI means more than 
just a succession of sys¬ 
tem-related products. It 

involves a growing 
library of Musical 

Software, like our Korg 
4 Track Sequencer and a 

Music Scoring program. Our 
software will be constantly updated 
and expanded to maximize the sys¬ 
tem’s potential control over music. 

Our commitment is also demon¬ 
strated when we retrofit a classic 

or send SI.00 (check or money 
order) for a full color catalog to 
Unicord, 89 Frost St., Westbury, 
New York 11590. 

I Exclusively 
a Bgbn ■ / Distributed by 

KORG /Unicord 
* ©Unicord 1984 



RMEP ONLY WITH HIS GUITAR. 
AND SECRET WEAPON, THE 
Z FOOT PEDAL, VAL HALLAM 

LOCKS IN MORTAL. COMBAT TO 
TAME THE OREAD... 

013055 

Now you, too, can bring 
your own feedback monster 
under control with the new 
DF-2 foot pedal from BOSS. 
Saving the day, the DF-2 
turns ordinary mild-man¬ 
nered guitar players into a 
real guitar heroes by giving 
complete, precise and 
repeatable control over 
feedback effects. 
Just hit the note you want to 
feedback and step on it! 
The DF-2 will feedback at 
that note and hold as long 
as you hold your foot down. 
The DF-2 is also a great dis¬ 
tortion pedal with controls for 
Level, Tone, and Distortion 
amount, plus an Overtone 
control that mixes in another 
tone one octave up from the 
note you're feeding back. 
Put your power into your play¬ 
ing! You've got the feedback 
monster underfoot (and under 
control) with the DF-2 Distor¬ 
tion Feedbacker from BOSS. 
For a full color 18" X 24" 
Feedback Monster 
poster send $5.00 to 
BOSS Feedback Monster 
c/o RolandCorp US, 
7200 Dominion Circle, 
/ Los Angeles, CA 90040. 
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America first; some seasoned native sons foliote their own muse. 
By Ira Robbins 

VIDEO: ALLAN ARKUSH 
Music video beasts and a film director’s burden. 
By Mary Anna Feczo 

BOB MOSES . . 
A fearless drummer creates his own musical universe 
By Cliff Tinder 

LETTERS * ..... 

FACES. . 

DEVELOPMENTS/READER SERVICE 

RECORD REVIEWS 

ROCK SHORT TAKES 
ByJ.D. Considine 

JAZZ SHORT TAKES 
By Francis Davis 

CLASSIFIEDS 

He’s back, folks, twisting 
again like he did last summer. 
But Bowie s new LP, Tonight, 
raises unsettling questions 
about how much time and 
energy he’s devoting to his 
music lately. 'David Fricke 
talks to the Lovable Alien, and 
some of the musicians, pro¬ 
ducers and co-writers—in¬ 
cluding the legendary Iggy 
Pop—who helped make To¬ 
night, to get a clearer perspec¬ 
tive, andf inds important clues 
in Bowie’s Berlin past. 
By David Fricke 46 

TOKO ONO 
A once and future revolutionary 
artist tastes vindication. 
By Mark Rowland .... 

WORKING MUSICIAN 

SpMHERS/FRIPP g 
An odd couple of hyper-active 
guitarist&nix it up. 
By Vic Garbarini 

A BILLBOARD PUBLICATION 

MUSIC 

i™E MORSV 
Will the Last Guitar Hero ever 
lighten up? Hell, no! 
By Jock Baird . » .... 

SHEILA E. 
By Josef Woodard . 

THEfIXX 
By Jock Baird . 

LOW-TECH GLORY 
ByFreff ................... 

SOFTWARE CITY 
By John Amaral . 

COVER PHOTOGRAPH BY GREC । 
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BECOME A RECORDING 
STAR OVERNIGHT. 

INTRODUCING THE FISHER STEREO MUSIC COMPOSER SYSTEM. 

^FISHER 

You can plug in a microphone 
here and sing along with a tape, 
the radio or the keyboard You can 
also record your singing on tape 

On the stereo cassette deck with 
Dolby* noise reduction, you can 
play pre-recorded tapes, or tape 
music you compose on the 
keyboard, your own singing or 
from the built-in radio. 

4 band. AM FM stereo radio plus 2 
short wane bands 

Here you can select from 8 different 
instrument sounds—piano, 
harpsichord, organ, violin, flute, 
horn, fantasy or mellow. 

You can play a melody and 
accompaniment with a single 
finger and a single key You can 
also play chords by pressing one 
key. Once the melody is in the 
system's memory, it automatically 
selects a chord and harmonizes it 
with the melody. And no matter 
what rhythm you put it in, you can 
play it back right!So even a 
budding musician can make music 
like a superstar 

There is a 508-note memory 
function so you can store songs for 
later playback with any rhythm 
using the auto-play or one-key 
play Songs can also be recorded 
on a cassette for later playback 

Simply press a sound selection 
button on the 31 key, 2'octave 
keyboard and start playing There 
are 18 built-in rhythms with 
variable tempos for playing any 
type music The auto 
accompaniment means you can 
play chords with the touch of a 
finger And the entire keyboard 
"docks ” with the main unit for easy 
portability. 

Here you can choose from 18 
different rhythms—waltz, ballad, 
swing, enka. Hi-beat, rock-1. 
rock-2, rock-3, disco-1. disco-2, 
bossa nova, samba and 6 
arpeggios 

Detachable two-way speaker 
system 

The multiple voltage operation lets 
you use the music composer in this 
country or overseas, with batteries 
or plugged into the wall. 

* Dolby is the registered trademark of Dolby Labs. THE ULTIMATE EXPERIENCE. 
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Now, you just need 
one keyboard to take 
command of a whole 
synthesizer fleet. 
Powered by MIDI, the 
Roland MKB-1000 MIDI Keyboard can 
drive upwards of 16 different external instruments. 
Place all of your favorite MIDI synthesizers under 
remote control, or build a Total MIDI System out of 
Rolands MKB sound modules. 

Imagine having the legendary features of Roland's 
Jupiter synthesizers in a 19” rack mount unit. That's 
just what you get with the 8-voice polyphonic MKS-80 
Super Jupiter, the MPG-80 Super Jupiter Programmer, and the 
6-voice, polyphonic MKS-30 Planet S. The MKS-10 Planet P brings 
together 8 traditional keyboard sounds—including piano, electric piano, harpsichord, and clavinet 
—in one rack mount unit. 

Assemble a custom system to suit your own needs. The MIDI Keyboard lets you organize, layer, and 
combine a teeming multitude of sounds for a true command performance. With an assignable Split Point, 
plus Poly, Mono, Dual, and Whole Modes, the MIDI Keyboard lends itself to any playing situation. 128 Patch 
Memory programs store all the essential sound parameters and send them out to the satellite instruments via 
MIDI. 

Thanks to the MKB-1000, you're no longer forced to get used to a whole new keyboard each time you buy a 
new synthesizer. Upgrade without compromising your technique. The MKB-1000 MIDI Keyboard is all the 
keyboard you'll ever need. Finally, synthesists can develop the sort of close, lasting relationship with 
their instrument that other players have always enjoyed. 

With 88 wooden keys and full touch sensitivity, the MIDI Keyboard is as expressive and 
carefully crafted as a fine acoustic piano. (The 76-key MKB-300 is a velocity-sensitive 
synthesizer keyboard offering the same control features as the MKB-1000 at a modest price.) 

On stage, you’ll set up easy and no longer be hidden behind a pile of "techno-rubble." After 
all, your synthesizers should be heard; you should be seen, right? 
One musician; one keyboard. Sometimes the most advanced ideas are the simplest ones. 
For more information, contact RolandCorp US: 7200 Dominion Circle, Los Angeles, CA 90040. 
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HEAVY RESPONSE 

HEAVY METAL 

When the September issue of Musician 
hit the newsstands, I’m sure all sorts of 
loyal Musician fans brushed back their 
tiny rat tails and moaned, "Heavy metal? 
But darling, it's just not mod" No, luck¬ 
ily, it isn’t. 

I loathe heavy metal as much as any 
mod, and I was initially dismayed. How¬ 
ever, I was relieved when I discovered 
the articles not only covered many of the 
psychological and social aspects of this 
unpleasant musical form, but were also 
entertaining and informative. After all, 
who'would ever imagine that heavy 
metal bands actually pay people to de¬ 
sign their clothes? 
Young and Musician had the courage 

to cover a form which would obviously 
be unpopular with their loyal readers. 
Morever, Young's objective view of 
heavy metal was refreshing since it av¬ 
oided the usual teen barrage of informa¬ 
tion on what make-up Twisted Sister 
wears, who does Wendy O. Williams' 
hair, and how many people David Lee 
Roth has slept with in the last fifteen min¬ 
utes. Young and Musician gave heavy 
metal a close and valuable look. 

Marly Carpenter 
Washington, DC 

It's about time you printed a section on 
heavy metal; too bad you totally blew it. 
I think your wimpy little writers better go 
back to groups like R.E.M., Toto and 
ABC. When I subscribed to your so-
called “rock" magazine, I thought I was 
going to read about rock groups, not 
about a bunch of geeks. Heavy metal 
will live forever!! 

Kory Menken 
Rapid City, SD 

Shocking. Quite shocking. I open my 
mailbox, and am startled to see a copy 
of Creem magazine, a publication 
which I find amusing, but not enough so 
to subscribe. But, wait! Could it be? No! 

It’s actually the latest issue of Musician'. 
I’m crushed. Could they have possibly 
sold out? I look it over. My, my. They ac¬ 
tually call Twisted Sister dirtbags—on 
the cover, even. There’s more here than 
meets the eye. I read through it. Ah, 
sweet relief. It's a joke. At least, it's quite 
tongue-in-cheek. And not only that, 
there’s actually an article on Conlon 
Nancarrow! Well, I guess it figures. 
Gotta put those Van Halen and Judas 
Priest types on the cover every now and 
then to get the kids to plop down that old 
buck ninety-five. But there is a danger in 
this . . . they may not realize that you're 
joking. 

A. J. Pantuso 
WLYX-FM 

Memphis, TN 

Having been through the "first” heavy 
metal wave with the likes of Black Sab¬ 
bath, Steppenwolf, Iron Butterfly and 
Deep Purple, Charles M. Young’s report 
on this wave has me scared. Since my 
oldest girl is only five, I think there is still 
hope that by the time she is old enough 
to lick whipped cream off some leather¬ 
clad guitar banger’s body, fifties music 
(and morals) will be on its upteenth revi¬ 
val and we can all dance together. 

Until then, with God’s help, I’ll try to 
understand when my three-year-old 
dances around the house singing 
“We’re Not Gonna Take It".... Thanks 
for the insight 

Dave Price 
Wayzata, MN 

Thanks for not being timorous about the 
resurgence of Heavy Metal. Of course, 
your coverage sounded more like a 
peremptory attempt to assure "the 
others" that they need not worry, for HM 
is nothing more than a teenage travesty; 
but then no true fan of HM expects you 
folks on the right to ever handle the situ¬ 
ation any differently. 

Phyllis Knight 
Queens Village, NY 

Being that your publication is primarily 
devoted to rock, I was surprised to see 
you insult heavy metal as a genre. Your 
cheap shots are reminiscent of the 
1950’s when people insulted rock 'n’ roll 
because they didn’t appreciate it. Such 
attitudes are no less arrogant now than 
they were thirty years ago. 

Moshe I. Whinston 
Jamaica, NY 

I’m twenty-eight years old, and went to 
high school during the early seventies. I 
grew up listening to Heavy Metal, and I 
still enjoy it today. It’s one of the very few 
forms of rock music that still embodies 
the true spirit of rock ’n' roll. The minute 
that rock stops offending parents and 

authority figures it will have outlived its 
purpose. It's also nice to see that Heavy 
Metal is steadily gaining a larger female 
audience. 

Rock Hard, Ride Free! 
Martin Murray 

Niagara Falls, Ontario 

You sure caused quite a stir around my 
house with the arrival of the September 
issue. The mailman giggled as he 
handed it to me, my wife wanted to know 
why I had spent good money on a sub¬ 
scription to a heavy metal magazine, 
and mythirteen-year-old neighbor Ozzy 
thinks we’re on the same wavelength. 

I don’t need this. If you're going to 
continue this adolescent journalism, 
count me out. If you do, you might send 
my buddy Ozzy a subscription offer. 

Maybe that’s your intention. 
John Guion 

Anderson, IN 

I just want to say three cheers for 
Charles M. Young, back from wherever 
he was. Hooray! Hooray! Hooray! 

Jeffrey Krulik 
Bowie, MD 

I am extremely offended by this trash 
you publish, and the disgusting four-let¬ 
ter language and expressions printed in 
your magazine. 

Before you make false accusations or 
ill-natured remarks about teen-agers, 
take into consideration the attitude you 
"adults” take toward us. I only speak for 
myself, and anyone else who doesn't 
consider themself a “dirtbag and worth¬ 
less pud." 
Anyway, I feel I made myself quite 

clear, considering that I did not use any 
abusive language like some unnamed 
"adults." 

Michelle Pellegrino 
Bridgewater, NJ 

If these groups have nothing more to 
offer than the leather, metal studs, 
screaming teenagers and breasts that 
your articles portray, they belong back 
in the teenage circus from which they 
appear to have come. 

Bobby V 
Plattsburgh. NY 

As a longtime fan and collector of comic 
books I consider it an insult to the entire 
comics industry. 

Gary Kimber 
Downsview, ONT 

What a cover! I guess if I jerked off as 
much as Robbie Baby, my left arm 
would be as green, too. 

Algonquin Magistrate 
Carrboro, NC 

continued on next page 
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A NIGHT LIKE NO OTHER 

FEATURES “ BLUE JEAN,”“LOVING THE ALIEN,’’AND “ TONIGHT” WITH TINA TURNER I ITU 
PRODUCED BY DAVID BOWIE. DEREK BRAMBLE & HUGH PADGHAM. AVAILABLE ON EMI AMERICA RECORDS a HIGH-QUALITY XDR CASSETTES. AMERICA' 



Letters from previous page 
I once read a line from Michael Bloom¬ 
field, “The music you listen to is the 
soundtrack of your life.’’ Based on this 
line, Heavy Metal maniacs must live a 
violent and repetitious life. 

Tom Bayes 
Melbourne, FL 

What is heavy metal? Judas Priest. 
Forget Joan Jett. Accept and the Scorp¬ 
ions. Never could be the Jefferson Star¬ 
ship. AC/DC, Saxon, Dio, Black Sab¬ 
bath and names of bands you might not 
dare print such as W.A.S.P., Bitch, Grim 
Reaper, Nazerath, Talas, Whitesnake, 
Helix, Ratt, Lita Ford, Rock Goddess, 
The Rods, Metallics, She, Loudness, 
and it continues. 

T. Dio Hearts 
San Antonio, TX 

Just because I like heavy metal, that 
doesn’t necessarily mean I'm "a worth¬ 
less pud" or a "dirtbag.’’ 

Scott Massine 
Jamestown, ND 

If the Heavy Metal sound is made by a 
group of worthless puds and dirtbags— 
I’m Bullwinkle the Moose. 
Why all the put-downs? Embarassed 

[s/c] because Heavy Metal bands have 
a larger following than your so-called 
magazine? As for his implication that all 
Heavy Metal fans are wierdos[s/'c]—I've 
been a listener of bands like Blue Cheer, 
Judas Priest and Black Sabbath as long 
as I can remember. 

Please don’t tell me that I'm a useless 
wierdo[s/c]—I’ll be grabbing my Ph.D. 
in English soon. Maybe I'll be the one re¬ 
placing Mr. Young. 

Does that surprize [s/c] you, Mr. 
Young, to find that all Heavy Metel [s/c] 
fans are not complete idiots? 

Sally Huskaitis 
No. Easton, MA 

OK, time’s up! Hold everything! You 
guys can stop digging now . . . you 
have now hit bottom! I should have ex¬ 
pected this . . . Van Halen (June ’84) 
followed by Michael Jackson (July ’84). 
I tried to ignore it. I did my best to make 
it go away. Nonetheless, Musician is 
now on a veritable sell-out binge. 
What's next? A swimsuit issue? Maybe 
a Vanessa Williams layout! Probably an 
annual heavy metal issue. No doubt 
you’ve set a sales record this time 
around. Gets addicting, don’t it? Has 
there been a merger with MTV yet? 
Maybe you just have a lust for mail. I 
hate to say this, but someone pointed 
Mark David Chapman in the wrong di¬ 
rection. 

Rod Stouch 
York, PA 

The winner of the Winna Guita Gilmour 
contest is Flint, Texas' Russ Ragsdale, 
who takes home a Fender Vintage Tele¬ 
caster. The producer of Paul Simon's 
Hearts And Bones was in fact Roy 
Halee. Congratulations and apologies 
to both. 

*-1984 STEINBERGER SOUND 

Evolution. 
It’s not an easy thing 

for those who live in the past 

to accept. For the rest, 

The Steinberger Guitar. 

475 OAKLAND AVE. • STATEN ISLAND. NY • 10310 

(718) 447-7500 FREE BROCHURE 
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DESTINY BROUGHT THEM TOGETHER. AGAIN 

DEEP PURPLE. PERFECT STRANGERS. 



BOX 
OF FROGS 

Romeo Void’s Deborah lyall 
14 

No More 
Quiche La Peabo 

He’s a bona fide sex symbol who's also 
something of a feminist. 
Peabo Bryson doesn’t find 
the two categories mutually 
exclusive. 

"I think the kind of sensitiv¬ 
ity that’s required of a man to 
deal with women on a fair 
basis is a representation of 
strength in man,” he says, 
“not necessarily women's 
rights." 

Quite a mouthful. It seems 
pretty obvious, though, that 
the vast majority of Bryson’s 
constituency is female. 

“What I do is promote ro¬ 
mance,” Bryson admits. "I 
don't care how you look at it, 
that's a masculine feature. 

Women don't give a damn 
about what Alan Alda’s ass 
looks like. Think about it. Or 
Phil Donahue’s—no one 
thinks he has a cute ass.” 

On the other hand, women 
“absolutely" think of him in 
those terms, Bryson says. As 
for his own tush, well, “When 
I turn around to direct the 
band, there's oohs and ahs 
out there!" [Must we? - Ed.] 

Obviously, Bryson prides 
himself on being a “real man” 
in the 80s mold. “I don’t like 
quiche," he confirms with a 
little laugh. “I’m a gourmet 
and, being a cook, I’ve tried 
quiche, but that was before I 
knew men weren't supposed 
to eat quiche. Of course, I 
tore up my recipe and dis¬ 
carded all the evidence after 
that." 

Of course. - Leonard 
Pitts, Jr. 

ROMEO 
VOID 

Jumping to 
the Beat 

The one thing I didn't want to do was tarnish the 
Yardbirds legend," Paul 
Samwell-Smith 
says of his 

Relaxed and 
Composed 

I might like you better if we 
I slept together," Deborah 
lyall spat out on Romeo 
Void’s debut EP. Two albums 
later, lyall is married, hap¬ 
pier, and working a new de¬ 
mographic: “I want to appeal 
to teenage girls and 
mothers!" 
The band's new Instincts 

might not be quite that in¬ 
genuous, but it tries. “I'm not 
pushing people away in 
songs so much now," lyricist 
lyall explains. "For this rec¬ 
ord I liked people more, I 
trusted them more. I think 
Instincts is a lot more re¬ 
laxed. I do have that cold¬ 
ness that people have heard 
in our music; it's a part of me 
that has a hard time coming 
out in real life, so a lot of the 
poison inside comes out in 
songs. Language has been 
my salvation.” 

So has Columbia Records, 
who allowed Romeo Void a 
sophomore slump brought 
on by what lyall describes as 
cockiness, inexperience 
and heavy follow-up pres¬ 
sures. “Around the time of 
the Never Say Never 
EP and Benefac¬ 
tor, we didn’t 
get cynical 
so much as 
we got lazy. 
We thought 
all we 
needed 
was a great 
rhythm 
track to 
make it go. 
Aside from ‘SOS’ I think 
most of Benefactor is 
boring. Instincts is 
more a collection of 
compositions, really 
composed music." 
- Laura Fissinger 

reunion with two 
old friends to start a new 
band. He needn’t have wor¬ 
ried Box of Frogs, com¬ 
prised of ex-Yardbirds bass¬ 
ist Samwell-Smith, drummer 
Jim McCarty and guitarist 
Chris Dreja, plus veteran 
shouter John Fiddler, is off to 
a flying start. Besides recap¬ 
turing the free-wheeling spirit 
of the British blues era, the 
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group's self-titled debut LP 
jumped (!) into the upper 
regions of the American 
charts like it was 1968 all 
over again. 

“About three years ago, 
Chris, Jim and I went to Jeff 
Beck's house for a get-to¬ 
gether and a rehearsal," 
Samwell-Smith recalls. “We 
hadn't played with each 
other in something like four¬ 
teen years, but it was such 
fun that we toyed with the 
idea of reforming the 
Yardbirds." Since they didn’t 
want to reprise Yardbirds 
oldies, they chose the name 
Box of Frogs (as in the insult, 
“You're so ugly you look 
like a...”). 

Beck didn’t want to commit 

to the Frogs full-time, and 
they never did get around to 
asking anyone else. Result: 
the lead parts on the LP are 
played by a variety of cool 
guests, including Beck and 
Rory Gallagher. 

Buoyed by the favorable 
response, Box of Frogs are 
planning a second long-
player, with more guest stars. 
"Jimmy Page says he very 
much wants to play with us,” 
says Samwell-Smith, who 
also produced the band’s 
first album. 

So Box of Frogs are a band 
with a future as well as a past. 
“I’d be heartbroken,” Sam¬ 
well-Smith says, “if we could 
only make two or three al¬ 
bums.” - Jon Young 

STANLEY JORDAN 
Talking out the Side 
of His Neck 

I've been playing the way I 
I play now since I was six¬ 
teen," says Stanley Jordan, 
who at twenty-five is a lot of 
people's pick as Next Big 
Thing on jazz guitar. "But I 
didn't really feel I wanted to 
seek recognition for what I 
was doing until recently. I 
wanted to wait until I got 
to where I said, ‘People 
have got to hear this."’ 

Now that they’re hearing 
it,they're saying that Jordan 
plays guitar in a way it’s 
never been played before. 
Concentrating on the neck of 

TO NEXT PAGE 

MTV faces 
lawsuits, competition 

MTV’s first three years 
haven't exactly been 

placid ones, riddled as they 
are with charges of racist 
and sexist programming. 
But that's kid stuff compared 
with recent developments. 
The network is facing com¬ 
petition from two other cable 
operations, a lawsuit from 
one of those two, and a U.S. 
Justice Department investi¬ 
gation of its controversial 
exclusivity arrangements 
with record companies. 
The Los Angeles-based 

Discovery Music Network 
will debut in December. Its 
twenty-four-hours-a-day 
programming will include 
country, pop and black 
music clips—formats MTV 

By Scott Isler 

has done a good job of ignor¬ 
ing. In late August, however, 
MTV announced the creation 
of VH1, a second channel 
catering to decrepit but fi¬ 
nancially powerful twenty-
five- to forty-nine-year-olds. 
This new network, set to air 
January 1, should provide 
airtime for middle-of-the-
road artists currently 
excluded from MTV’s teeny¬ 
bop orientation. 

Then there’s the Music 
Video Network from the 
Turner Broadcasting Sys¬ 
tem. This is yet another full-
time operation, with a top 
forty slant. MVN lifted off 
October 26, getting the jump 
on Discovery and VH1. Ted 
Turner announced his inten¬ 
tions last August, and even 
advanced the on-air date by 
over a month once MTV an¬ 
nounced its new channel. 
MTV, in turn, acknowledges 
accelerating the debut of 
VH1 (“Video Hits”) in re¬ 
sponse to Turner. 

The lawsuit, brought by 
Discovery, claims that MTV's 
deals with CBS, Elektra/ 
Asylum, Geffen, MCA and 
RCA Records—all named as 
co-conspirators—violate 
antitrust laws. (PolyGram 
Records consequently 
signed for exclusivity with 
MTV as well.) The suit also 
charges MTV with restraint 

of trade and unfair competi¬ 
tion. MTV has issued a state¬ 
ment calling the complaint 
“totally without merit" and its 
exclusivity agreements "ap¬ 
propriate and valid, 
exclusivity being a common 
and acceptable feature 
of entertainment industry 
contracts." 

“It’s all a question of scope 
and scale," comments Mor¬ 
ton Nasatir, executive direc¬ 
tor of the Association of 
Music Video Broadcasters. 
“You’re not going to prevent 
record companies from giv¬ 
ing exclusivity on products. 
But that’s a far cry from hav¬ 
ing a trend where the basic 
top releases by top artists on 
the six or seven top com¬ 
panies are embraced by one 
organization.” 

The AMVB represents yet 
another development in 
music video: UHF stations 
devoting at least half their 
programming to promo clips. 
Nasatir says there are eleven 
such stations scattered 
across the country, with three 
more due by year's end. 
These channels, of course, 
have the advantage over 
cable of not requiring exter¬ 
nal hook-ups for reception. 

“The record companies 
made deals without realizing 
what was happening," 
Nasatir says. “MTV is not the 

only game in town.” MTV 
may have realized this, how¬ 
ever. Michael Bogner, direc¬ 
tor of broadcast operations 
at all-music video Channel 
59 in Plainview, New York, 
says of MTV's exclusivity 
arrangements, “They basi¬ 
cally did it to stop the Turners 
and Discoveries.” 

Whatever the reason, only 
time— and perhaps the Jus¬ 
tice Department investiga¬ 
tion, which Nasatir calls “far 
more important” than 

BRUCE CROCKER 

Discovery's action—will tell. 
MTV employees certainly 
won’t, even those who know 
about the lawsuit. "It has 
been thoroughly ingrained in 
us not to make comments on 
things like this,” says one 
MTV associate producer 
who hadn’t heard about the 
case. Another associate 
found out by watching Enter¬ 
tainment Tonight. 
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the instrument, he has de¬ 
veloped a way to play coun¬ 
terpoint by using each hand 
independently to hit the 
strings against the frets 
rather tharvpicking or strum¬ 
ming—although he does 
pick or strum occasionally 
for rhythmic effect. Perform-

RUBÉN BLADES AND 
WILLIE COLÓN 

For Bruce Lundvall, the 
former Elektra president who 
signed Blades, Buscando 
América “was a test case, 

The Beat 
Goes North 

We have twenty million 
people here. You can 

no longer ignore the Latin 
presence in this country.” So 
says Panamanian singer/ 
songwriter Rubén Blades 
whose Elektra Records 
debut, Buscando América 
(Looking For America), may 
be the first step by a major 
label toward recognizing 
Latin pop music. 

Blades’ former collab¬ 
orator. Willie Colón, may 
represent the second step. 
Colón just released Criollo, 
his debut album for RCA. 

“A lot of the major labels 
are looking at salsa now,” 
Colón explains. "The num¬ 
bers look interesting to 
them.” Interesting indeed. 
Colón, “el Malo," came to 
RCA with impressive South 
American sales figures, in¬ 
cluding one platinum and 
nine gold albums. But the 
majors also want to build an 
Anglo audience for salsa. 
"It's been permeating jin¬ 
gles," Colón continues. “All 
of the rock bands have con¬ 
gas and Latin percussion. 
It’s been seeping in slowly, 
but the American non¬ 
Spanish-speaking public is 
ready.” 

ing unaccompanied, his 
dazzling array of sounds 
creates the pleasant impres¬ 
sion that he is duetting with 
himself. 

Jordan is a 1981 graduate 
of Princeton, where he 
studied composition and 
electronic music as well as 
guitar. He released one 
album on his own label but 
was virtually unknown when 
he appeared unbilled at a 
Kool Jazz Festival concert in 
New York this summer and 
wowed crowd and critics 
with a fifteen-minute solo set. 
Now he’s signed to the newly 
reactivated Blue Note label, 
with an album due in 
January. 

Jordan acknowledges his 
guitar neck-playing is not 
unique— Eddie Van Halen, 
he notes, uses a similar ap¬ 
proach— but he maintains 
that no other guitarist uses it 
as extensively as he does. 
And he makes another point: 

“Musically, I think I’m an 
original player. It doesn’t just 
have to do with the tech¬ 
nique; it's the music that got 
me interested in developing 
the technique. Even if some¬ 
body understood the 
technique ten times as well 
as I do, the way I use it musi¬ 
cally would still be the main 
thing.” 
Peter Keepnews 

Willie Colón 

but the results so far are 
commendable.” Although 
the album initially shipped 
under 10,000 copies, it has 
sold over 70,000, Lundvall 
says. More importantly, 
Elektra’s dive into the Latin 
market reflects Lundvall's 
belief in Blades as a major 
artist irrespective of style. 
Now president of Capitol-
distributed Manhattan Rec¬ 
ords—where he expects to 
sign other Latin artists— 
Lundvall admits Latin music 
is "a very specialized market 
for a general rock 'n’ roll/ 
black music (record) com¬ 
pany....It'll take time be¬ 
fore a company like that will 
really know the Latin market. ” 
Latin artists seem eager to 

Rubén Blades 

leave the barrio of Fania Rec¬ 
ords, which until now has 
held a virtual monopoly on 
salsa artists. “Fania is a 
bodega acting like a record 
company," Blades says. “It's 
a contradiction: North Amer¬ 
ican labels will be the ones to 

TO NEXT PAGE 

Audiophile But 
Not Compact 

Chances are someone on your Christmas shop¬ 
ping list will appreciate The 
Rolling Stones the latest 
coffee-table boxed LP set 
from Mobile Fidelity Sound 
Lab. This "Limited Edition 
Library of Original Master 
Recordings" houses eleven 
Stones albums recorded 
between 1963 and 1969; two 
of those discs form a compi¬ 
lation album, half of which 
reprises material from the 
other records. And it’s all 
yours for $250. 

Now that the laser-read 
compact disc has estab¬ 
lished itself as the audiophile 
medium, one might question 
Mobile Fidelity's continuing 
commitment to analog rec¬ 
ords. Senior vice president 
Mark Wexler admits the CD 
has challenged conventional 
audiophile records for sonic 
excellence. (Mobile Fidelity 
markets CDs themselves, 
but the company wasn’t 
licensed to release the 
Stones set in that format.) He 
argues, however, that “a lot 
of our selections aren’t avail¬ 
able on compact disc at this 
point.” Also, there’s the in¬ 
vestment factor: Mobile 
Fidelity’s similar boxed set 
on the Beatles, issued two 
years ago, has been known 
to change paws for upwards 
of twice its original price. 
Can the Franklin Mint make 
such a claim? 
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keep Latin music alive." 
■ It makes sense for Blades 
and Colón to lead the way in 
expanding the audience for 
Latin music. Both have bro¬ 
ken away from traditional, 
folkloric salsa, which has 
remained static since it was 
first handed down by the 
Cubans in the 1940s. “I was 
born here," says Colón, a 
native of the Bronx. “I grew 
up on rock and the Beatles. I 
use all of the different sounds 
around me." 

Like Bob Marley, the man 
who popularized reggae in 
the U.S., Blades and Colón 
are social as well as musical 
figures. Colón describes 
their ground-breaking 1979 
collaboration, Siembra, as 
"a unification message to 
Latin America." Vet Blades 
insists he is not a political 
singer: “A political singer 
sings to an ideology. I write 
city songs about people 
whose lives are affected by 
political circumstances." 

What’s in store for Latin 
music in this country? Colón, 
whose first language is 
English, foresees salsa with 
English lyrics. Blades is in¬ 
deed planning an album in 
English, possibly to be pro¬ 
duced by influential fan Joe 
Jackson. Currently, though, 
Blades is getting a master’s 
degree in international law at 
Harvard. He intends eventu¬ 
ally to return to Panama to 
seek political office. And for 
Colón? “Maybe an album 
with Michael Jackson, some 
duets with Willie Nelson,” he 
jokes. 

Stranger things have hap¬ 
pened. - John Leland 

Those Oldies 
But Goodies 

The Flying Lizards, who 
did a swell demo (as in “de¬ 
molition”) job on "Money” 
five years ago, are back with 
a vengeance. On Top Ten 
the group—David Cunning¬ 
ham with vocalist Sally—de¬ 
constructs "Sex Machine,” 
“Tutti Frutti," "Purple Haze," 
“What's New Pussycat” and 
six other biggies. Great for 
parties, especially when you 
want to end one. 

No, it couldn’t be... could it? But it is: Lou Reed smiles. He may 
look like he's hosting a TV quiz show, but the occasion was a 
poetry reading in Toronto. Jim Carroll, who shared the lectern, 
convinced his friend and idol to mumble song lyrics indifferently. 
Reed’s last reading, also with Carroll, was in 1974. The line 
forms now for the Doomy Duo in 1994. 

JIMMY JAM & 
TERRY LEWIS 
It’s (Almost) 
Jam-Up Time 

If Prince is the focus of Min-
I neapolis’ musical earth¬ 
quake, keyboard player 
“Jimmy Jam” Harris and 
bassist Terry Lewis must be 
near the epicenter. Since 
leaving the Time last year, 
the two have become perva¬ 
sive producers, working with 
Klymaxx, the S.O.S. Band, 
Change, Cheryl Lynn and 
Cherrelle. Recently they 
were in Los Angeles to finish 
two projects: Thelma Hous¬ 
ton's next album, and Min¬ 
neapolis buddy Alexander 
O’Neal's first. 

“We always figured that 
we’d start producing when 
we got older," Harris says 
during a mixdown break. But 
he and Lewis haven't aban¬ 
doned the other side of the 
studio. After helping out 
former Time-mate Morris 
Day with his first solo record¬ 
ing and writing the tunes for 
the second Cherrelle album, 
the dynamic duo will finally 

finish their own LP. 
“Our own stuff is top se¬ 

cret," Harris remarks. “It'll be 
more off the wall than what 
we're doing with other 
people, but it'll still be com¬ 
mercial, ’cause hearing your 
records on the radio is what 
it’s all about. We've been 
slowly laying down tracks 
over the past few years, 
’cause we know people are 
gonna compare it to the 
things we did when we were 
in the Time. That was a great 
band and we don’t want to 
let anybody down, least of all 
ourselves.” 

What can we expect? Har¬ 
ris isn't giving anything away, 
but he reveals that he and 
Lewis usually start with a 
melody, adding lyrics 
(mostly by Lewis) and per¬ 
cussive doodads later in the 
mix. 

“Rhythm is important," 
Harris says, “but lots of the 
records out these days 
wouldn’t be much if you took 
away all the drum effects. I 
may be old-fashioned but I 
like a melody you can 
hum.” - j. pfunk 

Obscene 
And Not Heard 

For Graham Cheadle, 
England swings more like a 
noose than a pendulum. In 
early September, police, 
acting on an obscenity com¬ 
plaint, raided his record 
store in Northwich, Cheshire, 
and seized albums by the 
Dead Kennedys, Crass, 
MDC and Icons of Filth, 
among others. Cheadle for¬ 
feited stock of seventeen 
titles and had to pay court 
costs when a judge ruled the 
records were obscene. He is 
appealing the verdict. 

Crass Records, who pro¬ 
vided legal assistance to 
Cheadle, feel that politics, 
not four-letter words, are 
upsetting the authorities. 
Cheadle argued in his de¬ 
fense that the police passed 
over records by Iron Maiden 
and Frankie Goes To Hol¬ 
lywood that could be consi¬ 
dered equally "obscene.” 
Record retailers throughout 
the U.K. are understandably 
upset, fearing they could be 
next to lose their supplies. 
The British Phonographic 
Industry was asked to inves¬ 
tigate the case. 

But don't worry: it can’t 
happen he 

Now here's a comeback: 
Mamie van Doren the 

B-movies' answer to Marilyn 
Monroe. Mamie’s 1950s ex¬ 
perience with rock 'n' roll in 
B-movie masterpieces like 
Untamed Youth and Vice 
Raid has led to a return 
to recording activity with a 
twelve-inch dance single, 
“State Of Turmoil," and an 
album to follow. The stuff of 
oedipal fantasies at age fifty-
one, Mamie is riding the 50s 
nostalgia wave that aided 
Ronald Reagan s career. 
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AMERICA FIRST; 
SOME SEASONED 
NATIVE SONS 
FOLLOW THEIR 
OWN MUSE 

There's nothing wrong with honest 
American music," says Peter 
Holsapple, guitarist, keyboard 

player and main songwriter of the dB’s. 
He goes on to cite Elvis Presley, John 
Fogerty, Jeffrey Lee Pierce, Bruce 
Springsteen and R.E.M. as evidence. I 
don’t think people are as interested in 
emulating the British anymore, because 
they see we can do it just as well in 
America.” He sounds proud, but not 
chauvinist. 

If this be the New Jingoism, at least it 
marks a return of self-esteem. American 
bands are no longer reluctant to em¬ 
brace native musical traditions; these 
days it seems every corner of the coun¬ 
try is producing excellent, innovative 
groups with roots in country, blues, 
R&B, 60s punk or psychedelia rather 
than Merseybeat or electro-disco. For¬ 
merly typecast as Beatlesque power 
poppers, the dB’s aren’t as clownhome 
as Rank & File or the Leroi Brothers. But 
their new album, Like This, supports 
their claim as honest American rockers 
more concerned with memorable songs 
than a gimmicky sound or image. 

Although based in New York, the dB’s 
spent their formative years in countless 
bands in and around Winston-Salem, 
North Carolina. Holsapple (Connec¬ 
ticut-born), guitarist Gene Holder (a 
Philadelphia native) and drummer Will 
Rigby, as well as former dB guitarist 
Chris Stamey and Let’s Active leader/ 
R.E.M. producer Mitch Easter, followed 
their own muse; they refused to enter 
the top forty morass in which most work¬ 
ing musicians outside New York and 
Los Angeles lose themselves. 

“I got booed off the stage in Winston-
Salem at the age of sixteen for playing a 
Kinks song," Holsapple recalls. “They 
wouldn’t get up and dance until you 
played 'Brown Sugar.'” Playing original 

material in a non-commercial vein can 
be a dispiriting life for a young musician. 
“You wonder for a while if what you’re 
doing is right, but then you realize that 
this is what you do,” Holsapple says. 

Inspired by the likes of Big Star (a 
legendary Memphis group led by one¬ 
time Box Top Alex Chilton), the local tal¬ 
ent began making records on their own. 
There was a 1973 album by Rittenhouse 
Square, comprised of Holsapple, 
Stamey and Easter. A 1976 EP by 
Sneakers—Stamey and Rigby’s quar¬ 
tet—got good New York press, so 
Stamey went north for a look-see. He re¬ 
located to the Big Apple the next year, 
and became bassist in Chilton’s band. 
In 1978 Stamey persuaded Rigby to 
move to New York; Holder soon fol¬ 
lowed. Within a few weeks, the dB’s 
were born as a trio augmented with a 
saxophone player. 

By this time Stamey had launched a 
record label, Car, and released a single 
by Chris Stamey and the dB's, as well as 
a single by Peter Holsapple, who joined 
the dB’s upon arriving in New York. The 
quartet became local favorites as a 
“quirky power pop” combo, terms they 
wholeheartedly rejected. They issued a 

single on Alan Betrock’s Shake! Rec¬ 
ords in 1980, appeared on a major-label 
compilation (with a scratch mix not 
meant for public consumption), and 
wound up signed to a British company, 
Albion Records. Their debut album, 
Stands For DeciBels, reaped critical 
acclaim and light sales. 

After a disastrous trip to England the 
dB’s recorded Repercussion, their sec¬ 
ond English-only album. Once again 
they were praised by critics and ig¬ 
nored by U.S. record companies. 
“American labels didn’t know what to do 
with the dB’s," Holder says, “and we 
didn’t have anyone telling them what 
they could do with us.” Following 
another unsuccessful U.K. tour sup¬ 
porting Dave Edmunds in 1982, the 
foursome decided to pursue individual 
projects—just as Bearsville Records 
began scouting the group. Stamey re¬ 
corded a solo album. Holder joined 
New York's Individuals and Raybeats, 
and co-produced Pylon's Chomp with 
Stamey. Rigby did carpentry, formed a 
countryish band, the Wolfenannys, and 
guested with a group called Never 
Never. Holsapple, the band’s other prin¬ 
cipal songwriter besides Stamey, slung 
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an acoustic guitar over his shoulder and 
played solo “hard rocking folk" as the 
opening act on an R E M. tour. 

By 1983, when the dB's finally signed 
with Bearsville, Stamey was having sec¬ 
ond thoughts. While the band con¬ 
tacted potential producers, from Tony 
Visconti to Lindsey Buckingham, he 
opted for a solo career. “I wanted to be 
less collaborative,” Stamey recalls. "I 
had a different line on things rhythmi¬ 
cally; the sound was not appealing to 
me.” Holsapple and Holder cite 
Stamey's desire to have full control over 
the playing of his songs, which runs 
against the band's “democratic” ap¬ 
proach. “Chris said he felt it was time for 
someone to leave the band and he was 

the only volunteer," Holder says. The 
four remain friends. Stamey has since 
released a mini-album, Instant Excite¬ 
ment, on Hoboken independent Coyote 
Records. 
The dB’s decided to co-produce 

themselves with ex-Waitress head Chris 
Butler. Holsapple says Butler was “re¬ 
ally instrumental in getting the basic 
tracks together. He was really good at 
cutting and pasting, rebuilding the 
songs.” They recorded Like This at 
Woodstock last winter. With Stamey 
gone, Holsapple supplied all the songs 
and lead vocals, and Holder slid over to 
guitar. When Bearsville's Todd Rund¬ 
gren suggested the record needed a 
remix, Rigby and Holsapple selected 

REALTIME EQUALIZERS: 
SIMPLY PERFECT SOUND, 

RE27 Va-OCTAVE and RE 14 DÚÂpA-OCTAVE . 
REALTIME EQUALIZERS 

We could write pages of claims on hçvy tljq innovative three-color 
realtime arlafyzerS bùift inïo ’the RE 27 and RE 14 will enable such a 
dramatic sonic improvement you’ll think you have a whole new sound 
system. We could expound upon how quick and simple it is to adjust 

each slider until all the green LED’s are on, yielding 
±1 dB system accuracy that s practically impossible to 
achieve by ear. We could tell you how much better 
Rane’s State Variable equalizers eliminate feedback 
without ruining the rest of the sound, and how these 
Constant-Q filters are more precise and independent, 
reducing the need to re-adjust adjacent sliders. 

But don’t take our word... believe your own ears. Test¬ 
drive an RE 27 or RE 14 at your nearest Rane dealer. 
Hear for yourself the kind of eye-opening effect they 
have on any speaker system. No sticker-shock, though:

only $849 for the RE 27 and $749 for the RE 14, suggested list price. 

Plain equalizers are becoming obsolete. Ask anyone who’s used a 
Realtime Equalizer they work wonders. 

Rane 6510 216th SW, Mountlake Terrace, WA 98043 (206) 774-7309 

Pennsylvanian Rick Wagner as new dB 
bassist. The band has just finished a 
tour supporting R.E.M., and plans to re¬ 
cord another LP at the end of the year. 

Like This includes “Amplifier," an odd 
song about romantic abandonment and 
suicide that appeared on Repercus¬ 
sion. “We had an offer from a friend, 
Walter Williams—the creator of Mr. 
Bill—to do a video," Holsapple ex¬ 
plains. “He had a storyboard for 
'Amplifier.' We're a pretty impulsive 
bunch of guys, so we said okay”—even 
though the song was on an out-of-date 
record. Regardless, the dB's made the 
video (without Stamey, whose status 
was already uncertain), loved it, 
showed it to Bearsville, and ultimately 
decided to remix the song for the new 
album. 

The future finally seems bright for the 
talented bunch of nice guys known as 
the dB’s. Like This is their most commer¬ 
cial release yet, retaining the band's lik¬ 
able roughness while trimming their ex¬ 
cesses. Holder emerges as an original 

continued on page 114 

dB's OUTPUT 
Gene Holder plays a 1961 Fender 
Stratocaster and a 1966 Fender Telecas¬ 
ter through a Hi-Watt combo amp and a 
Marshall combo amp with two 12-inch 
speakers. He uses Dean Markley strings, 
an Ibanez overdrive and “occasionally" a 
Roland DM2 echo. 

Peter Holsapple has two mid-60s Fen¬ 
der Stratocasters, modified with a 5-way 
pickup switch. He uses an Ampeg VT40 
amp, Dean Markley strings, Ibanez 
stereo chorus and Electro-Harmonix 
Small Clone. For the album he also used 
a Sigma acoustic with a d'Armond pick¬ 
up, a Harmony mandolin and an autoharp 
played with a drumstick. His keyboards 
are a Fender Contempo organ and an 
Ondioline. For the album, he used a 
Bösendorfer grand piano with extra bass 
keys. 
Will Rigby s kit includes a 24-inch 

mahogany-finish Ludwig bass drum with 
Remo Power Dot head and a DW5000 
pedal. The basic kit is a 1971 pre-CBS 
Rodgers, with 6-inch metal snare, 12x10 
and 14x12 rack toms, and a 20x20 floor 
tom which he plays single-headed. He 
uses Remo Ambassador heads. His 
high-hat is a mismatched Zildjian New 
Beat, medium on top, light on bottom. His 
cymbals are a 16-inch Zildjian China Boy, 
a 20-inch Zildjian medium ride, and two 
18-inch crashes, one Paiste and the other 
Zildjian. He uses Powersonic Rock sticks, 
alternating between wood and nylon tips. 
On the album he used 12-inch and 14-
inch Roto-toms. 
Rick Wagner has Hamer Cruise and 

Fender Precision basses. He uses Roto-
sound strings and plays through an 
Acoustic top and an Electro-Voice 
cabinet with one 15-inch speaker. 

The band doesn't own a P.A., relying on 
venues to provide amplification. They do 
have microphones, though, favoring 
Shure SM58s. 

24 



BMI. DARYL HALL AND JOHN OATES 
ARE ON OUR LIST. 

BMI. The worlds largest music licensing organization. 
New York (212) 586-2000 • Nashville (615) 259-3625 • Los Angeles (213) 465-2111 



Swingstar_ 

Swingstar drums feature 9 ply shells in both 
regular and deep shell sizes. Omm-sphere 
tom-tom holders and rugged Stagemaster 
hardware enable exact positioning. Truly a 
high quality sounding drum designed to be 
within the reach of any budget. 
Imperialstar_ 

Imperialstar drums have long been known as 
the heavy weight of rock and roll percussion. 9 
plys of straight grained wood covered with a 
durable plastic laminate and sealed with the 

tough moisture resisting Zola-Coat finish pro¬ 
duces a consistently clean and strong sound. 
The Titan hardware gives solid support to even 
the heaviest of hitters. 
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VIDEO 

MARY ANNA FECZO 

MUSIC VIDEO 
BEASTS AND 

A FILM 
DIRECTOR’S 
BURDEN 

Since it’s so easy to stereotype, it’s 
no wonder that many film directors 
are picked for clips that resemble 

their celluloid successes. Billy Idol’s 
“Dancing With Myself" is the ghoul-rid¬ 
den offspring of director Tobe Hooper’s 
Poltergeist. Michael Jackson's guy-
with-a-secret “Thriller” is a chip off John 
Landis’ American Werewolf in London. 
William Friedkin’s Exorcist follow-up, 
“Self Control," shows Laura Branigan 
spread-eagled after a trek through the 
city’s underbelly on Reynolds Wrap 
asphalt. 
The exceptions aren’t necessarily 

superior. Bob Rafelson, the brilliant or¬ 
chestrator of Five Easy Pieces, came up 
with a contrived party atmosphere for 
Lionel Richie’s “All Night Long." 
Jonathan (Heart Like a Wheel) Kaplan 
directed a tedious, Hitchcock-stylized 
“Infatuation" for Rod Stewart. 

In the burgeoning video field, a string 
of heavily rotated clips can give a direc¬ 
tor a shot at a feature film. So why are 
established auteurs' conf rontations with 
five-minute videos so lackluster? Direc¬ 
tor Allan Arkush’s video clips may very 
well hold the answer: the music. 

Arkush, thirty-six, has his cinema pa¬ 
pers. While at New York University Film 
School, where he studied with Martin 
Scorsese, he won second prize in a na¬ 
tional student film competition with 
“Septuagenarian Substitute Ball,” about 
a rock star's three-day rise and fall. He 
shot part of the film at the legendary Fill¬ 
more East theater, where he worked 
weekends showing people to their 
seats. He rapidly graduated to the Fill¬ 
more’s lighting crew, becoming in¬ 
volved with abstract imagery projected 
behind the bands. 

Arkush went professional in the early 
70s, working for Roger Corman. While 
co-directing Hollywood Boulevard with 

Joe Dante, Arkush supervised a musi¬ 
cal sequence with Commander Cody & 
his Lost Planet Airmen. 

“I was amazed how naturally it worked," 
he recalls. His own Rock 'N' Roll High 
School (1979) established his facility 
with music visuals; Get Crazy, which 
came and quickly disappeared last 
summer, consolidated his reputation. 

Get Crazy's controlled bedlam bred 
the condensed lunacy of Arkush’s sec¬ 
ond vidclip, Bette Midler and Mick Jag¬ 
ger's “Beast Of Burden.” (In 1983 he di¬ 
rected a concept video for Dokken. ) For 
all its primal vitality, “Beast Of Burden” 
is a “premeditated” work, Arkush says. 
He suggested Midler rehearse in front 
of a mirror “to get her lip sync down and 
to know what she'd look like every mo¬ 
ment of the song.” Toni Basil choreo¬ 
graphed; the crowd was told to react off 
Midler. 

“I told Bette, 'Don’t let Mick have one 
inch. Whatever he does, try to outdo 
him,'” Arkush says. “But I never told 

did—then the best place to watch the 
action is the place you should put the 
camera." 

Nor was audio overlooked. Arkush 
used layered tracks; He ran the original 
through loudspeakers on the set, then 
remixed the results, which included the 
crowd's coached cheering, stomping 
and yelling. That second mix was 
further augmented in the studio with 
even more pointed audience participa¬ 
tion—“clean yells," as Arkush puts it. 

In the end, the only authentically 
spontaneous shot was of Midler grab¬ 
bing Jagger as he’s lifted onto the 
crowd’s shoulders. "The audience just 
assumed the action happened that 
way—that it was live. They’re paying me 
the ultimate compliment because I 
made it look easy and it wasn’t. My one 
goal was to make the viewer believe that 
when those two got together, sparks 
flew.” 

Arkush subsequently directed clips 
for Christine McVie (“Love Will Show Us 

Mick it was Bette’s ballgame.” Arkush 
knew the lead Stone would try to take 
advantage. 

“I took the George Cukor approach. 
Cukor’s a great director of actresses 
and sometimes it's best to be sort of in¬ 
visible. If the chemistry happens be¬ 
tween these two, and if I can coax the 
chemistry out of them—which is what I 

How”) and Elvis Costello (“The Only 
Flame In Town,” with Daryl Hall). He re¬ 
cently directed several episodes of the 
television series Fame. But he’s afraid 
his expertise with busy crowd scenes 
will pigeon-hole him. “I don’t want to be 
considered a director who just does 
live-looking concert pieces. I have a lot 

continued on page 33 
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Ine scope and challenges of today s music keep 
expanding daily. Basic musical craft remains the indis-
pensible foundation for success. But there is also a 
whole new dimension of music technology. It is an 
inseparable part of our musical present and future. 

For the emerging musician, Berklee has a compre¬ 
hensive selection of course offerings, professional 
faculty, and technical facilities including: 
A. Performance Synthesizer Facility equipped with 

over 50 of today’s latest instruments, such as the 

Oberheim OB8, Rhodes Chroma, Yamaha DX7, Roland 
Jupiter 6, and others. 

Six professional recording studios featuring three 
24-track Studer/Otari facilities with automation and 
digital capability. 

Two Movieola film studios and BTX Softouch System 
for film and video scoring and editing. 

Call or wnte our Admissions Office for our free 
catalog today. Because at Berklee, we’ll make you more 
of a musician. 

Berklee will make you more of a musician 
by teaching you more than music. 

Berklee 
College of Music 

Where careers in music begin. 

For a current catalog, contact the Berklee Admissions Office. Call toll-free 1-800-421-0084 (9 a.m. to 5 p.m. EST). 
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Bob Moses 

CUFF TINDER 

A FEARLESS 
DRUMMER 
CREATES HIS 

OWN MUSICAL 
UNIVERSE 

We enter the crowded recording 
booth of Gramavision Studios 
just in time to witness Bob 

Moses leap into the air, hang sus¬ 
pended for a fraction of a second and 
throw a front kick to illustrate the crucial 
accent of a bass line he's feverishly 
chanting. He drops to his feet still sing¬ 
ing the syncopated vamp, punching 
and kicking the air as part of an amaz¬ 
ingly coordinated dance of rhythmic 
elucidation. 

The verve suddenly dissipates as he 
turns to his bass player, “Think you can 
play that?” He pivots to direct his com¬ 
ments to guitarist Bill Frisell, “And Bill, I 
don’t want to hear any Wes Montgomery 
at all. I want you to play like...like, ritual 
mass suicide " The control room fills 
with hysterical laughter. That's Rahboat, 
I say to my companion, who nods her 
head vigorously. 

Like his mentors, Charles Mingus and 
Rahsaan Roland Kirk, Rahboat (suffice 
to say it sounds like "Robert” and we’ll 
skip the cosmological etymology) is im¬ 
bued with a blistering energy and lust 
for life that flows from a deep, refreshing 
creative well. 

"He's an incredibly unique cat," Pat 
Metheny, musical collaborator and pro¬ 
ducer of Moses’ album When Elephants 
Dream Of Music (Gramavision), insists. 
“He’s literally done something that very 
few musicians ever do: he’s created his 
own musical world. It’s got his stamp on 
it. The other thing is that he’s also a 
great, great drummer, but very under¬ 
rated. He's not for the tame to play with, 
he’s fearless and you’ve got to be ready 
to get in there and tussle around.” 

With four solo records under his belt 
(though one of the best, Bittersweet In 
The Ozone, is sadly out of print) and 
vast sideman credits—including Meth¬ 
eny, Gary Burton, Compost (with Jack 

DeJohnette) and, what is now generally 
accepted as the first jazz-rock band, 
the Free Spirits (with Larry Coryell)— 
Moses is only just beginning to receive 
the critical and mass attention he de¬ 
serves. But Mingus and Rahsaan were 
quick to recognize the creative sparks 
and deep-rooted feel for black music in 
the teenage Moses. 

Growing up in an amazingly rich mus¬ 
ical environment didn’t hurt either. His 
father worked as a publicist for Mingus, 
Rahsaan, Billy Holiday, Ellington and 
Stan Kenton, and the Moses household 
was a jazz hangout. “Hell, the building I 
grew up in, at one time, housed Art 
Blakey, Max Roach, Abbey Lincoln, 
Rahsaan and Elvin Jones, and Ellington 
lived around the corner," Moses em¬ 
phasizes. And by the time he was old 
enough to be bar mitzvahed, he had al¬ 
ready entered into a sort of manhood 
few musicians can equal. “Yeah, I was 

already playing with Mingus and Eric 
Dolphy, and was a very good friend of 
Rahsaan. I was only fourteen when we 
recorded Rip, Rig And Panic and later I 
played vibes on I Talk To The Spirits." 
He also served a six-month stint with 
Kirk’s working band. 

“Man, do you want to hear a really 
funny story about Elvin on Rip, Rig And 
Panic?" Moses interjects with a typical 
burst of uninhibited laughter. “You have 
to picture this: We’re at Rudy Van Gel¬ 
der's studio. Now Rudy is clean, like 
anal retentive to the point of wearing 
white gloves. And my job on this record 
is to break a bottle at a certain point. So 
the challenge is to get the sound of 
breaking glass without making a mess. 
After much deliberation, Rudy finally 
rigs up a waste paper basket with a big 
stone at the bottom to break the bottle 
on. But for some reason they didn't like 
the first take— I don't think it had any-
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WE PUT 
EVERYTHING IN 

BUTTHE COMPROMISES_ 
The new EMX integrated mixers. 

Now there’s a line of integrated mixers that leaves compromise out of the mix. The 
EMX Series from Yamaha. Three mixers that combine convenience with performance. 
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jacks. Switchable pads and gain trim controls. Three-band equalizer with sweepable 
mid-frequency section on every channel. Two pre-faders, pre-EQ foldback sends 
on every channel. One echo send per channel and internal analog delay. Dual 9-band 
graphic equalizers. And legendary Yamaha quality and reliability. 

So don’t compromise on your next mixer. We didn’t. 

Combo Products Division, Yamaha International Corporation, P.O. Box 6600, Buena Park, CA 90622. 
In Canada, Yamaha Canada Music Ltd., 135 Milner Ave., Scarborough, Ont. MIS 3R1. © YAMAHA 



thing to do with my bottle breaking— 
and we realized there wasn't another 
bottle anywhere around. I mean, what 
was I to do? Was this already the end of 
my career? Elvin just sort of looks at me, 
whips out a fifth of scotch about three-
quarters full. 'So you need another bot¬ 
tle?' (imitating Jones' raspy voice) He 
turns up the bottle, and in one gulp, 
aaaaaagggggggg, zzoooommm, it's 
empty. He motions to me and says, 
‘Here’s your bottle.'" 

In Moses' music you can still hear the 
direct, honest emotional projection as¬ 
sociated with Rahsaan, and much of 
Mingus’ fire and writing techniques. 
Moses tunes like “Black Orchid,” 
“Everybody Knows You When You're Up 
And In” and “Deepest Blue” reflect Min¬ 
gus' bittersweet horn voicings (via El¬ 
lington), with such dense textures from 
so few instruments; Mingus-like skitter¬ 
ing themes, tempos and meters; and 
the Mingus penchant for bringing you to 
the precipice of anarchy, then master¬ 
fully resolving the churning counter¬ 
points and polyrhythms. 

“And one thing I really love about Min¬ 
gus and Rahsaan, and something I 
think is in my music also, is that the 
whole history of the music is always 
present. It's not about current events,” 
Moses states even though he has no 
qualms about infusing rock, funk, third-
world and electronic influences into his 
creations. 

“It’s funny, a lot of people think of me 
as being a very free musician, but my 
music has so many restrictions and 
rules. My tastes are definitely old 
school. In the older music there were 
certain sociological restrictions built in. 
Like, for one thing, they tended not to be 
virtuosic. And that fact forced them to 
really play something from their hearts, 
to really tell a story. They couldn’t dazzle 
you with fancy foot work like these kids 
the colleges are whipping out these 
days; they had to dazzle you with a true, 
deep, inner statement. 

“As a kid, I used to practice with Min¬ 
gus and he’d be yelling at me, ‘Hey, 
stop playing that technical crap! Play 
sloppy.’ And I’d sit there and actually 
argue with Mingus—all the time," the 
very brave Moses recalls. “That's why 
he liked me. Even then I had a lot of 
strength. I'd argue, but he'd be right 
about most stuff.” 
As a leader who squeezed twenty-

nine musicians onto his last record, the 
excellent Visit With The Great Spirit 
(Gramavision), Moses still sees Mingus 
as his model, "but the one thing I try not 
to emulate is the abusive part. I don’t 
care about the precious feelings of the 
musicians I’m working with; I care about 
the people out there listening to us,” 
Moses says only half joking. “Now I'm 
really starting to pop as a leader be¬ 
cause I can get people to play their in¬ 

struments the way I would play them." 
Sound familiar? “I'm very good at shap¬ 
ing the music and getting maximum 
performance out of people. I insist that 
they play from the heart and originally. 
And they appreciate working with me 
because I draw things out of them.” 

And in order to get heart-felt music in¬ 
stead of glib virtuosity, Moses has de¬ 
veloped an impressive arsenal of 
techniques for coaxing creativity from 
his players. “I’ll do things like not show¬ 
ing the horn players the chord symbols 
for their solos. I'll say things like, 'Imag¬ 
ine that you’ve never heard bebop, that 
you’re a roadside musician who only 
knows three chords. Now give me some 
primitive shit.' I also like to have fixed 
landscapes and then allow the freer 
players to wander through it child-like 
with minimal restrictions. I like a desig¬ 
nated anarchist." 

As with his painting, drumming and 
poetry, Moses has no formal training as 
a composer or arranger. “When I first 
met him,” Metheny comments, “he 
didn’t know details about harmony. He 
had a feel for it, but in the last ten years 
he’s literally taught himself arranging. 
When he played me the tapes he had 
written for When Elephants Dream Of 
Music, they were just unbelievable. I 
just said, 'Let’s go do it and figure out 
the finances afterwards.”' 

Elephants popped up on more than 

one critic's list of the year's best jazz re¬ 
leases and even on a few rock and pop 
tabulations. A stunning melodist, Moses 
knows just when to use what he calls 
“surprise notes”—notes that fall outside 
of the scales suggested by the underly¬ 
ing chords—and how to keep his 
melodies interesting and accessible. 
The narrative quality of his music seeps 
into the listener’s subconscious or what 
Bob calls your “dream plane.” 

“I love layered things, I like having the 
rhythm section in one time signature 
and the horns in another. It’s the way 
people are. If you go out on the street, 
you hear it all at once, it all blends. And 
when I went to Brazil last year, I didn’t 
really hear any samba until I heard the 
crickets up in the mountains. Then I 
heard where the samba came from; it 
was the meanest samba I ever heard,” 
Moses chuckles. 

“When you're a composer or painter 
you’re playing God, you're the master— 
I'm very good at that. When you’re being 
a drummer you’re the servant,” Moses 
quips. “It took me a long time to get my 
drumming to the point where I liked it, it 
didn't come naturally." But ironically, 
Moses is best known as a drummer. His 
every movement, every word he speaks 
seem to be guided by an intrinsic 
rhythmic center deep within the man. 
He may not play with all the refined 
technique of a Tony Williams, but his 

A Different Drummer. 
It is no longer news that Jack 
DeJohnette is an accomplished and 
gifted keyboard player, composer 
and band leader in addition to his 
long-recognized status as one of the 
world's most important drummers. 
For Album Album. DeJohnette has 
assembled three fine horn players— 
David Murray, John Purcell and 
Howard Johnson, as well as bassist 
Rufus Reid for some of today's 
liveliest and most distinctive jazz and 
funk sounds. 
Album Album, the new LP from 
Jack DeJohnette's Special Edition 
on ECM. 

Album Album 1/4-25010 

ECM Manufactured and Distributed by Warner Bros. Records Inc. © 1984 ECM Records. 
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friends 

individually or in exciting combinations. With a little practice, you'll 
be a maestro in minutes! Musician or not, one finger is all it takes 

to make music instantly 
=7 This holiday season, invite the entire band right Into your living 

room. Boogie down by bringing out the best musician in the 
(J house- you! Take a friend to see a live Omnichord demonstration, 
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7/7 r~^ H co ôr brochure, write to Suzuki Corporation, P. 0. 
LkA U Box 261030, San Diego, CA 92126 (619) 566-9710. 
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fingers over the electronically charged strumplate 
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Moses from previous page 
time is flawless, and most importantly, 
he plays with a composer's sensitivity to 
structure and texture—he actually 
maintains the form of the composition in 
his solos. It’s something Moses attrib¬ 
utes to a technique he terms “inner 
hearing’’: "If I'm playing 'Stella By Star¬ 
light,' instead of internalizing the vamp, 
I internalize the melody. Then you can 
superimpose anything over that once 
you’ve mastered internal hearing. I can 
play 'Stella' while thinking about an av¬ 
alanche or sparrows or kids rolling 
around in the grass—any organic mo¬ 
tion. But you have to internalize some 
sort of grid first." 
Coming from a jazz background, 

Moses finds himself increasingly at¬ 
tracted to the raw power and precision 
of rock drummers like Bill Bruford or 
Stewart Copeland. “Now I’ll play with 
the same rock power, but I'll make it 
more circular, I’ll play more rounded 
eighth notes than the rock guys. I guess 
it’s because the black thing is where I 
really come from. Circles are very im¬ 
portant to me, I love circles and I love 
women with big butts and I love to watch 
Elvin play." 

Like rock drummers, Moses has also 
recently gotten away from the jazz ad¬ 
diction to playing time on the cymbals. 
“I love good cymbals”—his set consists 
of two 22-inch and two 20-inch rides 
and high-hat. Though generally using a 
mixture of old and new Zildjian Ks, he 
recently purchased a set of Zildjian Im¬ 
pulse cymbals that he’s very impressed 
with. “But I use the cymbals for punctua¬ 
tion or as a harmonic cushion, not to 
play time on. I love the sound of the 
drums too much. That’s why I relate to 
African and Latin music and older jazz.” 

Ostensibly endorsing Pearl Drums, 
he admits to only using their hardware: 
"It’s great hardware. But what I actually 
use is Eames drums. The shells were 
made to my specifications. I have a set 
made out of spruce, a 14-inch, 15-ply 
snare drum and two 12-ply 24-inch and 
22-inch bass drums, a 14-inch and 16-
inch floor tom, and 11 -inch, 12-inch and 
13-inch rack toms. They are beautiful 
drums, loud and solid. They’re the 
king's drum. I also practice with 
Yamaha sets at the Drummers' Collec¬ 
tive and they always sound great. I also 
find that I keep on going back to the 
(Remo) Ambassador heads; I like the 
sound of the deader rock heads." 

Currently intrigued with the potential 
of electronic instruments, Moses has 
begun experimenting with synthesizers 
and drum machines for his forthcoming 
releases. “I think that the synthesizer is 
the great goddess, they are the female 
deity. And I’m totally sold on drum 
machines. I don’t want to use them by 
themselves, but in addition to real drum¬ 
mers they are great. The trick is to let the 

machines do the dirty work for you; free¬ 
ing up the humans to do what they do 
best, which is to react spontaneously." 

Back in the studio, Bob walks into the 
control booth and begins to sing out a 
convoluted Latin rhythm to the Ober-
heim DMX programmer. As he con¬ 
tinues, it becomes obvious that there’s 
no way the drum machine can handle 
the assignment. “Bob, I don't think we 
can do that," the programmer laughs. 
“That’s why we have you on the drums, 
man. You’re the only one who can do 

Arkush from page 27 
of other interests I’d like to explore that I 
can't get to do in features. ” One of these 
is abstract work—“videos that look like 
Rauschenberg paintings—use a lot 
more matting processes, as well as mul¬ 
tiple layers of images with the images 
interpreting the song while being fil¬ 
tered through the performing artist." 

One not-so-abstract Arkush image is 
the Fillmore East T-shirt worn by a lanky 
guy with dark, curly hair in both Flock 'N' 
Roll High School and Get Crazy. It’s 
Arkush himself, implying one of music 
video's primo lessons: The best visuals 
start in the eardrums. 

It’s a lesson other big-time film direc¬ 
tors taking the plunge into rock music 
would do well to heed. 0 

P.O. Box 4394 
Santa Rosa, CA 95402 
(707) 525-9941 

Abercrombie Returns. 

For Night, guitarist John 
Abercrombie is back with the 
same group that recorded his 
classic Timeless LP ten years 
ago—Jan Hammer (keyboards) 
and Jack DeJohnette (drums). 
Saxophonist Mike Brecker has 
joined the group for Night 
and the results range from 
the fiery to the delicate, 
from infectious reggae to 
hard-driving rock and jazz. 

Night, the new album from 
John Abercrombie on ECM. 

Night 1/4-25009 
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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. 

puter based music system, or 
connects directly to any one 
of the new generation of 
MIDI equipped instruments 

-MIDI-
IN OUT 

Drumtraks also features the very important MIDI 
(Musical Instrument Digital Interface). Through 
MIDI, the Drumtraks puts the beat into your com-

(SIX-1 RAKS!). 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-1'8. 

Hr Listen to Musicians. 
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For a full SCI catalog including decals, send $3.00 to: 
Sequential Circuits, Inc., 3051N. First St., 

San Jose, C71 95134. 
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$1095.00Retail 

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 
Patch1'1” sounds. 

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 
and 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! 

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. 

We 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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An Odd Couple i ( 

STake. 

u 
Photograph by Deborah Feingold 

When I heard you play that solo, Robert 
I was shivering, trembling, crying.... 

By Vic Garbarini 
K few years ago, after a long re¬ 
cording session in Berlin, David 
Bowie turned to Robert Fripp and 
asked, “Robert, what do you 
really want?” 

Fripp just smiled. 
Today, Fripp is just about done 

signing the last of a hundred 
posters depicting the cover of 
Bewitched, his second album of 
guitar duets with Police guitarist 
Andy Summers. It's been an 
exhausting seven years since 
that summoning call from Bowie 
and Eno prompted Robert to re¬ 
enter the musical mainstream 
after disbanding King Crimson 
in 1975. Now, after a tumultuous 
three-year run, Fripp is ready to 
lay the latest Crimson aggrega¬ 
tion to rest. It's no secret that 
lately he’s been frustrated and 
unhappy with “the Crims." Al -



“No, Andy, I cant go along with this. .. 
no, no, no, this is too much rock ’n roll!” 



though there’s a live album scheduled to be mixed this com¬ 
ing February, Fripp insists that he has "...no plans to work in a 
band format in the foreseeable future.” In fact, as soon as he 
finishes this interview (and signs all these damn posters), 
Fripp will have fulfilled the last of the responsibilities he took 
on seven years ago. 

"This isn't what I expected success to be like,” quips the 
Fripp as he scribbles away. “I think the folks out there may not 
understand what it means to be a professional musician. I 
didn't think it meant sitting around signing posters. I thought 
you could practice eight to twelve hours a day,” he con¬ 
cludes. "Sounds like purgatory,” counters Andy Summers, 
peering over Fripp's shoulder. Summers, in white T-shirt and 
modified black kimono, could pass for an Aryan Zen monk, 
while Fripp sports the new wave commando look, complete 
with combat fatigues, paratrooper boots, and severe crew-

“Grow up!” he snapped, zinging a breadstick at my head. 
"You’ve got to work at getting this stuff. You can't just listen to 
Van Halen all day...." Not wanting to get stuck with the check, 
I conceded the point. 

Oddly enough, he was right. I soon realized that the new 
record was concerned with, if you’ll excuse the expression, 
the ebb and flow of consciousness. This was music to buff¬ 
shine the mind and soul; music that aimed at clarifying one's 
awareness. Kinda cosmic. It may not be overtly emotional, 
but it certainly could elicit real feeling. 

If these two guys can blend their energy so well, could they 
really be such temperamental opposites? Well, yes and no. 
Extrovert Andy has his reflective side, as evidenced by his 
passions for ECM jazz, twentieth century classical music, the 
avant-garde in music and art, photography, and his devotion 
to the love of his life— his angelic six-year-old daughter, Leia. 

“I FIND IT UTTERLY IMPOSSIBLE TO PLAY IN CRIMSON. WHERE 
• YOU GET EGOTISM, EVERYTHING BREAKS DOWN.” 

cut. (Look out, Joe Strummer.) Finally, the last poster is done. 
Fripp is a free man—free to do what he really wants. He looks 
up at Summers, smiles beatifically, then announces: “I’m off 
to clean latrines in West Virginia!” 

Somebody call David Bowie. 
‘Tm just going into retreat like I did in 1974," laughs Fripp. “I 

worked in the music industry for seven years, and now it's 
time for another retreat. So I'm off to Claymont, the late J.G. 
Bennett’s school near Washington, D.C., for a three-month 
course." And after that? "After that,” smiles Fripp, "I shall let 
the future present itself.” 

While Fripp withdraws to recharge his batteries Andy Sum¬ 
mers is moving in the opposite direction. He’s expanding his 
activities to include involvement in two or three film projects 
as an actor and writer, as well as a composer. Then in De¬ 
cember it’s off to Montserrat to help put together a live Police 
album. And sometime next year he hopes to nail down those 
long planned sessions with jazz drummer Jack DeJohnette. 
“I think Jack's getting a little frustrated,” confesses Summers, 
“because I haven’t been able to get to it. But I'd love to work 
with him and I have some very good tunes that I think would 
work well for us." 

Maybe these two should exchange costumes. Fripp the 
Monk and Andy the Commando might be more on the mark. 

As for Fripp, when I mentioned to a music business friend that 
I'd just interviewed him, she confessed that, “I’d always fig¬ 
ured him to be a dry stuffed-shirt, but God, was I wrong. 
He’s one of the warmest, most considerate artists I'd ever 
met—and what a sense of humor!” 

Fripp, funny? 
Judge for yourself. When people finish seven-year commit¬ 

ments, they tend to open up a bit. In any case, the boys as¬ 
sure me that, unlikely as it seems, everything you’re about to 
read is literally true. It must be. Nobody would—or could— 
make this stuff up. Derek and Clive, watch out. 

FRIPP: Did you find the magazine with the article “Sex and 
The Rock 'n’ Roll Star” in which you’re, may I say, "heavily” 
featured? 
SUMMERS: Thank you for striking this low note at the begin¬ 
ning of the interview, Robert. Yes, I did. 
FRIPP: What was your reaction to that comment in the article 
about you? 
SUMMERS: Pride. 
MUSICIAN: Andy, the Carmelite Order of nuns is a tough 
group. Is this why were you ousted from the novitiate? 
SUMMERS: No, it was because I didn't know the answer to, 
"What do you get when you throw a piano down a coal mine?” 

Sa “BUT ALL THE BEST GROUPS ARE RIFE WITH EGOTISM. YOU ■ FEEL TRAPPED, WANT TO BE KNOWN FOR OTHER THINGS. ” 
While Summers seems to thrive on the hustle and adrenalin of 
the pop star game, Fripp finds all the “artificial excitement" a 
distraction that keeps things skimming along the surface in¬ 
stead of revealing their deeper potential. At first glance it 
might seem unlikely that this odd-couple alliance could work 
at all, but work it does. On 1982’s / Advance Masked, and now 
on Bewitched, Summers and Fripp have established a musi¬ 
cal sanctuary—a shared world free of the conflicts and pres¬ 
sures that attach to their more commercial personas. It’s sort 
of Twilight Zone where rock, jazz and avant-garde meet, and 
where the performers' more subtle sensibilities can come to 
the fore. Bewitched is looser and more playful than its pre¬ 
decessor, and less tied to a strict duet format. Side one is an 
exercise in minimalist Zen dance music, if you will, while side 
two offers a more fluid, dream-like ambience. “The studio was 
really used as a tool this time," says Summers. "I was altering 
and editing tunes almost into the mastering stage; even in 
mixing, I’d add things if I thought it was appropriate or neces¬ 
sary. The result is a more fully realized and satisfying piece of 
work, a fact that eluded me at first.” “Where's the emotional 
beef?” I wondered. True to his Zen-minimalist heritage, Sum¬ 
mers enlightened me over lunch with just two simple words: 

MUSICIAN: Okay, what do you get? 
SUMMERS: Aflatminor. 
FRIPP: OHHHH, that's bad, that really is.... 
MUSICIAN: But seriously, why would two people with such 
obvious problems want to work together? 
FRIPP: (In heavy Dorset accent) I jes’ coud’nt find no 'un else 
that would let me woik with ’em, see? So I sez to my mate 
Andy, “Let’s go down ta Arrnnnyy’s Hut an’ make us a record." 
MUSICIAN: Andy, what was it about Robert’s playing that 
made you reach out for him, as they say in the Mafia, when 
you decided to do these duet albums? 
SUMMERS: Well, I heard his marvelous, heart rending solo 
on the Roches “Hammond Song,” and that suddenly lit me up 
to him. I also enjoyed what he did with David Bowie. At the 
time I was looking for something to do outside the Police that 
would be musically rewarding and a completely different ket¬ 
tle of fish in terms of commercial pressures. So I wrote a letter 
to Robert from the Munich Hilton and he responded with some 
enthusiasm. And that was the start of this Laurel & Hardy 
career we’ve pursued since. 
MUSICIAN: How do you divide up responsibilities in terms of 
who plays what? Do you each fall into particular roles? 
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Andy Summers tempts the camera while Robert Fripp files his nails and prepares to clean latrines in West Virginia. 

SUMMERS: To make an analogy of sorts...if you have a body 
which is composed of flesh and bones, then maybe you can 
say that Robert provides the bones and I provide the flesh. 
Robert will come up with a lot of single line polyrhythmic riffs 
and I’ll supply the harmonies around them. That’s not true on 
every track, but it’s a fair comment on how we generally do it. 
MUSICIAN: "Macquillage" on Bewitched, for instance, has 
almost a Spanish/Moorish feel. I assume that’s Robert playing 
that slow, stately arpeggio and Andy providing the fluid im¬ 
provisation? 
FRIPP: I’m doing a slow part, yes. That’s my new standard 
guitar tuning there. It came to me when Crimson were working 
in Champaign-Urbana, Illinois. I was staying at the University 
Inn where their happy hour provides drinks entirely free for 
guests between five and seven. The pina coladas were won¬ 
derful— all ice cream, no rum. I went to bed for a snooze at the 
beginning of the afternoon.... 
SUMMERS: This is how music is born, ladies and gentle¬ 
men.... 
FRIPP: It is! And I really wanted to go to sleep but suddenly 
zap! there it was...(long pause)...No, it wasn't at all. That was 
when what became the guitar part for “Model Man” came. The 
new tuning came one morning— I woke up and I knew what it 
was. It's a more rational tuning that extends the range of the 
instrument. I’d been after it a while because the standard 
guitar tuning is really pretty feeble. 
SUMMERS: Robert was playing it and I was trying to con¬ 
struct a melody over it. What he did in the studio, which was 
pretty nifty, was to remove a note, putting it into 7/4, which 
made it a lot more interesting. Actually, most of Bewitched 
was made up in the studio. 
MUSICIAN : Your accent reminds me that you both grew up in 
the same part of England, near Bournemouth. Did you ever 

interlock as musicians or in any other strange way in those 
days? 
FRIPP: Andy was working in Minn’s, a music shop in Bourne¬ 
mouth, since bankrupt by the most appallingly dinosauric 
policy. They had a whole pile of redundant, really awful, fee¬ 
ble, cheap organs .... 
SUMMERS: Well, we're all cursed with this, aren’t we? 
FRIPP: . . . and they used to do a lot of good business selling 
them to the middle class of Bournemouth. Anyway, when 
Andy was working there I went in and asked him a question 
and he was rude to me . . . insouciant! 
SUMMERS: This story continues to haunt me through the 
years. But to pick up the story, I was working at the Majestic 
Hotel in the guitar seat for the Hebrew Fraternity of Bourne¬ 
mouth. When I finally vacated to go to London, who should 
take my place but young Mr. Fripp. 
MUSICIAN: I’ve always been curious. What tunes were you 
playing in those days? 
SUMMERS: We used to do “Perfidia,” the Jewish National 
Anthem, and “Happy Birthday Sweet Sixteen.” Those were 
the three I knew the chords of. The rest I had a red face on. 
FRIPP: I used to do all the Jolsons—the fast and slow ones. 
Hava Nagilah; all the wedding songs. And if you were doing a 
bar mitzvah then obviously the music was a bit different. But I 
was responsible for what the band called the “twists.” Have 
you got any “twists," Bob? they used to say to me. And every 
now and then I’d go out and buy sheet music for a new “twist" 
and write it out for them. 
SUMMERS: Stunning. 
FRIPP: I still have nightmares about it. I was eighteen. Cyril, 
the band leader, was in his sixties, playing bass. The other 
three musicians were really, really good. But they were very 
cruel to me. 
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SUMMERS: They were cruel to me as well, Robert. 
FRIPP: We’d turn up at 8:30 and they would have bingo for 
an hour. So the other lads would go out and drink beer, lots of 
it, and they would eat beans as well. And they would come 
back and do awful, awful things between tunes. 
MUSICIAN: Ambient kinds of things, shall we say? 
FRIPP: Yes, let’s say ambient. Once we finished at twelve 
o'clock and I was packing up my music by the music stand. A. 
very elderly Jewish lady was walking by very slowly and Alan, 

ing and improvisation? What are their strengths and limita¬ 
tions? 
SUMMERS: Certainly the previous Roland, the 303, was a 
great instrument to solo on. You could really riff on it because 
it followed very fast. A guitar synthesizer, like a regular guitar, 
should play so if you strike a note the note plays when you hit 
it. The current one is not so responsive.... 
FRIPP: It tracks about 1/10 of a second late. So you're always 
a note and a tickle behind where you really are. 

SB “IF YOU HAVE A BODY COMPOSED OF FLESH AND BONES, a ROBERT PROVIDES THE BONES AND I PROVIDE THE FLESH. ” 
the saxophone player, made an appallingly embarrassing 
noise and then leapt behind a pillar, leaving me— innocent 
and eighteen—to face this elderly lady who turned and saw 
no one but me. 
MUSICIAN: Is this the real reason why you haven’t played 
"Schizoid Man" for over ten years? 
FRIPP: No, but there is a reason for that. King Crimson was 
going to play it on the last tour, but I wasn’t happy with how we 
played it so it went no further. 
SUMMERS: No doubt the elderly Jewish ladies ob¬ 
jected .... 
MUSICIAN: Robert, your particular, style of arpeggiation, 
playing the notes of the chord in sequence—has been refer¬ 
red to as Western gamelan music. Why did you adopt that 
way of playing? 
FRIPP: You have your own theories on this, so let’s hearthem. 
Commit yourself. 
MUSICIAN: You mean my insulting personal theories? Okay, 
it's that you're being overly modest. I always felt it came out of 
your relationship to Crimson where you felt responsible for an¬ 
choring the sound. So you worked out a way of playing lead 
that was also anchoring and rhythmic device at the same 
time, to hold the centerofthe band together. It was a sacrifice, 
in a sense. 
FRIPP: You're right. 
MUSICIAN: / am? Okay. Both of you are using the new Ro¬ 
land guitar synthesizers quite a bit. How are they for compos-

SUMMERS: Yeah, you have to more or less compose on the 
newer one, play slower passages. It’s really much more or¬ 
chestral. As far as soloing with synthesizers goes, I think 
you’re really better off with a keyboard. I do like the new one 
very much. But if that's state-of-the-art for guitar synthesizers, 
I don’t think it’s going to go any further. 
MUSICIAN: The track that I thought was a really beautiful use 
of guitar synthesizer was "Tea In The Sahara," on Synchronic¬ 
ity. But it turns out that wasn't a guitar synth at all. 
SUMMERS: No, actually it's not. It was all done with a 
Stratocaster and an Echoplex. The three of us were all in dif¬ 
ferent rooms so I was able to turn up extremely loud. It was on 
the brink of feeding back, starting to wobble, not quite sure 
which way to go. It literally depends on whether you turn to 
face the amplifier. It’s very crucial to stand in the right spot in 
the room and play loud, using the volume pedal. And literally, 
the way I held my hands on the string and shifted the chord 
position right at the moment when it was about to start feeding 
back was critical. I aged ten years doing that track. 

“Forgotten Steps” on the new album is similar in feel, but I 
obtained it in an entirely different way. I tracked a lot of instru¬ 
ments, then edited each track to the bits that I liked the most. 
Then I did some things with an Echoplex and Stratocaster 
over a backdrop of the Roland and the Jupiter 6 synthesizer. 
In a way, the song is typical of the whole album. It's a matter of 
covering the canvas with a lot of paint, then scraping off what 
you don't need. 

F’. “IN THE ROLE OF MASTER OF THE HOUSE, I WAS IMMOVABLE 
• AND DEADPAN. ANDY THE BUTLER TRIED TO PROVOKE ME. ” 

MUSICIAN: When you say you all recorded in different 
rooms, was that because of personal hygiene problems in the 
band? 
SUMMERS: Physical and mental, yes. No, to be honest, in 
Montserrat the best sounding room for the drums is the dining 
room because it's a great long wooden space that’s good for 
getting a live sound. So Stewart had his drums in there; Sting 
likes to play through the board, and I was able to just line up 
my six amplifiers against one wall and blast forth. 
MUSICIAN: Since the two of you started working together, I 
think some of Robert’s work has become more fluid, while 
Andy has started working in some odd time signatures a la 
Fripp. “Mother," on Synchronicity, for instance. 
SUMMERS: Yeah, there is a little in-joke there that never of¬ 
fended Robert, I hope. 
FRIPP: Not at all, not at all.... 
SUMMERS: The riff, as it’s in seven, does sound rather Fripp-
ish, but the solo on that track was quite difficult to play be¬ 
cause the chords changed and it was in 7/4 time. It starts out 
as an imitation of a solo Robert plays on Another Green 
World. ..''Fire Island,” isn’t it, Robert? 
FRIPP: (Shrugs) Eno's titles always used to throw me.... 
SUMMERS: So there's a nice little in-joke there for the cog¬ 
noscenti. 
MUSICIAN: And if I'm not mistaken—and I know I'm not 
'cause you told me this once before—the guitar figure in 
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"Every Breath You Take" came out of something you were 
working on during the early Fripp/Summers sessions. 
SUMMERS: Yeah, I was thinking about doing another album 
with Robert and we were just about to go in to record Syn¬ 
chronicity. I was playing into my tape recorder in my kitchen, 
working on this Bartok-like riff we’d done on the first album, 
“Painting And Dance," and it worked well on almost any posi¬ 
tion on the guitar. So when I was invited to go and make “Every 
Breath” my own, I put that on it and it worked perfectly. 
FRIPP: Do you mean I can put in for publishing royalties on 
“Every Breath You Take"? At least an arrangement percen¬ 
tage? 
MUSICIAN: You've done two videos. One for the last album 
and... 
FRIPP: ...one for this album. Can I tell you about this video? It 
was hilarious. It was filmed in the Holloway Sanitarium, which 
was built in 1877 for the curably insane middle class of Eng¬ 
land.... 
MUSICIAN: How apt. 
FRIPP: One of the intriguing things as you walk in through the 
entrance hall is the paintings done by the London School of 
Art, I believe, in 1900. Although I don't thinkthey realized what 
they were doing, they painted a whole scene of demons all 
over the walls. It’s really horrible and profanely disturbing, 

IT’S A MATTER OF COVERING THE CANVAS WITH A LOT OF 
PAINT, THEN SCRAPING OFF WHAT YOU DON’T NEED." S: 

and anyone with any sensitivity at all— let alone someone 
who's having a little bit of difficulty with their mental life—finds 
it utterly unnerving. However, you go on from there into the hall 
where we had a long table set up. Myself in the role of master 
of the house was immovable and unprovokable and dead¬ 
pan, while Andrew the butler tried to provoke me. There was 
one particular scene where Andrew is bringing me my tea, 
past the monkey riding on the donkey, past Gene October in 
the role of the junkie slumped in a large chair with a stuffed 
black bear hovering over him and a live sheep tied to his 
chair.... 
SUMMERS: Defecating... 
FRIPP: Oh, the poor animal was nervous, depositing stuff all 
over the floor. And there was also a goat on the table eating 
the Times, and when it finished the Times they gave it the 
Guardian. The animal handlers were holding the animals and 
as the camera approached they would let them go and run to 
get out of the shot. Of course, the animals would do things ani¬ 
mals do, like open their bowels a little more. And the monkeys 
would do unbelievable things with themselves, and so on. I 
was also given tarantula crackers to eat. Fortunately, the 
tarantulas were dead. However, they were very real tarantulas 
and they were placed on cream cheese on crackers. One 
thing I didn’t know was that the hairs from the legs of taran¬ 
tulas fall off, and they fell into the cream cheese. 
SUMMERS: Well, that's show business. 
MUSICIAN : Sounds like you were trying to construct a micro¬ 
cosm of the music business.... 
SUMMERS: I think we made a statement. 
FRIPP: The monkey did, too! When he had enough of riding 
the donkey they put him on the table and tied the sheep to my 
chair. The sheep, after the first hour or two, calmed down and 
grew to like me, and would only just dribble on my tux trou¬ 
sers. But the monkey would go “TCH TCH TCH TCH” and then 
empty itself on the table and then go “HUH HUH HUH 
HUH".... 
MUSICIAN: Do the animals get residuals? 
SUMMERS: They left residuals. And the fox fell asleep at 
midnight. 
FRIPP: Oh, oh, the saddest part was that we had a baby pig 
that lay there waiting all night to come on. At about four 
o'clock in the morning the message came through—the pig is 

dying! (Much moaning and wailing by Robert and Andy) 
SUMMERS: But the pig—who was only five weeks old— 
made it. We’re very happy about that. 
MUSICIAN: Me too. 
FRIPP: There was also a very heavy “boilage” factor. .. 
SUMMERS: This, in American parlance, is known as “tart." 
FRIPP: No, I can't go along with this ... No, no, no, this is too 
much “rock 'n' roll.” There was a heavy "boilage" factor. As 
we all know, if you wish to have your video exhibited on TV 
you have to have either motor cars or a heavy boilage factor, 
or both— hence the success of ZZ Tops’ “Legs.” If you have 
major problems dealing with the exploitation of women in 
order to further your career, this provides some very difficult 
problems. 
MUSICIAN: Well, there's always bestiality. Actually, Robert, 
didn't you make a facetious remark about what the "I Advance 
Masked" video needed which then came to pass? 
FRIPP: Yes, I’d phoned Andy who said we had to have a 
video. So I said, “How about half a dozen Oriental dancing 
girls?" with my tongue firmly planted in my cheek. And Andy 
said, “What a great idea!" And sure enough I turned up in Lon¬ 
don to film the video and there they were. But these are the 
only two videos I’ve ever done that I’m remotely interested in. 
The others I’ve done embarrass and humiliate me generally. 
I’m not sure that I’d be very good in films. I'm very good at 
playing myself as in the new video. Andy has a background 
as an actor, so he can use that. 
SUMMERS: I expect a nomination for this. After all, I'm al¬ 
ready a film star— in my mother’s eyes, anyway. 
FRIPP: Whereas I have a background as...a real estate 
agent! (general laughter) It’s true, folks in America. I was 
brought up to take over my father’s firm of estate agents and 
auctioneers. And I bring all that experience to bear in what¬ 
ever role I'm cast, like Lord of the manor in this case. Let’s look 
at this a little more seriously: There was Robert finding a point 
of stillness within all the confusion and chaos surrounding 
him, with Andrew playing tempter. 
MUSICIAN: Tell us Andy, does Robert still sit on a stool when 
the two of you record like he did with Crimson? 
SUMMERS: No, and that's a good point because it has to do 
with the psychology of working in this situation in our home 
town. He stood up and let fly some absolute corkers on this 
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album and on some of the out-takes that didn't make it on the 
album. 
FRIPP: What?! So all my best playing is not on the album? 
SUMMERS: No, Robert, it is! When I heard you play that one 
solo I was shivering, trembling, crying and assuming the fetal 
position—breathtaking stuff. 
MUSICIAN: Robert, do you really feel more comfortable, 
more able to let fly, as Andy said, when you're working on a 
project outside of King Crimson, a band you feel responsible 
for? 
FRIPP: I find it utterly impossible to play well in Crimson. 

mechanics. Mike Giles, the first King Crimson drummer, al¬ 
ways used to say there’s three things which keep a group to¬ 
gether: the social life between the members; the money they 
make; and the quality of the music. And any two of them will 
keep the band together. If you share the same aim within a 
group it’s possible to overcome almost anything. But if there's 
a difference in aim, then even the smallest issues become 
really serious. If the white wine afterwards isn't quite cold 
enough...and how can you really drink it out of plastic 
glasses? These become very, very weighty issues. For exam¬ 
ple, if your aim is to have a group spirit and maybe another 

SB "I EXPECT A NOMINATION FOR THIS. AFTER ALL, I’M ALREADY A B FILM STAR—IN MY MOTHER’S EYES, ANYWAY. ” 
SUMMERS: You mean the current incarnation? 
FRIPP: It's always been the same. 
MUSICIAN: And why is that? 
FRIPP: What I’ve always tried to do within Crimson is to have 
a band, a group, that is not really just a reflection of the four 
individuals. It simply has an identity all its own. I think Crimson 
in '81 came close to that idea, though not fully. It was there as 
a possibility, though, but then after '81 there were elements 
within the group that found this frustrating and wished for a 
higher level of self expression. Within that situation the indi¬ 
viduals were going for themselves, so it wasn’t really a group. 
SUMMERS: I think it’s the same in any group, really. You tend 
not to embrace the group but to revile it and yet carry on at the 

member of the group's interest is to have a vehicle for them¬ 
selves, you’re going to run into problems. 
MUSICIAN: Do the two of you run into these same problems 
working as a duo? 
FRIPP: Well, I was only at the sessions for this album for two 
and a half weeks and then had to leave for a Crimson tour. So 
that’s the easy answer. (Laughs) It’s only fair to say that this 
album is a lot more Andrew than me. 
MUSICIAN: Well, there was the first album, too. 
FRIPP: Oh, I stayed for that one. 
SUMMERS: I think we both liked the idea of working together 
because maybe we would be free of all those traumas that 
have nothing to do with creativity...what am I saying? 

A “WHEREAS I HAVE A BACKGROUND AS A REAL ESTATE AGENT! 
’. IT’S TRUE. FOLKS IN AMERICA. ” 

same time. You to some extent feel trapped and want to be 
known for other things. 
MUSICIAN: So a certain amount of creative friction is useful, 
but it can cross a certain invisible line.... 
FRIPP: It’s called egotism, where you get egotism, every¬ 
thing breaks down. 
SUMMERS: But all the best groups are rife with egotism . . . 
MUSICIAN: Well, the Police is certainly a very volatile group. 
You and Stewart have a lot to do with arranging Sting's songs, 
which I know causes at least some friction. I'm sure you could 
think of examples yourself. 
SUMMERS: Yeah, like with “When The World Is Running 
Down” on Zenyatta. Although Sting's lyrics were great, it orig¬ 
inally was nothing like what we came up with— it was a sort of 
disco song with different chords, and I remember there was 
quite some friction in the studio with that particular piece. 
Without bragging overly.... 
FRIPP: If you wish to brag overly, you can go ahead. 
SUMMERS: Well, I will. If I hadn’t put those chords on it and 
that characteristic guitar sound it wouldn’t be anything like it 
is now. 
MUSICIAN: I remember talking with Sting about the con¬ 
troversy over "Roxanne"—how it was originally a bossanova 
like in The Secret Policeman’s Ball. What’s your version of how 
it got turned around? 
SUMMERS: This was in the early, early days when we were 
rehearsing in a gay hairdresser’s basement up in Finchley. I 
remember a very damp, cold, mildewed basement in the 
depths of winter. And the guy liked Stewart, I remember that. 
Anyway, we started to play around with “Roxanne." Sting just 
had the verse and . . . well, Sting always denies this, but I re¬ 
member Stewart kind of teaching him where to put the bass 
lines because Stewart was more into reggae at that point. I 
mean, this is not to belittle Sting, who’s a fantastic musician 
and songwriter, for God’s sake! It's all about being in a group. 
I think any group that really gets along has to be suspect. 
FRIPP: But you need to share. If the group is going to work 
you have to have the same aim. Otherwise, you’re looking at 

FRIPP: You just contradicted yourself. 
SUMMERS: I just contradicted myself...well, we're happy to 
be working together after coming from those situations we 
just talked about because there's this kind of freedom that 
goes with that, hopefully. 
MUSICIAN: Right. Freedom to fool around, be silly, and ex¬ 
pect people to spend their hard-earned money on this.... 
SUMMERS: Yeah, being completely indulgent. We do have 
a laugh recording. We had a very nice little routine of meeting 
in the morning and having coffee and talking about what we'd 
done the day before and sketching out the new arrange¬ 
ments. Then we’d go to the salad bar and have our health 
food lunch. Then to the Antiquarian bookshop to mull for an 
hour and then back to carry on recording. See how simple 
and uncomplicated we are? 
FRIPP: Oh, one more thing we have to say. In the morning I’d 
go across to the little homemade cake shop and bring back a 
bright, livid green cake with cream in the middle.... 
SUMMERS: Loaded with white sugar, I might add. 
FRIPP: Andy, it’s changed ownership. 
SUMMERS: Oh my God! 
FRIPP: And the new people don't make livid, luminous, lime 
green cakes. 
SUMMERS: (firmly) Well, in that case I don’t think we'll be re¬ 
cording any more albums. 
MUSICIAN: Come on, guys, there are lots of possibilities. 
Maybe that baker will come back into business.... 
FRIPP: (shakes head) No, they've gone. They retired. It's all 
over...and they were so cheap—only nineteen p apiece, 
Ohhhhhhhh! 

. all the sweet green icing flowing down 
Someone left the cake out in the rain 
I don't think that I can take it 
’Cause it took so long to bake it 
And I'll never have that recipe again 
Oh, noooooooooooooooooooo!” 

- Jimmy Webb 
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Introducing The Mirage 
Digital Sampling Keyboard 

FromEnsoniq. 



At $1695, it sounds too good to be true. 

Ensoniq’s new Mirage doesn’t just 
sound great; it sounds real. You see, 
Mirage doesn’t synthesize sounds 
... it reproduces them. Note for 
note; timbre for timbre; resonance 
for resonance. From a concert grand 
to a thunder clap. 
Sounds real. Feels real. 
The Mirage has a velocity-sensitive 
keyboard that lets you control 
dynamics and timbre, so you can 
put more expression into your per¬ 
formance. And its simple keypad 
lets you customize sounds at the 
push of a button. 
The Mirage is an 8-note poly¬ 

phonic keyboard, so you can play 

The keypad lets you customize sounds by just 
pushing a button. 

up to 8 notes simultaneously. With 
up to 16 different sounds across the 
keyboard. And you can split the 
keyboard: piano on the lower half, 
strings on the upper, for example. 
You control 77 different parame¬ 

ters of sound, including filtering, 
envelopes, and modulation. You 
can record musical phrases and 
overdub using Mirage’s built-in 
sequencer. 

Disks: For the most 
authentic sound around. 
The sound source of the Mirage is 
a 3^2’ floppy disk in a protective 
plastic cassette. Each one is pro¬ 
grammed by Ensoniq with 3 digi¬ 
tally recorded sounds, so you can 
build up a library of truly authentic 
sounds to play with. 

Ensoniq will provide a library of diskettes with 3 
different digitally recorded sounds on each. 

But for the ultimate in creativity, 
you can sample your own sounds 
with the Mirage and save them on 
a diskette. 

Don’t forget that the keypad gives 
you 4 variations of each sound. And 
you can layer and mix sounds, too. 

Available at selected dealers 
nationwide. Call 1-215-647-
8646 for the authorized dealer 
nearest you. 

How do we give you so 
much sound for so little 
money? Practice. 
The Mirage gives you all the sounds 
of a $10,000 keyboard for less than 
$1700 (suggested retail price) 
because we’ve replaced hundreds of 
bulkier, more costly circuits with 
The Q Chip™—our own digital micro 
chip. We design and manufacture 
The Q Chip™ ourselves, so we 
always get maximum performance 
for minimum price. 
And we've had plenty of practice 

at it. Our people pioneered VLSI’ 
technology in consumer electronics, 
so we've already had years of success 
in designing and manufacturing 
these microelectronic marvels. Com¬ 
pared to us, everyone else is just 
getting started. 

The Q Chip™: the micro 
chip that gives you more per¬ 
formance. For less money. 

That's enough talk. Head for your 
nearest Ensoniq dealer and get a 
demonstration of the Mirage digital 
sampling keyboard. It sounds so 
true, you've got to hear it to believe 
it. And at this price, the Mirage's 
sound isn’t the only thing that's 
too good to be true. 

‘Very Large Scale Integration. Which means lots 
of circuits on one tiny chip. 

Ensoniq™ Corp. 
263 Great Valley Parkway 
Malvern, Pennsylvania 19355 



DAVID BOWIE 
by David Fricke 

‘Ziggy played guitar; David Bowie plays the field. ” — Some Smartass Critic. 1984 

too busy with film roles and other Renaissance 
Man commitments to match that quality himself 
this year. And the album’s casual upbeat mood 
swings, like the sophisticated disco sass of last 
year’s Let’s Dance, are Bowie’s way of finding out 
if the party always has to go out of bounds. 

The optimistic pop glow of Let’s Dance (the 
first album under his new $17 million EMI deal) 
and Tonight is, in part, cumulative. One unlikely 
source is the 1981 single “Under Pressure” that 
Bowie cut with Queen, whose love of pomp and 
lack of circumstance was basically just a stunted 
Ziggy act even at that late date. But the sparse 
brittle jump of the song and desperate tone of the 
lyrics, together with the surprising lack of op¬ 
eratic pretension in Freddie Mercury’s chirp, 
spurred Bowie on to one of his most earnest vocal 
performances in years. Following the low-key, 
dramatically blunt series of Berlin- and Brian Eno¬ 
inspired records he’d made in the late 70s-
Low, Heroes, even the iffy Lodger and Scary 
Monsters-Vnder Pressure” was a surpris-

he Bowie album has been on the streets 
a week and the juries are coming in. “It 
swings, ” cries one, happy to dance again 
like they did last summer. “It sucks,” 

laments another, made up at least at this early 
date of grossly disappointed Ziggyologists and 
members of the rock critic typing pool. “Ah, it’s 
product, ” rejoices a third, most of that promo 
brigade wearing record company baseball jackets 
and desperately hailing taxis to their assigned 
radio stations. 

Indeed, Tonight is all three and, paradoxically, 
all for the same reasons. Its glossy professional 
shine and flashes of uptown come-hither charm 
suggest both lots of studio elbow grease and a 
glib dismissal of great statement, sort of “Look, 
Ma, no art! ” The glaring lack of original new mate¬ 
rial-only four new Bowie copyrights out of the 
album’s eleven songs, and two of those with fre¬ 
quent collaborator Iggy Pop-is at once a bow to 
the stubborn quality of the ’77 Iggy nuggets un¬ 
earthed here and an admission that he’s been 

He’s the consummate pro 
fessional actor and pop star, but is his new album, 
Tonight, a full-time commitment or is it just some 
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ing affirmation of the positive streak in Bowie’s work as he 
emerged from the collapse of his alien Ziggy-glitter masques. 

In an exclusive exchange with Musician, Bowie admits to 
that streak in a typically cagey way. "Ultimately any positive 
perceptions I may have discovered relate primarily to myself. 
We are very aware now, because of spoofs, comedy 
sketches and"—note the little dig here—"of course interviews 
like this, of the indescribable depth of insecurity inherent in 
the majority of rock stars' psychological makeup. 'Will they 
like my song, is one ear really that much higher than the other, 
why can't I just go out and make lots of friends like “ordinary” 
people, are my songs really as bad as I think they are? Why is 
it that I can make money with my hobby instead of really work¬ 
ing like in a coal mine?’ It's the last question that I always 
found hard to come to terms with until I understood that as I 
enjoyed the way that I earned a living, then my life was being 
enriched. 

"Lots of kids in England now realize that forming a rock 
band is a marvelous alternative lifestyle and the rudiments of 

ramatic croon that Padgham kiddingly calls "his Scott Walker 
impersonation bit." Framed by the astute selection of the 
songs “Tonight" and “Neighborhood Threat” from Iggy’s hot-
blooded 77 Lust For Life album, those covers are boldly in¬ 
dulgent, from the hubba-hubba depths of the bassy vocal in 
"God Only Knows” right up to the drippy heights of its Arif 
Mardin-arranged strings. “It’s a totally different version than 
the original in the sense that it is quite a bit more understated, ’’ 
Padgham says in that particular song’s defense. "It rests 
more on his vocal than on any tremendous big backing." But 
he confesses that he was “a bit iffy" about the song after mix¬ 
ing. "Possibly with a bit more time, I would have liked to inves¬ 
tigate how I could have made the song a little bigger. When 
you do covers, you have to do them equally as well as the 
original—or better.” 
When asked why he chose to cover these two songs, 

Bowie's response is polite but curt. “I liked the songs.” But he 
is more expansive on the passionate nature of his collabora¬ 
tive relationship with Iggy Pop (real name: James Osterberg, 

“As I enjoyed the way I earned a living, my life was being enriched.” 

the craft are relatively easy to pick up. Even if one is not popu¬ 
larly acclaimed, it is far more rewarding than working in a 
tomato-sorting factory and it's even quite a respectable pro¬ 
fession now. Once upon a time, I would be the token rock star 
at, say, an attorney's party. Now it’s the other way around. 

“I suppose this train of thought leads to the conclusion that 
nobody should have to work at something they despise or find 
boring. This is a terrific concept, but I’m afraid it won’t get 
many tomatoes sorted." 

But Tonight will certainly shift a lot of lettuce and, according 
to Bowie's guitarist Carlos Alomar, it is in great part due to his 
perception of classy pop entertainment as no less of a chal¬ 
lenge than probing the rock star psyche. Besides, he’s obvi¬ 
ously picked up a lot of business tips at parties from token 
accountants. 

“The Let’s Dance album and tour brought out all these new 
people, a new audience, for Bowie and they had this new re¬ 
gard for him, the sound and the production,” Alomar 
suggests. "So consequently, when he came to do this album, 
we were very conscious of the fact that David wanted to get 
the same response for this album that Let's Dance had. It was 
made to keep him in that same sophisticated pop-rock re¬ 
gard." 

Does this imply that Bowie was not entirely applying himself 
to those last few RCA records, that the gray abrasive musical 
tone of Lodger and Scary Monsters was an expression of im¬ 
patience and frustration with his business impasse? In part, 
yes. “David was not about to throw his career away,” Alomar 
insists. "But he figured, Tm not going to be with this company 
next year. Why should I give them a hit?' It was politics. We 
did this whole long tour last year and most of the material we 
played on it belongs to RCA.” 

It is ironic then that most of the material on Tonight doesn’t 
really belong to Bowie at all. But to those who worked on the 
sessions for the album, it is not surprising. Hugh Padgham, 
who co-produced the LP with Bowie and a young English 
R&B studio wiz named Derek Bramble, remembers being im¬ 
pressed by the number of private cassettes Bowie carried 
around with him. “He takes 'round loads of these cassettes, 
with millions of songs he’s recorded from the 60s, just his fa¬ 
vorite songs. It's a very big repertoire. I wasn’t surprised then 
that he wanted to cover a few.” 

Bowie’s choices were peculiar—Chuck Jackson's 1962 
R&B stormer “I Keep Forgetting,” which retains its frisky gal¬ 
lop and replaces the original brass section break with a thin 
skittery guitar solo, and the Beach Boys’ tenderly majestic 
"God Only Knows,” which features Bowie in a low melod-

occupation: radical rock dramatist and punk hellion), which 
led him to re-record and drastically modify some of Iggy’s 
most potent numbers. 

“Jim is my friend. Also he is my American friend. At times in 
our conversations, he encapsulates the elements of Bukow¬ 
ski, Sal Paradise, Sam Shepard and the kid brought up in a 
trailer park outside of Detroit. Although opposite sides of the 
same coin, we’ve gone through a lot of the same problems in 
relation to our craft.” 

In fact, Bowie had only recently recovered from his own 
long bout of L.A. death-wish partying and real-life Ziggy ex¬ 
cess in the mid-70s when he was paying Iggy visits in the 
crosstown sanitarium where the ravaged former Stooges 
singer was kicking serious drug and booze habits. Just as 
there was already a lot of Iggy in Bowie’s glitter stage crea¬ 
tions—the dizzy amphetamine energy, Ziggy’s arrogant sex¬ 
ual crossfire, the “Search And Destroy" apocalypse of Dia¬ 
mond Dogs— Iggy aspired to Bowie’s cool theatrical com¬ 
mand, to make a spectacle of his art, not just himself. As Hugh 
Padgham noted of the Iggy songs appearing on Tonight, 
“Bowie doing Iggy is very much like Bowie doing Bowie.” 
Strangely, both Bowie and Iggy were treated like pop circus 
freaks exactly when they were making their most extreme art, 
including their respective Berlin works. 

“We also both share the same affection for long stretches 
of solitude in foreign climes," Bowie continues, which cer¬ 
tainly applies to that Berlin hibernation of 1976 and 77. “But 
what makes our friendship so durable and, in the final 
analysis, so humorous is the insurmountable differences be¬ 
tween us. He’s red and I’m blue.” 

The heat between them can get pretty white. The sullen 
minimalist piano Bowie played on Iggy’s U.S. Idiot tour in 
1977 egged the Pop on just as much as the fuzzbusting guitar 
and migraine drums behind them. Their songwriting together, 
especially on Tonight's “Dancing With The Big Boys," is often 
a rowdy game of poet’s oneupsmanship with the two of them 
batting lines and spontaneous revisions back and forth. In 
fact, the nature of their partnership, a freewheeling give-and-
take uninhibited by the commercial parameters of either 
one’s career obligations, summarizes the best aspects of 
most Bowie collaborations through the years. 

As far back as the Spiders from Mars, Bowie had an essen¬ 
tial sidekick in guitarist Mick Ronson, whose knockout punch 
guitar distortion and outburst of fingernails-down-blackboard 
solo screech were the musical metaphor for Ziggy’s caustic 
ego and violent sexual strength. As an album, Tonight does 
not have that nervy edge because it is mostly a collaboration 
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not with intuitive artists like Iggy but with practiced craftsmen. 
Carlos Alomar has never received high critical regard in 
Bowie’s employ compared to the fire-eating exploits of Ron¬ 
son and, even for his brief stay, Stevie Ray Vaughan on Let's 
Dance. He is instead a team player and Bowie values him for 
that. Derek Bramble, whose production experience barely 
goes back a year, specializes in dance records with nary a 
note or beat out of place, pumped up and brassy but always 
on the money. 

Instead, when Tonight cooks, it is when a vocal flourish or 
piece of arrangement blows somebody's emotional fuse. In 
the title song, originally cut by Iggy with Bowie as a spiritual 
hyper-punk rant in the face of a friend’s impending death, 
Bowie enlists R&B tigress Tina Turner to turn a low but serious 

Tonight show host Bowie pours on the charm. 

heat under his drastic rearrangement of the song into strolling 
reggae. It is Bowie’s best, most unaffected vocal on the 
album because the subtle sandpaper rub of Turner’s erotic 
growl challenges him to do better. He succeeds—with only a 
little cheating. “They did the duet facing each other in the 
studio, with a mike each," Hugh Padgham recalls. “Although 
David went back and recorded the first verse again because 
it was originally sung in a lower octave and he decided it was 
a bit low-key." 

When talking about his relationship with David Bowie, Iggy 
spends more time talking about what he’s learned from him 
instead of vice versa. “It’s like, you are who you research. And 
I’ve got big eyes and rabbit ears." He talks about Bowie's “or¬ 
ganization"— “Those sessions were 10 a.m. to midnight, hard 
work every day, with a dinner break, then in again for another 
three or four hours"—and his passion for jotting everything 
down in handy little notebooks, a habit Iggy picked up quite 
quickly. “That I think he got from Brian Eno, because there 
was this one period, I remember Brian was writing everything 
down—he has beautiful handwriting anyway—and David 
was very impressed how many ideas you can save up if you 
just start writing them down." 

Iggy is referring to Berlin again, when Bowie was under the 
spell and intuitive studio guidance of Eno, a period which 
freed him from the leaden obligations of character-acting in 
pop. “My own work had always been moving more and more 
into the area of abstraction and juxtaposition," Bowie insists 
now. “Both Eno and myself had always been interested in the 
Burroughsian concept— I should really include Brion Gysin 
here—of 'another world' created from accident and severe 

logic adjustment." 
What they traded was just as crucial. "Eno showed me how 

to use a studio as an instrument and how to work without an¬ 
guish,” Bowie continues, something that certainly shows on 
both Let's Dance and Tonight. Actually, the latter is an in¬ 
teresting example of how he used people as instruments, del¬ 
egating almost total responsibility to others for the record. 
Bowie chose all the songs but left nearly all of the arrange¬ 
ment and mixing duties to others. Nor did he play any instru¬ 
ments on the album. Little work, no anguish? 

In turn, Bowie taught Eno “how to make music funky and 
because of my own travels in places like Africa, Russia and 
the Far East, I was able to lead him into an area of pan-global 
music references which gave birth to his David Byrne collab¬ 
oration My Life In The Bush Of Ghosts. My Lodger album is 
interesting in this respect. 

“The gains of that period?” he asks rhetorically. "A riveting 
urge to play R&B." 

On parts of Tonight, that R stands for reggae. Like the title 
song, “Don’t Look Down,” rescued by Bowie from Iggy Pop’s 
highly underrated 1979 New Values album, is actually treated 
like a Wailers cover, with its melancholy Caribbean shuffle 
and hints in the vocal of put-on patois. Carlos Alomar said 
Bowie wanted him to loosen up the frantic complicated swing 
of “Tumble And Twirl,” a new Iggy-Bowie song based on the 
pair’s surreal visit to a shipping magnate’s house in Java, with 
a few Latin inflections. And the most linear custom-funk 
groove on the album, "Loving The Alien," has a serious air 
tempered by the spooky evocation of religious and Holy War 
references in the lyric with its implications of political as well 
as spiritual oppression. Bowie would not comment further on 
the song other than to say “I long ago stopped attempting to 
‘explain’ my songs. I much prefer to hear other people do that. 
I’d rather sort tomatoes." 

The dancers, of course, could care less. “The other night I 
went to a club here in London,” Derek Bramble explains, 
somewhat awed, “and they were playing ‘Loving The Alien.’ It 
was being played to death. You can’t go anywhere without 
hearing something from the album—'Don't Look Down,’ 
'Dancing With The Big Boys,' ‘Alien,’ the Tina track. It seems 
the R&B feeling is changing, here anyway, getting a lot more 
musical. The old Sister Sledge records that Nile Rodgers did 
in 1979 are going top five here again. There is an ageless 
quality to that sound, which I get from the Tonight album. It 
could have been done ten years ago.” 

Andy McCluskey doesn’t think so. One half of Liverpool 
electro-duo Orchestral Manoeuvres In The Dark, McCluskey 
was reviewing the week’s singles releases for an English 
music weekly recently and “Blue Jean," Tonight's flagship 
single, was one of them. He gave it a good panning. “As an 
eighteen-year-old in a disco, I’d always request 'Fame' or 
'Golden Years,’” he reminisced, “and it used to worry me be¬ 
cause I thought he didn’t care, now I don’t think it matters 
whether he cares or not.” 

Which is something you could also say about sorting to¬ 
matoes. 

How About a Hand for the Band? 

Carlos Alomar's association with David Bowie goes back ten 
years to the psycho-glitz of the Diamond Dogs shows and 
white tuxedo funk of Young Americans, with bizarre detours 
through the Germanic abstracts Low and Heroes and last 
year’s Mr. Entertainment world tour. So there is not much 
about Bowie or his methods that still surprises him. Bowie 
does have this one annoying habit, though. 

“Whenever it's time for him to do a record," Alomar explains 
with a bemused chuckle, “he'll call me up just before it’s time 
to actually go into the studio. David always calls me two 
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SPS/=5 Concert toms 

Proof of equation 
Introducing the SDS 1, the new battery powered 
digital drum from Simmons. Its sounds are digitally 
recorded and easily interchangeable, either from 
the library of sounds available at your Simmons 
dealer or, more excitingly, from your own 
personally sampled collection, care of the 
revolutionary sampling and EPROM blowing 
device, the SDS EPB. 

The SDS 1 is a full sized, hexagonal Simmons 
pad, complete with new rubber playing surface, 
and facilitates perfect dynamic control over volume, 
pitch bend (up or down), attack and brightness. 
Connections are provided for battery eliminator 
and external trigger, accepting signals from drum 

(SIMMONS) 

machines, miked acoustic drums, drum tracks off 
tape, sequencers etc. 

A clever little instrument — but eight concert 
toms? 

The SDS 1 features a unique ''run generator” 
which, when implemented, instructs the instrument 
to output the selected sound at a lower pitch for each 
consecutive strike of the drum. The period of time 
over which this effect is active can be controlled. 
Therefore, if the SDS 1 is struck eight times with the 
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behalf of increasingly spotty albums like Soldierand Party, he 
is in one of what he calls his strategic “periods of removal,’’ 
like the rehab year he spent with Bowie in Berlin before cutting 
The Idiot. “Most of my best work has been done after I sit back 
for a couple of years and gather some input. When I went to 
Berlin, nobody knew Pop from Schmop. I like going to strange 
places where nobody speaks English, or living with some¬ 
body who speaks very little (like Suchi). I try to put myself in 
very removed situations for long periods of time." 

This is, he admits, a kind of spring training for his next as¬ 
sault on pop audiences, an '85 solo album to be produced by 
Bowie. Sparked by performances of Sam Shepard's True 
West and the Broadway play Hurly Burly he's seen in recent 
months, Iggy has been auditioning for theater roles. One typ¬ 
ical part he tried out for was the role of a “homicidal 
paparazzo" in a play called Fatal Attraction. He is also writing 
poetry, prose and song lyric nuggets like a fiend, often lug¬ 
ging his typewriter over to nearby Washington Square Park, 

braked the tempo from an impatient shuffle to a romantic reg¬ 
gae stroll; he left off Iggy’s original tortured breast-beating 
eulogy—"I saw my baby she was turning blue/l knew that 
soon her young life was through"—and, in adding Tina Turner 
on vocal, turned the song from a deathbed prayer into a 
lover's coo. "One of the things I think he was trying to do with 
this album was to have a bit of big band swing but at the same 
time keep things a bit simple, to get a sort of group swing that 
kept things together." 

Whatever Bowiephiles and pen-pushing malcontents may 
say about Tonight's swing or lack thereof, it does provide a 
telling look into the physical as well as emotional give-and-
take of the Bowie-Pop tag team. “Dancing With The Big 
Boys," one of the densest but most propulsive tracks on the 
entire album, benefits greatly from Iggy’s goading vocal pres¬ 
ence. Written and recorded in the studio in one exhilarating 
eight-hour rush, it features Bowie and Iggy zigzagging in and 
out of the mix practically oblivious to rhythm and rhyme 

“Iggy and I have gone through a lot of the same problems in our craft.” 
weather permitting, where he scans the strange parade of 
grubby hippies, preppy students, shifty drug dealers and 
bag ladies for inspiration. 

But he got a good workout on the Tonight album as well, 
more than most people will ever know. “I worked extensively 
on that album. There's a lot more work there than is reflected 
in just the simple co-writing credit for two songs and some of 
the old stuff." 

Much of that work is simply the accumulative effect of 
Bowie and Pop's years together, first as patron and protégé, 
later as drinking buddies and team players, sharing road ex¬ 
periences and editing their private poetry into public and, in 
Iggy's case, often threatening song. They have at once en¬ 
couraged and curbed each other's most erratic creative 
urges. 

Bowie pulled Iggy out of his last kamikaze dive following the 
74 flameout of the Stooges. Iggy now says he was so down 
and out at the time that he even took a high-intensity EST-like 
“success" weekend training course in San Diego to help 
break his fall. Yet it was Bowie, more the blood brother than 
the obsessed nanny, escorting his charge along the 1976 Sta¬ 
tion To Station tour before settling him in the recuperative 
anonymity of Berlin-by-the-Wall, who gave Iggy back his con¬ 
fidence tenfold. 

“We got to know each other pretty well," Iggy recalls, “a lot 
of traveling, a lot of long nights. And he got my confidence to 
the point where he would say to me, 'Now, Jim, would you 
deal with this theme?’ ‘Dum-Dum Boys’ (on The Idiot) was his 
idea. I had this simple little music and I showed it to him on the 
piano. He said 'I want you to write a song about your broken-
up band.’ And that was a very challenging thing to ask me to 
do, to write about the Stooges. It was almost too legendary." 

Bowie’s enduring friendship with and admiration for Iggy 
and his freakish combative genius seems reason enough for 
him to resurrect some forgotten favorites from those Berlin re¬ 
cordings for the Tonight record. In a sense, Hugh Padgham’s 
Pinups comparison is very true. That working Berlin vacation 
with Iggy was crucial to the work Bowie concurrently did with 
Eno and Fripp on Low and Heroes, as important to the brute 
honesty and nerve of those experiments as the British mod 
and psych sounds he saluted on Pinups were to Ziggy and 
the Diamond Dogs. 

Iggy will not try to second-guess why Bowie recut “To¬ 
night," “Neighborhood Threat” and, from the later New 
Values, “Don’t Look Down” for his own record. “I think he just 
wanted the songs heard more.” 

Surprisingly, Iggy is quite taken with the liberties Bowie in 
turn has taken with those songs. In “Tonight," Bowie not only 

scheme, like two impatient drivers busting their way out of 
crosstown traffic. Bowie, grumbling from within the thick jelly 
echo like the devil crooning from forty floors below, egged 
Iggy to take the song that much higher, “to get intense, get 
intense,” Iggy laughs, “and scream that one." 
Hugh Padgham remembers that session all too well. Iggy, 

he says, “was really quite laid back during most of the ses¬ 
sions. He was like a silent presence.” Then Bowie decided to 
cut "Dancing With The Big Boys," until that point just a rhythm 
track with no words, one night with Iggy, to write words and 
record them as they went along. “We’d already done a day’s 
recording. Then at ten o'clock, they went in with a few bottles 
of beer and would virtually bellow out anything that came into 
their heads. And I just recorded it all." 

Bowie and Iggy would listen to their bits piecemeal, change 
words, recut and then keep it as a kind of growing patchwork 
screamfest. The concept was Bowie’s, a takeoff on oppres¬ 
sive corporate structures and the way they crush the little guy. 
But many of the individual lines were Iggy’s, culled from his 
backlog of unused lyric one-liners and then inserted or mod¬ 
ified in their editorial exchanges. 

“David had the idea,” Iggy agrees, “and then I'd think ‘Oh, 
I’ve written something on a page somewhere that applies to 
that.'” One line, “This dot marks your location" came from a 
poem he’d written during his lengthy irritating stay at the 
Gramercy Park Hotel in New York. He saw the line on a map of 
fire escapes in the hotel. “Your family is a football team" refers 
to the Indian and Korean families in New York operating delis 
and vegetable stands, “where they don’t have too many re¬ 
sources in a capitalist society, they just get the whole family to 
work together for survival.” One interesting change Bowie 
made was in the line “There are too many people, too much 
belief." 

“What I had written was 'too many people, too little belief.’ 
But he had the idea of people with too much belief, that every¬ 
body's got their own beliefs, their own religion. 

“I can get pretty mundane, too. Like ‘people are splitting 
like a cheap pair of pants,' really bad,” Iggy cracks an embar¬ 
rassed smile. “Actually, that was one of our lines." 

So, Until Tomorrow.... 

The most significant thing about Tonight is that of Bowie’s 
twenty official albums—not counting specialty imports and 
RCA's continuing series of not-so-greatest hits collections—it 
signifies the least. Although Let’s Dance was a serious step 
down the middle of the road, it was a carefully considered 
statement of new intentions and dapper style, an aggressive 
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if somewhat glib attempt to connect with a new young audi¬ 
ence that, through punk and its plastic half-brother New 
Wave, knew him only by reference. "I feel like a sailboat/Adrift 
on the sea,” he confessed in "Shake It,” a fair admission of his 
musical statement on muddied releases like Lodger and 
Scary Monsters. "It's a brand new day,” he added, though, 
“So when you gonna phone me?” 
Except Tonight— in spite of quiet surprises like "Tonight,” 

“Dancing With The Big Boys"’s boisterous attack and the slow 
snowballing appeal of "Loving The Alien'”s atmospheric 
groove—sounds like a phone message machine. Bowie isn’t 
in right now, or at least a lot of him is out making films and rais¬ 
ing his son. But there is more to the long-distance attitude 
characterizing this record. Tonight is an album about taking 
care of business, making that deadline for Christmas shop¬ 
ping. It is also about taking care of your friends, like Iggy Pop. 

“But it’s one thing for David to say ‘Yeah, I can do R&B, I 
can do the chameleon trip.’ It’s another to say you can actu¬ 
ally deliver on call, on demand a hit pop right-on-the-line 
album," declares Carlos Alomar, whose early pop and R&B 
session experiences taught him the virtues of being on time 
and on-the-one. “He left RCA, a company he had been duck¬ 
ing, not really doing great things for and they didn’t do any¬ 
thing for him. So he gets the new EMI deal last year, they say 
‘We want you to deliver. ' He does deliver and now he delivers 
again. He's just applying himself and being professional. And 
he sees that it works." 

It is hard, in that light, to deny Bowie his triumph or belittle 
his methods. It's just that making deadlines and making pro¬ 
vocative (that doesn’t necessarily mean unconventional) 
music of hopeful permanence and at least lasting challenge 
are two different things. Tonight has its moments but com¬ 
pared to its good intentions—and his direct assault on stran¬ 
gled rock video intelligence in his twenty-minute long-form 
video for “Blue Jean”—that’s all they are. At least today. 

“I can't look back very comprehensively on my past be¬ 
cause I really don't believe in 'positions' or 'beliefs,'” Bowie 
sniffs in answer to a query about the way he personally recon¬ 
ciled the schizo possibilities of his dual role as Vic the hope¬ 
less nerd and diamond dog Screamin’ Lord Byron in the “Blue 
Jean" video. “I didn’t find it hard to relate to both those guys 
and it wasn’t a big deal to externalize those aspects of my own 
character. I'm an actor. It's my job." ® 

On David Bowie's Tonight album Carlos Alomar ran through his 
guitar arsenal: an Alembic stereo (with Dean Markley .009 
strings), Stratocaster, Kramer and prototype Steinberger. The 
Alembic goes through two JC-120 Roland Jazz Chorus amps. 
Alomar also uses two Ibanez UE-300 effect units, two Yamaha 
E1010 delays and twin Electro-Harmonix 203 guitar synthesizers. 
Alomar's acoustic guitars are a Martin 12-string and "an old Guild” 
six-string. On "Tumble And Twirl" he strummed a gut-string cuarto 
guitar. 
Co-producer Derek Bramble used an assortment of synthe¬ 

sizers: Oberheim OB-Xa, Jupiter 8, DX7, PPG, Fairlight and Ro¬ 
land 6-707 guitar synthesizer. He also played a Steinway piano 
and a Music Man Cutlass bass with a graphite neck. Carmine 
Rojas played a Fender Precision bass and two ESP custom 
basses, with Rotosound strings through a Boss effects box and 
Yamaha 215’s. 

Drummer Omar Hakim used a Gretsch set: one 22-inch bass 
drum, two rack tom-toms (12-inch and 13-inch), two floor tom¬ 
toms (16-inch and 18-inch), one 14-inch snare, five cymbal 
stands and one high-hat. Drumskins, all by Remo, were pinstripes 
on top, clear Ambassador on bottom, and white-coated on the 
snare. Simmons SDS-5 electronic drums helped on overdubs. 
Quebec's Le Studio, where Bowie recorded Tonight, has an 

SSL mixing/recording console. AKG 414 mikes were used. Two 
interlocked Studers (an A800 and A80) provided 48 tracks, which 
were mixed down via a JVC BP-90 digital system onto Ampex 
tape. Le Studio has Urei 813 monitors; for reference listening, co¬ 
producer Hugh Padgham liked Acoustic Research 18s. - Scott 
Isler 

Who, you ask, are the Honeydrippers? ■ 
Well, we’d love to tell you, but we can only say that, 
rumour has it, the cast of players is positively legendary! 

Pick up a copy of The Honeydrippers. 
Volume I. And solve the mystery! 
Includes the single “Sea of Love” 

The Honeydrippers. Volume I. 
Produced by NUGETRE AND THE FABULOUS BRILL BROTHERS 

On ES PARANZA Records & Cassettes 
Distributed by Atlantic Recording Corp 

1984 Atlontic Recording Corp O A Worner Communicotions Co 

Rock ’n’ Roll’s 

jers 
greatest mystery. 
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■ nee Yoko Ono was the most 
unjustly maligned figure in 
popular music; now that 

some measure of public sympathy 
has swung to her side, she merely 
remains the most controversial, and 
I suspect, misunderstood. I never 
took the “dragon lady" caricatures 
seriously, but before arriving at the 
Dakota for our interview my impres¬ 
sions of Yoko were still that of a 
grave and rather intimidating 
woman. The Yoko Ono I met turned 
out to be, well, someone else. Her 
manner felt genuinely warm, and 
she smiled and laughed easily. Her 
laugh was girlish, almost giggly and 
she emanated softness and vul¬ 
nerability along with a pixieish 
charm. At the same time, she spoke 
frankly about the effects of her re¬ 
cent ordeal without rancor or self 
pity. Yoko believes that her hus¬ 
band’s assassination and its often 
macabre aftermath exposed her 
own naïveté; my guess is that the 
revelations gleaned from those 
ordeals also strengthened and 
deepened her character and fur¬ 
thered her capacity to embrace life. 

Those changes have also left in¬ 
delible impressions in her art. The 
Yoko Ono of the 60s and early 70s 
was very much a “revolutionary” 
artist who forced audiences to chal¬ 
lenge their preconceptions about 
music (at one point she sang with 
Ornette Coleman), about the limits 
of cultural liberation, and certainly 
not least, about their own feelings 
toward a woman who refused to 
play the role of submissive wife to a 
popular hero. So much of Yoko’s art 
from that time needed some public 
reaction just to validate its exis¬ 
tence. Her recent albums, while 
every bit as emotional, are more in¬ 
trospective in theme and tone. Yoko 
doesn’t have anything to prove now 
and her work has become much 
more of a personal search for 
growth and discovery. Ironically, 
the resonances from that search 
make her new music far more ac¬ 
cessible than before. 
Every Man Needs A Woman 

(PolyGram) is a good case in point. 
A collection of Yoko's best songs 
recorded in various contexts by 
such figures as Elvis Costello, 
Eddie Money, Harry Nilsson and 
Roberta Flack, the LP fleshes out 

BY MARK ROWLAND 
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fore we decided to separate, so it expresses more of that 
mood; "Look, you’re the only one who can really see me. But 
still, what are you going to do about this sort of strange thirst 
that's hovering in the air?" 
MUSICIAN: Woman /s The Nigger Of The World." 
YOKO: I think John was proud that that was the first feminist 
song written by a man. We didn’t write together very often; 
maybe we were both strong characters, but it didn't seem to 
work. One of us would write fast and then the other would feel, 
"aren't I participating too?” Anyway, I don't think “Woman’’ is 
lyrically artistic, it was just a message. I did witness women 
listening to it and crying. It did have some effect. 
MUSICIAN: Being with John there must have been times 
when you felt like a second-class citizen yourself. Not from 
him necessarily but.... 
YOKO: I have two minds about that. I remember the later 
John who was very very sweet and kind and gentle and, you 
know, he was feeling guilty about the early days. He almost 
tried to overcompensate in a way. In the beginning he was 
only acting what he knew to be normal. So he had a big sur¬ 
prise—and I had a big surprise (laughs). In Japan, you see, 
women were very strong in my family, so I never felt that op¬ 
pression. I was a Japanese princess. Then in New York I was 
having my way, relatively. Only when we got together and he 
was taking the role of husband was I surprised. Up ’til then he 
was a nice person, you know. But then you wake up in the 
morning, and he wants to take the newspaper first. 
MUSICIAN: Does much of your song imagery come from 
dreams? 
YOKO: Well, daydreaming. Like “Walking On Thin Ice,” the 
afternoon we were going to the session I was lying down try¬ 
ing to unwind; and I had this image of a huge lake, all ice, and 
a woman walking on it. I still didn't have the tag line to the 

song, and while the tape was reeling off that day I just wrote it, 
scribbled it by hand. That comes from images. 
MUSICIAN: Which reminds me—did Sean do his "raps" on 
“It’s Alright" spontaneously? 
YOKO: Yes, and if you just compare it with my singing on “It's 
Alright," he shines so much that you can't listen to my singing 
again. And the words are incredible. It must be his true feel¬ 
ings, you know. It’s a diary. 
MUSICIAN: "You're The One"? 
YOKO: That was amazing. I was in Cold Spring Harbor and 
all night long it was a thundering like crazy. It’s right on the 
water and it was a bit scary. When I woke up the next morning 
I wrote the song, and on the way to the studio I was thinking 
about the storm, thinking, "That's the sound I want to re¬ 
create.” I am always basically specific about sounds I want, 
even on a synthesizer. There’s a sound in there that’s like the 
air from beginning to end, and I suppose that's the result in 
my mind of the thunder and the morning after. 
MUSICIAN: People have different attitudes about dealing 
with emotions like pain. You seem to want to face it head on. 
YOKO: I have to. In a way sharing it with the world makes it 
easier for me. I wouldn't say I'd be paralyzed if I didn’t but 
maybe I would not have been able to keep my equilib¬ 
rium...that’s the feeling that I have. Music kept me going. 
MUSICIAN: You said a couple of years back that you felt the 
80s would be a great time. Do you still believe that? 
YOKO: Yes, I still do. Only because we don't have very much 
choice but to think that. Because we are the beings who make 
it possible for life to go on and life has to go on. I think that 
positive thinking is like breathing, it’s a necessity. If there is a 
gloomsday concept, then certainly there should be a lot of 
positive dreaming. We need that to create the future for our 
children. H 

TheXbice 
The name La Voz literally means voice. How 

appropriate considering the fact that La Voz reeds 
serve literally as the vocal cord of so many of the 
world’s finest instruments. These reeds then, are not 
simply a voice, they are the voice selected for their 
expressive qualities by the finest musicians in the 
world. After all, it is the intimate relationship of a reed 
and a mouthpiece and embouchure that give the 
woodwind its life, its breadth, its depth, its charac¬ 
ter—in the hands of a musician its very soul. To us, 
consistent quality is essential, and why so many artists 
select La Voz as the voice of their finest instruments. 
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Superstar 
or 
Rising Star, 
their choice 
is Martin 
Steve Howe, a driving force behind the original 
success of YES and the current success of ASIA 
has reached superstardom. David Becker of 
TRIBUNE is reaching for it. Both interpret and 
express music differently. Steve through rock 
music and David through jazz. However, both 
have one thing in common. . .The Martin Guitar. 

What makes the Martin Guitar so special to 
them? The care taken to build a Martin . . . 240 
separate steps before completion. . . Attention to 
every detail in every Martin model . .. And a 
sound that responds to the guitarist’s varying 
interpretations. . .That sound, rich and full, can 
make the difference.-

Whether your musical preference is rock like 
Steve Howe or jazz like David Becker, Martin 
has a guitar for you. 

THE MARTIN 
GUITAR COMPANY 
Nazareth, PA 18064 

Look for Martin Guitars at your local authorized 
Martin dealer. The Martin Guitar—A commit¬ 
ment to quality that lasts a lifetime. 



Feel 
The Power 

There’s exciting news in the synthesizer 
world, and its name is Polaris.1'1 An incredible 
creative tool that can open new realms of 
musical expression like nothing remotely 
near it in size or price. 

The secret is a unique hybrid architec¬ 
ture that combines the warm, “fat” sound 
of analog sound generation with the power 

and precision of digital control. The result is 
light years ahead of anything the competi¬ 
tion has to offer. 

For starters, we used the most ad¬ 
vanced 16-bit computer chip ever put in a 
portable synth — the ultra-high perfor¬ 
mance Intel 80186. Its unmatched speed 
and power make possible features like: 



In addition to the patch points shown here, the 
Polaris includes MIDI and Chroma interfaces. 

Fender Musical Instruments, 1300 E. Valencia Drive, Fullerton, California 92634 

whole stack, 
you’ll get a 
feeling of 

control of programming parameters. 
There’s much more to tell about 

the Polaris. But rather than read 
about it, visit your Fender dealer 
and experience it. Because, whether 
you’re looking for your first synthe¬ 
sizer or a better way to control a 

lets you set and change sequencer rate just 
by tapping the beat with your foot. 
— Instant recall of up to 132 complete 
patches (plus external cassette storage for 
patches and sequences). 

Best of all, you don’t have to be a 
computer programmer to use all this power. 
Advanced software guides you through 
each step of operation, with LED’s that 

power you’ve never 
known before. 

Polaris. The 
hands-down winner. 

TN* 16-bit 1^ microprocessor far out -
powers typical 4- and 8-bit units. 

. C80186-3 

IS40050 13280011 
© INTEL '82 

— A built-in polyphonic sequencer that lets flash to indicate options, and simple slider 
you store, loop and chain up 
to 12 different sequences. 
— Velocity sensitive keyboard. 
— A variable clock sync 
interface for a drum machine 
to act as master or slave. 
— Füll MIDI and Chroma™ 
interfaces with sequencer 
access. 
— Exclusive Tempo Tap1/' that 



wsicom nus mm m um m pkum 
These days, there’s a lot to playing music that can’t really be called “playing.” Programming synthesizers, 
programming drum machines, MIDI interface, computer interface—there’s a lot to learn, and it gets worse 
all the time. ■ Worst of all, is that the more time you spend programming and learning how to program, 
the less time you have to spend doing what you like best—playing music. ■ We think there’s a better 
way. That's why we started MusicData, the first-ever all-music software company. ■ MusicData has 
assembled some of the best minds in the music business to contribute to a collection of music programs -
synth patches, drum programs, MIDI-based computer programs—that come to you on data cassette, 
floppy disk or ROM pack. Simply down-load them into your instruments and use them right away. ■ 
MusicData programs are created by top professional musicians like Jeff Baxter, Ray Manzarek, Denny 
Seiwell, to name but a few, as well as the cream of the crop of LA’s session musicians. ■ Programs are 
available for synthesizers and drum machines from Linn, Roland, Yamaha, Korg, Sequential Circuits (more 
to come) as well as computers from Apple and Commodore. ■ Because this concept is so new, not all 
MusicData products will be sold through music stores, many will be sold through mail order only. So we’re 
developing a mailing list of musicians, and we want you to be part of it. ■ Just fill out the coupon below 
and you will receive the complete MusicData product catalog, and regular catalog updates. Pick out the 
programs you like, call us, and they’re on their way to you. ■ Look, 
you didn't spend years learning to play your instrument only to 
become a casualty of the high-tech revolution. Fill out the coupon 
today and send it to: MusicData, Inc. 8444 Wilshire Blvd., Beverly 
Hills, CA 90211 or call (213) 655-3580. 

Name_ 
Street_ 
City, State, Zip 
Instruments_ 

MusicData 
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STEVE MORSE . 68 
Just get an electric guitar, and take 
some time and learn how to play. 

SHEILA E. 76 
And in a month or two, when she makes the 
charts, the girl will tear you apart. 

THEFIXX .. 80 
Price you pay for your riches and fame, was 
it all a strange game? You’re a little insane. 

HOME RECORDING .. 86 
Don t sell your soul to the companies, who are 
waiting there to sell high-tech wares. 
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STEVE MORSE 

WILL HE 
EVER 

LIGHTEN 
UP? 

LET'S HOPE NOT 
BY JOCK BAIRD 

Steve Morse huffs up to the 
stage door of the Salem Thea¬ 
ter, and he can see it's going 

to be one of those days. He's had to 
carry his guitar case, his bookbag 
and a rather heavy ditty box from 
the hotel to the gig he was told was 
"right down the street"—nearly a 
mile in the wilting August heat. 
Steve's nursing a cold, hasn't even 
had time to wash his signature 
waist-length blond hair, and sound¬ 
check is nearly ninety minutes 
behind schedule. Plugging in, he 
seems unable to shake an annoying 
buzz in his setup Engineer Chuck 
Allen vaults to the stage and at¬ 
tempts to squelch it, but to no avail. 
"It's not important," says Steve, 
approaching his mike; then he 
abruptly turns back. "No, it /s impor¬ 
tant." At last Chuck banishes the 
buzz, and the Steve Morse Band 
launches into the solo section of 
“The Introduction," the title track of 
Morse's new album (debuting that 
week at a surprising # 167 on the LP 
charts). Playing for the first time that 
day, Steve works through the 
church-bell melodies of the solo's 
beginning, then begins peeling off 
high-velocity rounds of guitar metal, 
frowning even as a smattering of 
spectators' jaws drop After a few 
minutes of indistinct bashing, the 
trio ceases and Morse rubs an 
index finger in his ear, asking eter¬ 
nally good-natured bassist Jerry 
Peek to turn down a bit. Then he 
requests a different monitor mix. 
The band plays a few passages of 
his "Huron River Blues," including a 
slower section Steve feels was 
rushed at last night's Ritz show in 
Manhattan He exaggeratedly re¬ 
tards a section to make ace drum¬ 
mer Rod Morgenstein lay back a 
bit "Hey, weren’t there four beats 
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there, rather than three and a half?” Def¬ 
initely going to be one of those days, 
which, when compounded with a usual 
Steve Morse day, is a day that no one 
should have to have. 

At last he can stand it no longer. 
Morse steps to the mike. "It all started 
when I was an hour and a half late for 
soundcheck...,'’ he explains seriously. 
“My cords melted...both people that 
bought the record returned it...I started 
stealing guitar licks....” 

For Steve Morse, Guitar Hero, steal¬ 
ing licks is akin to driving a truck bomb 
into an American embassy, mugging 
grannies and hawking heroin to 
elementary schoolers. Sure, when he 
began playing guitar well over fifteen 
years ago, he may’ve copied every 
Jimmy Page, Eric Clapton, Duane 
Allman, Jeff Beck, John McLaughlin 
and Jimi Hendrix riff he could get on his 
turntable, and a bit later he might've 
analyzed an occasional Steve Howe or 
Pat Metheny track for the fun of it. But 
that was mostly back in Augusta, Geor¬ 
gia, when he refused to cut his hair in 
high school, back when he made the 
decision to pick every note he played, 
with no hammer-ons or pull-offs. This, 
combined with his pronounced lefthan¬ 
dedness (though he plays right-
handed), gave young Steve's single¬ 
note adventures a weight and precision 
that still instantly identifies his playing. 

Of course, that was all before he saw 
classical guitarist great Juan Mercadel 
perform and followed him to the Univer¬ 
sity of Miami as a jazz major and class¬ 
ical guitar specialist. With a faculty that 
included Mercadel, Metheny, Jaco Pas¬ 
torius and Narada Michael Walden, UM 
at the dawn of the 70s was a hotbed of 
musical creativity. Morse hooked up 
with high school bass pal Andy West, 
Rod Morgenstein and fiddler Allen 
Sloan to form New South fusion kings, 
the Dixie Dregs. By the time Morse & the 

guitar forefretters. And let's not 
minimize what this means to a whole 
generation of baby boomers. It may be 
buried in your subconscious because 
you haven’t heard a bonafide Guitar 
Hero in years; with a few obvious excep¬ 
tions, it’s mostly been pretenders, non¬ 
contenders, and retirees. But four min¬ 
utes of pure Morse clicks on a set of 
genetically implanted responses, turn¬ 
ing even the most reprogrammed real 
estate or computer careerists into 
salivating, kneeling worshippers. Elec¬ 
tric rock ’n' roll guitar that has tasteful 
virtuosity, ambition and a powerful mus¬ 
ical vision behind it can still move mul¬ 
titudes and mountains, and that’s why 

"/am crazy, obsessive, neurotic....” 

Steve Morse is driving himself and 
everyone else around him about as 
hard as he can. In a mature, battlescar-
red way, he really does believe in living 
up to the title, Guitar Hero. 

Although he lives in a trailer on his 
own farm near Atlanta, Georgia, the 
thirty-year-old Morse bears no re¬ 
semblance whatever to a good ol’ boy. 

me the music comes first. I won’t decide 
what I think the audience will want to 
hear, second-guess them, and then 
say, 'Well, I don’t really like it, but I’ll do it 
anyway.’ That's the approach of a lot of 
mass-media music. I don't break my 
music down for mass consumption, but 
the fact is, I really do like simple chords. 
I like very tonal music, even though it 
may be hard to play. Hey, I finally have 
something going for me," Morse chuck¬ 
les. "I like tonal music! So yes, what 
we’re doing now with this band /s a little 
more rock-based than the things we 
used to do in the Dregs.” 

Is the Steve Morse Band more a con¬ 
tinuation of or a reaction to the Dregs? 
“There’s a lot of similarities between this 
band and the Dregs, which are inevita¬ 
ble,” Morse shrugs. '‘I’m still writing the 
music, so it’ll sound real similar, and we 
tend toward the same ideals. Themati¬ 
cally, it’s a little bit different because I 
don’t write three or four parts anymore. 
The central ideas come through better, 
because there’s less interference, less 
thickness. But we’re also trying to learn 
from the business mistakes we made in 
the Dregs, to keep things a little simpler 
in the organization, a little more rigidly 
defined job roles. We were very frus¬ 
trated. We had every kind of problem a 
band could have—including death. [A 
reference to Twiggs Lyndon Jr., former 
road manager/compadre of the Allman 
Brothers Band and later the Dregs] The 
last tour we went on, the agent stole 
$9000. That's profit, the tiny little slice of 
pizza that almost doesn’t exist, it’s so 
small. The record company (Arista) 
wanted to make some more changes— 
our relationship was not one of mutual 
eagerness. We had also had personal 
problems, and it was not fun playing a 
few gigs in the last days. When you’re 
trying to do your own stuff and make a 
stand each night, how you feel is impor¬ 
tant. I really hate to disappoint the 

“I REALLY DO LIKE SIMPLE CHORDS, VERY TONAL MUSIC.” 
boys had landed their deals with Cap¬ 
ricorn (later Arista), settled on keyboar¬ 
dist T Lavitz and replaced Sloan with 
Mark O'Connor, they were dashing 
madly from Mahavishnu infernos to 
chicken-scratch corn pone, from heavy 
metal to classical, tossing 32nd-note 
solo turns around like a hot potato. 
Steve's uncanny versatility—there is lit¬ 
erally no guitar style he doesn't excel 
in— is still intact, but the number of 
notes he uses per tune has been stead¬ 
ily declining. 

Today Steve Morse has picked up the 
crumpled mantle of Electric Guitar 
Hero; night after night, he's wearing it 
brilliantly, with both originality and 
deep, celebratory reverence for his 

His accent is more Michigan, where he 
spent his boyhood, and he is incisive, 
clearly intelligent, and possessed of a 
deft, subtle wit. There’s also a very 
muted cynicism about him, a suspicion 
(often justified) that the music world will 
pass him by because he’s not trendy or 
hip; one song title on The Introduction is 
“V.H.F.,” or “Vertical Hair Factor,” and 
Morse’s hair goes noticeably the other 
way. He could unquestionably be weal¬ 
thy beyond his wildest dreams if he got 
a lead singer, some tight leather pants 
and played 16th-note triplets over three 
powerchords all night, but he hasn’t and 
he won’t. "That’s just because I have 
baggy leather pants and play 16th-note 
triplets half the night,” he laughs. “No, to 

people who come to our shows, which 
is what I feel happens when I don't have 
a good time. I hate to be a failure, and I 
refuse to be a failure three times in a 
row. Everything was building to a 
climax. I just went home and said, ‘This 
is the end of the line.'" 

What did Steve imagine for his musi¬ 
cal life-after-Dregs? “I didn’t imagine 
anything. I went to the unemployment 
line and tried to imagine what it’d be like 
to not be in a band. And for six months,” 
he laughs, “I imagined that very well, 
’cause I tried it. I was doing odd jobs, 
only playing guitar a couple of hours a 
day. And then I really got to like playing 
guitar again. I thought, 'Do I really want 
to go through with this?' I saw all the 
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problems, all the mistakes, but I did 
want to do it, even if it meant getting that 
Dregs truck that hadn’t been started in 
three years, fixing cords, just starting 
from the beginning." 

Morse had a secret weapon that gave 
him a head start in his new offensive: a 
telephone number. It belonged to bass¬ 
ist Jerry Peek, who some time before 
had opened a Dregs show with Three 
P.M., afusión band from Raleigh, North 
Carolina. "He was the star of the show, 
and I got his number to get him a gig 
with someone else. I kept it around after 
quitting the band.” Steve called up 
Peek, who said, "Great, but I have this 
nine-to-five job.” Steve replied, “Well, 
see if you can quit.” 

Peek was the find of the year. An N.C. 
State design major then working in the 
heart of America’s furniture district, he 
helped design the ideal fireplace set¬ 
ting for Morse’s music. Despite his con¬ 
servative looks and aw-gee manner, 
Peek loved Black Sabbath, Ted Nugent 
and Van Halen as well as Jaco Pas¬ 
torius, Larry Graham and Louis Johnson 
(he's also partial to British dance 
music). Interestingly, he was not a real 
Dixie Dregs fan. Peek became the per¬ 
fect Sancho for Steve’s Don Quixote, 
linking Morse's pyrotechnical fusoid 
side with his screaming heavy metal 
half and adding a dash of modern. The 
only trouble was, he lived 400 hundred 
miles away. So Steve began driving up 
for concentrated rehearsals, called up 
Rod Morgenstein, who said, “Well, here 
we go again...,” and the Steve Morse 
Band was born. 

Rod occupied a unique place in the 
Dregs. While virtually every other part 
was written by Steve, Morgenstein was 
the Designated Flailer. A direct spiritual 
descendent of Mitch Mitchell, Morgens-
tein powers the band in a roiling, head¬ 
first charge, mouth ecstatically open 
and sweat profusely pouring. “I like hav-

A, not E.'" Peek rose to the challenge. 
The last band “member” was Chuck 

Allen, who began doing sound at the 
first gig and was finally persuaded to 
give up his post as engineer and opera¬ 
tions manager at Eddy Offord Studios. 
As the months went by and one of the 
world's most intelligent power trios 
began to feel like a band, Steve began 
recording the album that would become 
The Introduction at Tampa’s Morrisound 
studios—at his own expense. Morse 
produced, and Allen engineered. By 
the time Boston agent/manager Ted 
Kurland had arranged a meeting with 
then-Elektra prez Bruce Lundvall, the 
album was already finished. In the wake 

Morse, Jerry Peek & Rod Morgenstein. 

of Lundvall's departure, much uncer¬ 
tainty has gripped the Elektra/Musician 
roster, but Morse has been told he’s 
welcome to come aboard the mother 
ship, particularly since the LP has 
climbed to #103. Who says a great in¬ 
strumental album has to bomb? 

The Introduction is focused primarily 
on Morse's compositions—well, they're 
too much fun to be called compositions, 

metal workout of “On The Pipe"? “It’S 
riding a dirt bike in a long race, going 
through woods, then out in the clear, 
over bumpy sections, flying over jumps. 
It’s always pushing, always pounding." 
And the neo-Bach concerto of "The 
Whistle"? "Celeste [Morse’s eight-year 
companion] used to whistle the theme 
from Bridge Over The River Kwai every 
day as she walked down to the barn, but 
she couldn’t hit the high note, so she 
asked me to write her an easier tune to 
whistle.” Morse laughs ruefully: "I guess 
it got a little out of control. But it’s still 
Celeste’s little march. I do love Bach. 
His music is rhythmic, driving, powerful 
and beautifully crafted. You couldn’t ask 
for more." 

But why call the record The Introduc¬ 
tion when Morse has been in the public 
eye for years, in fact winning the Guitar 
Player readers poll two straight years as 
overall guitarist? "It's still an introduction 
to a lot of people. Nobody's heard Jerry; 
nobody’s heard the band. And a lot of 
people are eyeing us suspiciously— 
even Dregs fans, because how many 
solo projects aren't just rip-offs of the 
original bands? A lot of people have me 
pigeonholed, especially coming from 
the Dregs—you know, Southern rock, 
boogie, redneck, whatever the conno¬ 
tation. Our image closed the door for a 
lot of people before they heard the 
music. For instance, the Dregs were 
never listed on the Jazz charts. Isn't that 
interesting? Never been on a Jazz 
chart. So we were definitely ostracized. 
Not being the Dregs again may be more 
of a risk, but anytime you get some cer¬ 
tainty, you lose the element of adven¬ 
ture." Morse chuckles ruefully. “But 
we’re definitely in that adventure phase 
now, so we’re having a good time.” 

By the time the Salem concert is to 
begin, the turnout has been dismal— 
two hundred at best. The audience is 

“WE’RE DEFINITELY IN THAT ADVENTURE PHASE NOW!” 
ing a wild drummer who’s under con¬ 
trol," Steve smiles admiringly. "He plays 
the drums like it’s music. You want Rod 
to play differently every night, but at the 
same time, you want him to do a few 
things right with you—you try and make 
a balance.” 

Morse once said that one of his faults 
was a tendency to be too attached to 
the parts that he wrote for the Dregs, 
and not let the bandmembers develop 
their own. “There you go," he grunts. 
“That's a good insight into the end of the 
Dregs. It was a bad habit of mine, al¬ 
ways trying to have everything worked 
out. I’m starting to give Jerry more 
choice. Like on “Cruise Missile," I said, 
'Do one of your funk things, but do it in 

but too finely constructed to be called 
songs. "Huron River Blues" is one of his 
most evocative tracks; opening with a 
Hendrixian chime, it moves to a fantas¬ 
tic Jimmy Page psychotic slow grind 
and thence to a tight little wah-wah 
workout and into a pedal steel whine. 
What would Steve’s “video” of that tune 
look like? “It’s about a polluted river 
where little kids want to swim but are 
told their skin will disintegrate because 
of the pollutants. It's a childhood mem¬ 
ory, catching a fish and getting all ex¬ 
cited and then realizing, 'Hey, you can’t 
eat it!’ Just one of those sad tales about 
a waterway becoming a toilet for indus¬ 
try” 
How about the exuberant, heavy 

mostly male and probably mostly 
guitarists. The band hits the stage with 
everything blasting, but the small, de¬ 
voted crowd's applause at tune's end 
echoes embarrassingly through the 
large, empty theater. It has to be a let¬ 
down for Steve, who is fighting not only 
his cold but some abbreviated-sound¬ 
check-related finger stiffness. This is 
fascinating to the writer, who has seen 
the Morse band three times and never 
seen any signs of mortality, not even a 
seam between sections. To see Steve in 
the extremely rare moments he’s not a 
hundred percent is to see how central 
“confidence,” an oft-used part of his vo¬ 
cabulary, is to his music, just as an out¬ 
fielder going up for the ball can't think 
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about the wall. And, wonder of wonders, 
Morse actually plays a wrong note! In 
the past, he's been known to stare ven¬ 
omously at the back wall of the stage 
and curse himself, but tonight he 
catches Jerry’s startled look and grins. 
He is learning to roll, ever so slightly, 
ever so rarely, with the punches. 

In fact, he intentionally slows down 
the pace by launching into multi-minute 
monologues, turning the fizzled playoff 
game into an enjoyable exhibition 
match. And some of Steve's 
monologues are really out there; in one, 
he recites his endorsement for Lexicon 
in a robotlike voice ("Lexi¬ 
con...is. an...integ¬ 
ral...part..of...my..sound") and then 

hits his head, as if unskipping a record. 
In another he does an extended satire of 
the industry's anti-home taping stance. 
Bringing out his electric classical guitar 
for a few precious solo numbers (there's 
still talk of an all-acoustic solo LP for 
Steve), he seems absolutely fixated on 
a new B-string he put on earlier; three 
separate times he shares his fears that 
it will probably slip, didn’t slip, might still 
slip. Morgenstein is cryptically de¬ 
scribed as "always right." Although 
some of the house probably doesn't 
know what to make of Morse’s bizarro 
deadpan humor, the date becomes a 
satisfying, intimate—if occasionally 
odd—evening with Steve Morse. 

The following night is the flip side of 

Whirlwind's line of Special Purpose 
Boxes stand up to impossible situ¬ 

ations and perform extraordinarily, and 

Impossible situations require 
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the concert coin. Taking the stage as 
opening act for Bobby & the Midnights 
at Boston’s cavernous Orpheum Thea¬ 
ter even as the customers are still filing 
in, the Morse Band receives a deafen¬ 
ing ovation. Steve & Co. kick into the 
chordal slabs of "The Introduction”; 
when he gets to the second section of 
the tune, a cascading waterfall of ar-
peggiated color bounced through two 
digital delays into an orchestral splen¬ 
dor, another wild cheer goes up—hey, 
Lexicon really is an integral part of 
Steve's sound. The next number is “On 
The Pipe, " and Morse and Peek execute 
their nightly ZZ Top maneuver: on a par¬ 
ticularly nasty, chainsaw part that kicks 
off the .solo, they momentarily turn their 
backs on the audience, reappear wear¬ 
ing sunglasses, and then do some syn¬ 
chronized rock 'n’ roll dance steps to a 
sustained roar from the ecsatic crowd. 

This performance is a sample of what 
could ultimately give Morse the stardom 
he deserves: he can open every kind of 
show, from jazz to heavy metal, and ig¬ 
nite the unwary. Morse beams beatifi-
cally during his solos, his long, thin 
limbs bent like a spider’s. Just as the 
pandemonium level has been reached, 

continued on page 96 

MORSE CODE 
Steve Morse's electric guitar is a Fender 
Strat neck he's had for seventeen years 
bolted to a Telecaster body. It has five 
pickups, and Steve uses them all: closest 
to the neck is a Gibson humbucker, then 
a stock Strat, a cylindrical Tele, and a Di-
Marzio-modified Fender humbucking 
pickup. There’s also a hex pickup from 
360 Systems for their Slavedriver inter¬ 
face into a Minimoog; he also uses the 
hex to tune up onstage. The bridge is a 
Gibson Tun-o-matic, the trapeze tailpiece 
is a pawnshop special. His strings are 
.010 Ernie Ball. Steve also uses a Gibson 
Chet Atkins electric classical, which he 
strings with Ernesto Palla (Ernie Ball, get 
it?) strings, and an Ovation electric¬ 
acoustic steel-string. His effects are Lexi¬ 
con Prime Time and PCM-41 digital de¬ 
lays, a Cry Baby wah, a rebuilt Boss 
chorus, and an Ernie Ball volume pedal. 
No direct signal actually goes through 
any effect. His amps are Ampeg V-4s and 
V-9s, with Celestion and JBL speakers. 
Jerry Peek plays a Guild Pilot SB602 

bass through an Ampeg SVT and Guild 
Hartke cabinets (with high-tech 
aluminum coned speakers). He has an 
Ibanez chorus at home, but he fears for its 
safety on the road, so he uses two multi¬ 
effects pedals by t.c. electronics. Rod 
Morgenstein pounds Premier drums 
with Duraline heads, and crashes Paiste 
cymbals; he mikes his kit with the Aqua¬ 
rian system. Rod also plays a Sequential 
Circuits Six-Trak amped through an 
Ampeg V-7for "V.H.F.” and "The Whistle.” 
Chuck Allen also mixed some LP parts 
onto a Tascam 234 4-track cassette deck 
for those tunes. Stage mikes are Audio-
Technica ATM31 rs, 63s and 41 as. 
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This '84 tour has been their 
longest and most successful ever. 
We at Peavey are proud to provide 
the backline for this super 
group.from bass biamped rigs 
to some of the best guitar amps 
you've ever heard. We don’t just 
stop at amplification, though, ,38’s 
unique “dual drummers" are 
monitored by a Peavey Mark IV 
24x8 monitor mixing console. An 
act definitely worth catching. 

So don't miss .38 Special and 
Peavey if they’re in your area. Or 
take a listen to their latest album, 
Tour de Force. It will more than 

convince you that not only are .38 
Special a powerful and 
professional group of musicians, 
but their songwriting and 
recordings are honest, heartfelt, 
and, as the critics say, some of the 
best rock’n'roll around. 

.38’s heavy touring schedule 
and their Gold and Platinum 
recordings are a testimony to 
Peavey’s performance, road¬ 
worthiness, and high quality. After 
all, .38 Special's ten years on the 
road with Peavey is a statement in 
itself. 



PERCUSSION 

SHEILA E.’S SECRET IDENTITY 
A Prince Protégée 
with a Primo 
Percussive Pedigree 

By Josef Woodard 

Things can happen in mysterious, 
transforming ways when you’re in 
the eye of the pop music hurricane. 

This year’s case in point is the overnight 
makeover sensation of percussion lion¬ 
ess Sheila Escovedo into voluptuous 
R&B diva Sheila E. 

At the beginning of the year, Sheila 
was still very much the gifted yearling of 
the illustrious Bay Area Escovedo per¬ 
cussion clan (her father is Pete, her 
uncle Coke), who helped bring the idea 
of white hot Latin percussion before the 
public ear in bands like Azteca and 
Santana. Young Sheila was in the grips 
of an escalating career as a side musi¬ 
cian that had most recently landed her 
a hot spot on the Lionel Richie tour. 

It was that Sheila—she of sterling 
musical lineage and the New Genera¬ 
tion of Latin percussion—that Musician 
wanted to talk to back in the early 
spring. But the initial stabs at an inter¬ 
view were met with strange aloofness 
and vague references to “something 
big in the works.’’ Little did we know 
about her metamorphosis into Sheila E.; 
nobody likes to talk when they're busy 
shedding their cocoon. 

And it all stemmed from the day her 
Prince had come. 

Prince, a long-standing friend of 
Sheila’s, had called her in to do some 
projects between legs of the Richie tour 
(she sings with Prince on “Erotic City,” 
the flipside of the "Let's Go Crazy” 
single, and plays trap drums on the Ap¬ 
ollonia 6 record). Impressed with her 
musical fire and her bag of original 
tunes, Prince wrangled her a deal with 
Warner Bros, and a few weeks later, 
Sheila E. was born. “I couldn’t break it to 
anyone," she recalls. “My family didn’t 
even know what was going on. I told 
them after it was done. They said, 
‘What? Why didn't you tell me? Why 
didn’t you let me play on the album?’” 

Burrowing into Hollywood's Sunset 
Sound studio, singing and playing virtu¬ 
ally every instrument (with production 
aid from Prince's satellite Starr Com¬ 
pany), Sheila forged the steaming 
tracks of The Glamorous Life—six 

songs that add another layer on the 
post-Prince musical mystique. "I went in 
there and five days later it was done. It 
was great, like magic," says E. “I just 
never got a chance to express anything 
like this before.” 

E’s sturdy, headstrong attitudes re¬ 
flect an upbringing full of family musical 
ties and barrier-razing. Her muscular 
pursuits began early; she began 
pounding on father Pete's drums when 
she was knee-high and actually played 
on the stage of Oakland’s Sands Ball¬ 
room at the age of five. But she wound 
up immersing herself in track and soc¬ 
cer in her formative years. “I was really 
into sports and all of a sudden music 
just hit me, and I got into a band playing 
trap drums,” she claims. “They wanted 
me to change over to congas because 
there was a drummer in town that had a 
P.A. system and we didn’t have one. It 
was cold-blooded, but that’s the 
breaks." 

Her own musical turning point—or, 
should I say, the first of many—came 
when she filled in for an absentee drum¬ 
mer in her father’s then-thriving Azteca 
at the age of fourteen. There was an 
omen in the air of the San Francisco 
Civic Center. “We played in front of 
8,000 people and that was a lot to me in 
those days. After I played and got the 
applause after I took a solo, I got off¬ 
stage and said to my father, 'This is what 
I want to do, this is it. I'm going to quit 
school and tour with you.’ He said, 
'You're crazy.’ But that’s what I did.” 

As she circulated in the music scene 
as a bonafide Escovedo prodigy, Sheila 
encountered both enthusiasm on musi¬ 
cal terms and skepticism on grounds of 
gender. Girls just want to have fun, the 
stereotype reads, not build smoking 
Latin grooves. That’s Man’s Work. “The 
women were always behind me and a 
lot of men were too, but the men that 
continued on page 93 
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Win a free recording session for 
your band at the Record Plant! 
Enter the Shure “Perfect Match” 

Sweepstakes today—Just pick the PE 
Mic that matches your music! 

Each one of the 12 Mie’s in the Shure Professional Enter¬ 
tainer (PE) Series is ideally suited to a specific instrument 
or vocal style—a perfect match. With that knowledge— 
and a 1 ittle initiative—you and your band could win an 
expenses-paid recording session at the world famous 
Record Plant Studios. 
Two Grand Prizes. Two bands will win an expenses-

paid trip to New York or Los Angeles for a free 
recording session at the prestigious Record Plant; or, if 
winners prefer, they can choose $5,000 worth of recording 
time at a leading local studio. Winners 
will also receive any five Shure PE Mies 
of their choice. 

195 Other Prizes 
10 2nd Prizes—4 PE Microphones of your choice 
15 3rd Prizes—3 PE Microphones of your choice 
20 4th Prizes—2 PE Microphones of your choice 
50 5th Prizes—1 PE Microphone of your choice 
100 6th Prizes—Shure T-Shirt 

It’s easy to enter. Just look for the “Perfect Match” 
sweepstakes display at your participating Shure PE 
Microphone dealer. Then fill in the entry blank with the 
name of the Shure PE Mic that best fits your needs—it’s 
that easy. For more information, call (312) 866-2553. 

Enter today—Contest ends December 31! 
No Purchase Necessary Sweepstakes start October 15. 1984. Closes December 31. 1984. Sweep-

SHUW 
stakes open to U.S. residents only. Official rules and entries are 

available at participating Shure PE Dealers or by sending a 

stamped, self-addressed envelope to Shure "Perfect Match” Rules 

Requests. PO. Box 6598. Chicago. IL 60680-6598. Washington 

State residents may omit stamp. See official rules for full details. 

THE SOUND OF THE PROFESSIONALS'.. .WORLDWIDE. 



SOFTWARE 
CITY By John Amaral 

MusicData’s 
All Star Patches 

Did you know that most synthesiz¬ 
ers returned to the factory for one 
reason or another still contain the 

unmodified factory presets? "It's very 
disappointing," says Sequential Cir¬ 
cuits' Dave Smith, "because it means 
that they’re using only a fraction of the 
machine's capabilities." 

Jerry Antonelli of E.U. Wurlitzer’s Bos¬ 
ton store says, "Players have been 
afraid that if they load in new presets 
from tape, they'll lose the factory 
patches. The full complex of factory 
patches won’t do anymore.” 
Enter Ron Wilkerson with a bright 

idea: why not provide supplementary 
patches which are programmed by ex¬ 
pert musicians for various synths? Out 
of this idea was born MusicData (213) 
655-3580, which markets collections of 
patches by Jeff Baxter, Nicky Hopkins, 
Craig Anderton, Ray Manzarek and 
others, for all the popular synthesizers 
on cassettes and ROM packs. They 
also have a series of cassettes for the 
LinnDrum and Roland TR-909 drum box 
which are not really patches, but rhythm 
sequences for assembling your own 
complete tunes, and an “Accompani¬ 
ment Series” which provides drum 
backgrounds for complete pop tunes. I 
convened a little panel to audition a 
cross-section of the synth patch tapes, 
and I hope to have a chance to describe 
the drum data tapes for you in the very 
near future. 
Assisting me were Dave Mash, who 

coordinates Performance Synthesis at 
the Berklee College of Music, and Jerry 
Antonelli and Keith Barnhart of Wur¬ 
litzer’s in Boston. Here is what we found: 

The stamp of Wilkerson Advertising’s 
usual meticulous attention to detail is all 
over this product. (Wilkerson is known 
throughout the industry for his success¬ 
ful Roland campaigns.) The MusicData 
packaging is tasteful and the tapes are 
high quality, metal-reel cassettes. The 
instructional copy is complete and ac¬ 
curate (you don't need to be afraid of 

losing your factory patches because 
the instructions guide you step by step), 
and there were no faults with the digital 
data on the eight cassettes we loaded. 

The general consensus was that you 
will find some useful patches on each 
tape, but that not all will be useful or 
“better” sounding than a similar factory 
version. You should definitely audition 
before buying. Said Keith, "What I’ve 
noticed, is that there is a big variation in 
what people think is a good sound. 
What one person thinks is a good piano 
sound, another can’t stand.” 

Jerry was enthusiastic: “A pro can get 
an idea of what other pros are doing, 
and an amateur gets incentive to 
develop his own patches.” Dave wished 
for more patches on some of the tapes, 
and we all thought that a most helpful 
addition would be a short recording of 
the author using each patch, so that the 
sound could be heard in at least one 
proper perspective. 

Another issue, which I will be taking 
up in future columns, is the whole ques¬ 
tion of music software protection. How 
can a publisher be assured that no un¬ 
authorized copies of software will be 
distributed? It’s a serious problem that 
requires the cooperation of everyone, 
especially the music store and us end 
user-musicians. E] 
John Amaral is a music software evangelist and a 
professor at the Berklee College of Music in Boston. 

The T-2O 
enjoys an 
advantage I 
which can be 
neither designed 
nor bought: positive 
word-of-mouth 
acceptance and“ 
recommendation 
within the professional 
audio community. 

FOSTEX CORPORATION OF AMERICA 
15431 Blackburn Avenue 
Norwalk, CA 90650 
(213) 921-1112 

"Musicians simply like to work with them 
One of the best moments in the studio was 
when we tried the T-Series headphones and 
the musicians said how great it was to be 
able to play and really hear themselves. " 

Fostex 
Pro Sound Division 

PHIL RAMONE ON 
FOSTEX HEADPHONES 
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PLAYERS 

THE FIXX: QUESTIONS OF BALANCE 

Above Average White 
Band or the Revenge 
of the Jesuits? 

By Jock Baird 

Q
uestioning is a useful thing. 
We want more people asking 
stiffer questions of those who will 
p making the decisions for them," 

says the Fixx’s Cy Cumin. Well, I’ve got 
a few questions. What /s the balance 
between musical medium and socio-
philosophical message? How much 
should a pop band be expected—or al¬ 
lowed—to accomplish, and when does 
it go too far? And why, oh why, is a mus¬ 
ically accomplished, nailed-down, 
genuinely interesting pop group called 
the Fixx still unable to convince critics 
their top ten stardom is justified? 

To reduce some of this uncertainty, 
may I suggest dealing with the Fixx in 

two passes: first their music, and only 
afterward the political, theological and 
dramatic portions of the Fixx’s program. 
Let's just put on a few tracks. Here's 
“Stand Or Fall," an MTV classic. Listen 
to that shimmering two-chord guitar fig¬ 
ure, with synth pastels flooding in at 
key moments, ferocious bass-drum 
simplicity demanding decision. The 
lead singer travels from husky braying 
bass deliveries to a high keening re¬ 
lease, vaguely reminiscent of U2’s Bono 
Vox; his melody lines are consistently 
well crafted and, unlike most British 
popsters, consistently in tune. Now 
here's “Saved By Zero"; yeah, you 
picked right up on that rubbery funk 
guitar hook, didn’t you. Again, nice lead 
vocal line, nice backup singing, too. No, 
I'm not sure what the song's about 
either. Let me just put on “One Thing 
Leads To Another"...oh, you always 
liked this one? Have you noticed how 
the synths pace this tune, turn a one-
vamp idea into a continuous story—al¬ 
though Lord knows what it means. For a 
dance tune, the rhythm doesn’t quite 

sound like anything else in the club rock 
universe. I know, what's not to like? 

Actually, the Fixx’s singles are by no 
means their best songs. Their 1982 
debut LP, Shuttered Rooms, was 
packed with picks like “Lost Planes,” 
“Red Skies At Night” and the unforgetta¬ 
ble "Cameras In Paris.” Last year's 
brooding, sprawlingly funky follow-up, 
Reach The Beach, uncorked gems like 
"Sign Of The Fire," “I Can See Myself 
Running" and "Outside,” with its 
breathtaking modern-war guitar coda. 
There’s also “Deeper And Deeper," a 
quicko soundtrack hit from Streets of 
Fire. Already we’re talking major-league 
songwriting catalog. Now here comes 
part three, Phantoms, with its appetiz¬ 
ing if unepic hors d’oeuvre, “Are We 
Ourselves," and more nourishing en¬ 
trees like the urban contemporary rub¬ 
ble of “Less Cities, More Moving 
People,” the sprightly stride of “Sun¬ 
shine In The Shade,” and some other 
dark horse favorites I’ll let you discover 
on your own. Am I getting through to you 
at all? Good. 
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You don't have to wait til 20D1 to get 
THE BIG BASS SOUND 

Sound and response from 
out of this world, found only 

in music stores on Earth. 
Featuring multiple equalization 

settings, stereo chorus and 
a sustain circuit that enables 

you to hold a note for today or 
until the year 2001. 

Using it direct, the great 
sound you hear in the 

headphones can be captured 
on tape. As a pre-amp, its 

sophisticated signal 
processing will create a 

stage sound that is 
out of this world! 

Scholz Research 
Development, Inc. 

P.O. Box 191 
Lincoln Center, Mass. 

617-890-5211 

BASS 
ROCKMAb 
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Although moderate to good in¬ 
strumentalists individually, the real vir¬ 
tuosity of the Fixx is the way the parts in¬ 
tuitively meld into grooves and textures. 
The band is collectively an instrument, 
set to further one unified goal. “The 
band's sound just sort of comes through 
letting go of our own personal tastes," 
notes lead singer Cy Cumin. “It's not 
from compromising; it’s just from a re¬ 
spect of each other’s past." 
Pianist Cumin and drummer Adam 

Woods met nine years ago at a British 
drama school and, in addition to a theat¬ 
rical partnership (Woods directed, Cur-
nin acted), began dabbling with rock ’n’ 
roll. A few years later, after acquiring 
keysman Rupert Greenall, the band 
made a few New Romantic-era singles 
as Portraits. Not comfortable with the 

Jamie West-Oram, efficiency expert. 

demands of trendy pop fashion, the 
band laid low for a year or so, pickingup 
London session player Jamie West-
Oram in 1980 and writing the songs that 
would become their first album. “If there 
was a theme to that record, it was that 
we had absolutely no money," laughs 
Cy. “We had only enough to pay for our 
rehearsal space and petrol to drive to 
rehearsal and back every day. All we 
could do afterwards was go back to our 
bed-sits and watch TV. But we got a real 
buzz out of it, just writing songs and 
going out to see bands.” 

Feeling themselves ready for a pro¬ 
ducer, “we sent a cassette out to a few 
we felt might be interested. Rupert Hine 
came back to us." Hine was actually 
convinced by Jeanette Obstöj, film 
editor, video director, lyricist, and Hine’s 

companion/collaborator. Cy recalls, 
"Jeanette walked into the room whilst 
Rupert was playing ‘Lost Planes.’ The 
day before the tape had come, her best 
friend had just died, and the mood the 
song put her in made her feel quite 
good about something." 
The group knew early on what it 

would settle for in a record deal: "We 
weren’t in the mood to write singles any¬ 
more. English record companies just 
use England to find the bands, make a 
single or two, and then if it’s a hit, make 
the album and bring 'em over to 
America to make money—or not make 
money," Cy laughs. Although awfully 
particular for a band still so inconsistent 
live, the Fixx auditioned for MCA at a 
university where “they'd had a sit-in and 
nobody'd been in or out. The whole at¬ 
mosphere was quite rebellious,” which 
was the perfect forum for the band's 
anti-nuke, anti-conformity stance. MCA 
gave them what they wanted and Shut¬ 
tered Room was made. “That first album 
was a watershed,” says Cy, explaining 
the extraordinary number of good 
tunes. “You record the best songs 
you’ve got up to the deal.” The album 
garnered moderate American airplay 
and much favorable press. 

A serious problem presented itself 
when the band began its second LP in 
early 1983—bassist Charlie Barrett quit. 
As Rupert Hine reports, this was trans¬ 
formed into an opportunity: “The free¬ 
dom of not having a bass line proved to 
be a very exciting period. We had tracks 
with no bass lines at all, tracks with 
synth bass, and others played by ses¬ 
sion men. Reach The Beach is really the 
album that most reflects the differences 
in bass concept." These experiments 
made the once song-centered Fixx 
more atmospheric and groove-cen¬ 
tered, and fortified their originality, but 
the need to get the live show to the level 
of the records became paramount as an 
American tour loomed. “It did get a little 
panicky," notes Cy, “’cause we were still 
a bit inexperienced live. We needed 
somebody with real expertise to re-titti-
late our interest in bass.” Enter Danny 
Brown. “He had a very positive effect on 
Adam," understates Hine. “He was the 
first sign of dry land we saw," overstates 
Cumin. Although officially not a band 
member, Brown will keep the bass chair 
as long as he wants it. 
The post-Reach The Beach American 

tour proved unexpectedly lucrative, 
with the LP going top eight and a warm¬ 
up spot for the Police extending well into 
the fall. The band turned their attention 
to their third album; Hine reports, “The 
goal for the new record was twelve 
tracks. Seriously, twelve tracks—to get 
to the point where we were being very 
concise, with no padding or wastage, 
no long fade-outs or codas, no un¬ 

necessary instrumental sections if they 
weren’t going to add precisely to the 
mood or atmosphere.” This was im¬ 
peccable strategy for an album that 
would be intensely scrutinized by the 
legions of skeptical critics that continue 
to characterize the Fixx as new wave 
Benedict Arnolds, "lightweight refried 
disco" and “college freshman existen¬ 
tialists." Phantoms withstands that by 
fielding a more consistent song 
lineup— though the climate of enforced 
discipline does constrict the wide-
open, experimental feel of Reach a bit. 
Just when it seems the band might have 
gone too far into groove-based upbeat 
tunes like “Questions” and “In Sus¬ 
pense,” it uncovers a cache of finely 
tooled ballads like “Facing The Wind," 
"Wish” and “I Will,” and the menacing 
shuffle of “Women On A Train." 
Cy Cumin and Jamie West-Oram co¬ 

wrote most of this material either to¬ 
gether in demo studios or by exchang¬ 
ing homemade (Tascam) Portastudio 
cassette tapes. Both are capable of 
knocking out parts on piano, guitars, 
drums and synth-bass, and try every¬ 
thing and anything. “We just throw ideas 
at the wall" shrugs the soft-spoken 
Jamie, who along with Cy has recently 
doubled his MTV airtime by playing on 
Tina Turner’s new Rupert Hine-pro-
duced treat, “Better Be Good To Me." 
"We mostly work by instinct. The end re¬ 
sult might be a bit of a mess, but at least 
it gives you some scope. You can pick 
out the good stuff, chop it down, and 
end up with something more defined.” 

“Another thing we like to do,” adds 
Curnin, “is for me to write songs on 
piano and work up the melodies and 
background harmonies, and then take 
the piano off and give Jamie the tape 
with just the vocals. He’ll have no con¬ 
ception of how I'm hearing it, which is 
good, because I sometimes doubt my 
own musical settings.” 

Some of the writing goes on with five 
members present, but as Jamie notes, 
"it can get pretty chaotic with everyone 
there. Five people with very strong 
ideas...but a lot of good ideas. ‘One 
Thing Leads To Another’ seemed to 
come out of nowhere one day at a full¬ 
band jam. But getting the groove’s only 
the first part. Then you have to stand 
back and get a bird's eye view of what 
you’ve got, planning the groove into a 
song and still keeping the feel.” 

West-Oram’s ringing chordal struc¬ 
tures are breathtaking in their effi¬ 
ciency. “Well, that’s what we’re all aim¬ 
ing at, anyway," he modestly laughs. 
“No, I don't think technique is what it's 
about. My style has changed a lot over 
the last couple of years since I joined 
the Fixx. I did go through a period of try¬ 
ing to fit as many notes in as possible, 
but then I started realizing that’s not 
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Casio now adds that element to music 
so often missed with electronic key¬ 
boards—the human element. 

Touch the keys of our CT-6000 
softly and it will respond in kind. Strike 
them hard, and it will bite with the best 
of them. The sound is pure piano-
even when it's pianissimo. 

Strings are also its thing. Press 
the keys hard and the sound soars to 
acrescendo. Casio’s responsive 
keyboard adds a touch of reality to 
every instrument sound. And backs 
you up with a sophisticated rhythm 
section that even claps for you. 

And keeping those great 
sounds around is no problem. The 

6000’s chord memory stores up to 
400 notes. Foreven more memory-

element into your music, the solution 
is elementary. Get a Casio. 

as well as the ability to play other 
instruments—the 6000 has a MIDI 
interface built in. 

New technology also plays a 
major part in our MT-400V keyboard. 
An envelope filter gives you the ulti¬ 
mate in creativity—the ability to create 
your very own sounds. And it even 
has a mouthpiece that lets you control 
the filter, so you can breathe life into 
all its preset sounds. 

But perhaps the 400V’s most 
breathtaking feature is its low price. 

If you 're having a .. 
problem getting the human Where 

CASIO 
• I ® 

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



HOME RECORDING: 
THE RULES OF THE GAME 

Fundamentals of Low-Tech Glory By Freff 

Want to record cheap? Learn how to deal with tape noise. 

The following is a con¬ 
sumer warning from 
our sponsor. 

Millionaire rock stars, oil 
magnates, and others of the 
fiscally over-endowed (de¬ 
fined for the purposes of this 
notice as anyone holding the 
philosophy “It's easier to buy 
it than to be it") will find little 
of interest in this article. It is 
suggested that they waste 
their time somewhere else. 
As for the rest of the reader¬ 
ship—dive right in! 

Thank you. 

It takes four things to bring 
a recording together: a place 
to work, tools to work with, 
something to record, and 
enough knowledge/sweat/ 
imagination to make up for any deficien¬ 
cies in the first three. That's the equa¬ 
tion, whether you're Mick Jagger or 
Mick Nobody, and never forget it, be¬ 
cause The Absolute Law of Recording is 
that when listeners hear your playback 
they don't know what you did. They only 
know what it sounds like you did. 

Clutch that thought to your heart like a 
beacon...or, at the very least, like an 
antidote for feelings of technological in¬ 
adequacy. You can't afford the latest 
microdigital wondergoodie? So what! 
Fake it. Be a magician. Fool them all. 

It’s very satisfying, really it is. 
BUT—and this is an important “but,” 

compadre—to pull it off you’re going to 
have to put some effort into it. Nobody 
becomes a magician before they’ve 
learned how to do the tricks. (Better yet, 
three or four different ways to finagle 
each one.) So you’re going to have to 
study, and experiment, and try a 
thousand crazy things. Above all, you’re 
going to have to know what you're 
doing. There are a ton of good books 
out there: Robert Runstein's Modern 

Recording Techniques, John Woram’s 
The Recording Studio Handbook, 
Teac’s Multitrack Primer, Craig Ander¬ 
ton’s Home Recording for Musi¬ 
cians...these and lots more, from the 
very simple to the very technical. Find 
them. Read them. (Especially read the 
passages with equipment photos that 
are vastly out of date; some of that gear 
is available real cheap in the used or 
surplus markets. You’ll also find a lot of 
older techniques ideally suited to the 
low-tech, low-budget approach.) And 
while you’re reading, apply what you've 
read. Reading can only be preparation. 
To learn how to make magic, you’ve got 
to do it, getting it wrong as many times 
as it takes to figure out how to get it right. 

There's no reason you can’t start try¬ 
ing to take over the world with your 
Walkman right now, before reading any 
of the books mentioned just above But 
there are a few bottom-line things about 
tape and tape recorders you need to 
know, because they set the limitations 
your imagination will have to work 
within—and in most cases, around. 

HOW TAPE 
RECORDING WORKS 

Rust. Rust and electrons. 
That's the big trick. Record¬ 
ing tape of all kinds, from 
audio cassette to video tape, 
is made of a thin, even coat¬ 
ing of some kind of metal 
oxide on a mylar backing. 
The backing has nothing to 
do with the actual recording. 
It just keeps the metal oxide 
particles up front and availa¬ 
ble. These particles are mag¬ 
netic, and their molecules 
contain many small perma¬ 
nent magnetic fields called 
“domains," each with its own 
north pole and south pole 
(just like the bigger magnet 
in a compass). 

Now, while tape fresh out of the pack 
is covered in magnetic particles, it isn’t 
yet magnetized. All those little particles 
are aligned lengthwise on the tape dur¬ 
ing manufacturing, but the poles of the 
magnetic domains aren't affected by 
that, and since there are just as many 
south poles pointing one way down the 
tape as there are north poles, the net 
magnetism is zip. They cancel each 
other out. 

Until the tape crosses over the record 
head, that is. That's where electrical 
currents caused by the music you're re¬ 
cording create a strong magnetic field, 
which flows right through the tape pass¬ 
ing by, rearranging the north/south 
orientation of the domains. 

Net result: in any given area of the 
tape the poles of the domains are no 
longer randomized, and therefore don't 
cancel out. The tape now has a measur¬ 
able magnetic field, which varies down 
the length of the tape depending on 
how the strength of the record head’s 
signal changed. That’s your music. Or, 
rather, it’s a code for your music that can 
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Only If You're Serious! 

EFFECTRON H & 
by DeltaLab 

"For years the EFFECTRON®, ADM 1024, has provided quality sound with sound quality to 
become the standard effects unit of the pro's. While others offer you fancy lights & displays, 
we continue to offer the best sounding systems at any price. After all, you can't hear lights & 
displays, and sound is what it's all about... isn't it? 
Now, we have made the best... better. DeltaLab offers you a choice of high quality units. 
The EFFECTRON Z continues the tradition, while the EFFECTRON JU offers the same "good" 
sound with "common sense" programmability featuring total access for live performances ... 
All of the controls are programmable and each program is instantly and independently 
accessible. 
If you're serious about your sound, visit your local dealer and compare... you will be 
amazed I" 
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be translated back into audible sound 
with the appropriate machinery. 

But of course it isn’t really that simple. 
Magic rarely is. 

PROBLEMS 
Recording tape doesn’t respond the 

way our ears do. If we scaled the 
strength of the signal at the playback 
head to the sounds we can hear, in a 
one-to-one ratio, it wouldn't be strong 
enough to make the tape record the soft 
sounds. And it would be so strong at 
only moderate sound volumes that the 
recording capacity of the tape would be 
pushed to the max. All the domains 
would be lined up together. After that, 
there isn't any further the tape can go. 

Not even into distortion (it would already 
have been there for a while). When a 
tape is as magnetized as it can get— 
‘‘saturated” is the engineering term—it’s 
an absolute wall. 

Another problem is the “signal-to-
noise" ratio. This is a standard audio 
term because it’s a standard audio 
problem, at every level of signal-han¬ 
dling. Visualize the entire recording pro¬ 
cess as a problem in plumbing, with 
pipes routing water from place to place 
instead of wires routing electricity, and 
it's easy to understand. Say you’ve got 
a 4” wide pipe—and you’ve got to have 
one that wide, to handle your highest 
water pressure (read: loudest audio sig¬ 
nal)—well, when that pipe is only half full 

U.S. Distribution Center, P.O. Box 261030, San Diego, California 92126 (619) 566-9710 

This holiday season, when it’s time 9 f 
to power up and get down, don't let a cheap cable 
mess up your performance. Link your expensive equip¬ 
ment together with the finest cords and cables money 
can buy. EELECTRIKS by Suzuki provide you with 
the ultimate in clean, clear power transmission A 

in a variety of sizes and combinations, so 
essential at concert time. Now available 
at an Authorized Suzuki Musical Instru-
ment Dealer near you. 

EELECTRIKS 
/// JF CORDS & CABLES 
F INCLUDE THESE 

, OUTSTANDING FEATURES: 
' jF • Solid brass military fittings for rock solid, 

» noise proof connections 
• See-through windows on all male connectors 

^^F • Instant disconnect switches for silent power linkage 
• Heavy duty, double shielded, low noise copper cable 

r F for silent signal transmission 
gF • Smooth and supple gray 100°/> neoprene covering and 

a re usable storage bag 
• Extra long cords in 50' & 100' lengths that go the 

distance 
• “LINE DRIVE” in line power equalizer for excellent 

läng'cord length transmissions up to 300' 
• A Lifetime Warranty! They'll work forever or we'll 

replace them for free! 

EELECTRIKS.. , 

of water then it also has to be half full of 
air. Similarly, a tape has a certain 
amount of recording capacity. What we 
don't fill with our musical signal we are 
inevitably going to hear, on playback, 
as noise. 

And how about “print-through’’? Ever 
notice how some records have this little 
tiny ghost-echo in the groove, just be¬ 
fore the music begins? The commonest 
cause of this glitch is print-through. The 
mylar backing that holds the oxide 
particles together isn't opaque to 
magnetism. It just passes right 
through...which means that when 
you’ve got your freshly-recorded tape 
stashed away on its reel, all those new¬ 
ly-aligned domains are happily stamp¬ 
ing their own magnetic footprint on the 
layers of tape around them, creating 
pre-and-post echoes that you never in¬ 
tended to record. 

Those are just three problems. There 
are lots of others, but luckily most of 
them aren’t really relevant until you're 
into big-bucks gear. So we’ll move on 
to... 

SOLUTIONS! 
Well, sort of. The nature of the game 

is compromise. 
To deal with the first problem, the non¬ 

linearity of tape response, the engineer¬ 
ing guys came up with something 
called “bias." You’ve seen the word on 
cassette decks; there’s a bias circuit in 
every tape recorder, in one form or 
another, although it’s not always under 
your control. Bias is a whacking great 
high-amplitude, high-frequency signal, 
typically 150,000 to 180,000 cycles per 
second, that gets applied to the tape 
along with the music you're recording. 
That’s way out of the hearing range (of 
human beings, anyway, though you 
might hear it brought down to a mere 
high-pitched squeak if you slowly rock 
a piece of recorded tape back and forth 
over the playback head), and the trick of 
it is that ..well, to remove the technical 
jargon, what bias does is beat the hell 
out of the tape. No kidding. The magnet¬ 
ic domains have a certain resistance to 
change. Audio frequencies at their nor¬ 
mal range of recording volumes either 
have too little or—quite suddenly—too 
much impact on the domains, a little like 
what happens when you push and push 
at a stuck door and suddenly it flies 
open with a bang. The bias current, on 
the other hand, is so high and so hard 
and so fast that the domains are kept in 
a constant state of magnetic agitation 
(way up in that frequency level we can’t 
hear), and their resistance to change is 
considerably lessened, making it possi¬ 
ble to put signal levels onto the tape in a 
way which makes musical sense. 

Solving one problem often creates 
another, or at least leaves you in a posi-

continued on page 94 
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STAGE LIGHTING? 

closest to you: 

Ever wonder why other bands are getting all 
the choice gigs? You’re spending a lot of money 
on amps, mixing consoles and equalizers but 
you’ve probably overlooked an important ele¬ 
ment behind your band’s success—stage 
lighting. 

Take two bands with similar styles and material. 
One has a professional lighting system and the 
other depends on local clubsor noisy, homemade 
lighting for their visual presentation. Who do you 
think gets the work? Good professional stage 
lighting intensifies the impact of your music. You 
can create “scenes” to dramatize each song or 
spotlight individual members of the band during 
a performance. 

ETA—The Lighting People—offers a wide selec¬ 
tion of lighting systems from compact and afford¬ 
able "club packages” to 
full-fledged professional 
concert systems. 

An ETA dealer can help you design a component 
system including lighting control consoles, dim¬ 
mer packs, relay packs, chase systems, lighting 
fixtures, cabling and gels. We’ve even designed a 
foot-controllable unit to let you pre-program and 
control your lights from the stage. 

Our lighting expertise has produced special 
in-line noise filtering circuitry to eliminate the 
common problem of onstage hum in your sound 
system. Portable, rugged and extremely flexible, 
ETA Lighting Systems let you start small and add 
on as your budget grows. And it will, because ETA 
professional stage lighting can make the BIG 
difference. 

Write to ET A for more information on how to get 
into lighting and the name of the ETA dealer 

ETA Lighting 
1710 Enterprise Parkway 
Twinsburg, Ohio 44087 
(216) 425-3388 



Developments 

Staccato bass 

control aids track isolation, and three 
volume controls (the slider, a trim and a 
tape cue) to the Fostex’s two aid tricky 
patches. Another impressive improve-

ho says turnabout isn’t fair 
play? Not Tascam and Fostex, 
that's for sure. A few years ago, 

Tascam literally invented cassette 
multi-track recording with their Porta¬ 
studio and created an industry storm. 
Fostex took a good look at that first pro¬ 
totype, corrected a few bugs, most not¬ 
ably its inability to record all four tracks 
simultaneously, and brought out a com¬ 
petitive unit. Tascam responded by up¬ 
dating the original, now called the 244. 
Then Fostex astounded everyone last 
year by making a book-sized four-track 
cassette recorder for under $500, the X-
15. Now that Tascam has had a little 
time to react, here comes their new ver¬ 
sion of the miniature affordable cassette 
4-track, the Ministudio Porta One, and it 
surmounts a few problems in the X15. 

Most important is the Porta One's 
ability to record all four tracks at once 
(sound familiar?). Another improvement 
is a more conventional 4-track mixing 
console, which puts bass and treble 
controls and volume sliders on all four 
tracks, not just two at a time. A mute 

Garfield Electronics At the beginning 
of 1984 they reduced their ubiquitous 
Dr. Click synchronizer to the $600 Mini 
Doc; now they’re letting the new Nano 
Doc rhythm controller out on the streets 
for $250. Not only does it provide simul¬ 
taneous synchronization of virtually all 
drum machines and sequencers, but it 
also records a clock tone onto tape for 
synchronized multi-tracking. Good¬ 
ness, does that mean there’ll be an Em¬ 
bryo Doc, and what will it be able to do? 
From Garfield Electronics, Box 1941, 
Burbank, CA 91507, (818-840-8939). 

If we told you there would soon be 
product from Jagger and Townshend 
with Bill Wyman playing a supporting 
role, you might get excited, but don't run 
down to your record store yet. The Jag¬ 
ger is brother Chris, the Townshend is 
guitar designer Pat Townshend (no re¬ 
lation) and the product is a high tech in¬ 
terchangeable-neck guitar and bass, 

ment was a pitch control and an LED to 
warn of low battery off-speed recording. 
RECORD/MATRIX switches guard 
against accidental erasures. There’s 
also a light—nice touch. Noise reduc¬ 
tion is a switchable dbx system. The 
deck’s motor is FG servo controlled. 
Yes, the Porta One does cost a 

hundred bucks more, checking in at 
about $600, but you can kind of see 
why. Now, would you be surprised if 
Fostex has something to say in a few 
months? Gèt more input about the Porta 
One from Tascam Professional Prod¬ 
ucts, 7733 Telegraph Rd., Montebello 
CA 90640, (213-726-0303). 

Speaking of taking a good idea and 
making more simplified units for sub¬ 
stantially less money, let's talk about 

the Staccato. Not that the Stones aren't 
involved. Wyman was so impressed 
with Townshend’s prototype, he in¬ 
vested money himself and even got 
Mick to kick in. Staccato guitars and 
basses were field-tested by the likes of 
Ron Wood, David Gilmour and Sting 
and the stars' suggestions were incor¬ 
porated into the final version. 

The Staccato's principal feature is its 
interchangeable one-piece magnesium 
neck (with ebony fretboard and illumi¬ 
nated side dot markers!), which is 
spring-loaded into a fibreglass body. 
The neck receiver is lined with mag¬ 
nesium and Delrin self-lube plastic. The 
pickups are Kent Armstrong humbuck¬ 
ers, the nut and bridge are also mag¬ 
nesium, and the electronics feature a 

Tascam Ministudio Porta One digital readout on a touch-sensitive vol¬ 
ume control. The complete bass and 
guitars go for about $1250, with each 
neck alone going for about $750. Con¬ 
tact Staccato Guitars, 14 Woodland 
Rise, London N.10. 3NG (01-883-6667). 
Got a Simmons SDS 7 and want to 

load in your own drum samples? Sim¬ 
mons debuts its SDS EPB (as in Erasa¬ 
ble Read Only Memory Blower), which 
samples sounds and loads them into 
standard E-Prom chips that can be 
loaded into the ROM port of an SDS 7 or 

Simmons SDS EPB E-Prom blower 

the soon-to-come single-pad SDS 1. 
Simply plug the blank E-Prom (available 
from Simmons dealers) into the “Zif” 
(Zero Insertion Force) socket on the 
front panel, store your sample into the 
EPB’s RAM memory for reviewing and 
checking, adjust the variable sample 
speed control and when it’s exactly 
what you want, blow it into the E-Prom. 
You can also loop the sound for contin-
ous controlled-cycle playback. The 
EPB throws in a computer interface for 
unloading data and manipulation of 
samples and an input external trigger to 
trigger the sound in either the RAM or 
the E-Prom—take it away for $795. Talk 
to the folks at Simmons 

_ In other sampling developments, De-
cillionix, an upwardly mobile software 
company from California, has brought 
out an impressive sampling system for 
Apple computers, the DX-1. It does 
quite an impressive number of tasks: 
samples sounds, saves them on disc, 
plays back the sound over five octaves 
(the plug-in circuit board has a line out¬ 
put and a 2-watt amp), tunes the sam¬ 
ples to scale tones and converts the 
Apple keyboard to a musical keyboard, 
does real-time recording to disc, turns 
the Apple into a rhythm machine with 
twelve preset patterns (you can also 
program your own), and allows you to 
trigger and sync with external instru¬ 
ments and sequencers. You also get 
twenty-two pre-recorded samples and 
eight demo sound-producing selec¬ 
tions which help further manipulate your 
samples and parts. For $349, this stuff 
will keep you and your Apple busy for 
quite a while. If you're a Syntauri or 
Passport owner, the DX-1 will directly in¬ 
terface. Give Decillionix a call at 408-
732-7758 or write to P.O. Box 70985, 
Sunnyvale, CA 94086. 

Personality parade: Was that really 
Brian Eno seen purchasing a Suzuki 
Omnichord at Manny’s last month? Sure 
enough, the wizard of ambience took a 
liking to the new Omnichord System 
Two, which is an electronic version of an 
autoharp, complete with an electronic 
strumplate,” eighty-four chord combi¬ 
nations and walking bass and rhythm 
machine accompaniment patterns, all 
for $250. And G. Leblanc s president, 
Vito Pascucci again won a place on the 
Men’s Fashion Guild of America’s Ten 
Best Dressed Men list. Eat your heart 
out, David Bowie. —Jock Baird 



The Techstar Electronic Percussion System from Tama embodies the design philosophy for the New Age— bold, functional 
and totally new 1 The designers at Tama have incorporated technical innovations and imaginative system designs to rewrite 
the book on electronic percussion. Advanced drum voice generation techniques create an exciting range of professional 
drum sounds, from subtle to awesome 1 The revolutionary Techstar Drum Pad brings back the performance, the “feel" 
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Sheila E. from page 76 
were in the business sometimes gave 
me a hard time," she comments. “I think 
it was a jealousy thing. I’m not going to 
mention any names, but they were really 
famous drummers. When I started get¬ 
ting a lot of attention, it was being taken 
away from them, it kind of hurt their 
egos. I would hear things like, ‘You're 
only getting what you’re getting now be¬ 
cause you’re a girl.' Which might be true 
in a way. There are some guys who do 
play better than I do who don’t get the 
recognition. I think I am lucky being a 
girl who can actually, really play.” 

One of the first musicians to recog¬ 
nize this fact was Billy Cobham, who 
employed Sheila and later produced 
two late-70s albums with Sheila and 
Pete on Fantasy. Happy Together and 
Solo Two are Latin fusion productions at 
their peak when the conga/timbale as¬ 
sault is ushered in— like father, like 
daughter, and watch the sparks fly. 
More importantly, the next step was a 
long affiliation with George Duke, who 
helped ease Sheila into the realm of 
pop, the realm of Marvin Gaye, Jeffrey 
Osborne, Diana Ross and Lionel Richie. 

“The only thing I regret about this 
whole Sheila E. thing is that Lionel 
Richie and his wife and organization 
were really important to me—they were 
like a mother and father away from 
home. When I told him about the album, 
he couldn’t have been any happier, but 
he sort of wished I could have done it 
with him. Actually, Lionel and I have writ¬ 
ten some things together and we're 
going to try to record some things; we 
really enjoy each other’s company.” 
Much of the groundwork for The 

Glamorous Life was unwittingly laid dur¬ 
ing a tour Escovedo did last year with 
Marvin Gaye—the last before his death. 
She remembers Marvin’s magnetism 
clearly: “A lot of times when he was 
singing onstage, we'd just get mes¬ 
merized and even miss cues. I'd get 
goose bumps and think, ‘This man is in¬ 
credible.’" Songwriting became her off-
hour vice; “We did a bus tour and I car¬ 
ried around a little portable four-track 
and some synthesizers. In the back of 
the bus, there was room for me to set up 
and on those long journeys—some¬ 
times twenty-four hours— I was back 
there recording.” 

When opportunity knocked, it was an 
unconditional, Prince-ordained one, in 
which the artist can call as many of the 
shots as she sees fit. “It was scary in a 
sense, because I had never done pro¬ 
duction before, and I didn’t know if my 
ideas would actually work or not, till we 
started doing them. After that, forget it, 
you couldn’t stop me.” Rhythm being an 
essential ingredient, she set down the 
drums first—square one— and the vari¬ 
ous heated percussion last—the crown¬ 
ing touch. “In the studio, I used a Linn-

Drum instead of actually setting up a 
drum set and getting a sound, getting 
that stock L.A. sound. I like the Linn 
machine because on that tour, you 
couldn’t record with a drum set on the 
bus (laughs). On all of the songs that I 
wrote, I was so used to listening to a 
Linn machine that I ended up using it. 
It’s what I felt comfortable with. Actually, 
a lot of the arrangements I just went and 
started playing and putting things on 
top of other things, and when I listened 
to the tune, that was basically what it 
was, without editing or anything. That is 
probably one reason there are only six 
songs on the album. A couple of them 
are pretty long, but it felt so good I didn’t 
want to stop. It was really exciting to 
me." 

The Glamorous Life is simultaneously 
exacting and experimental. The title cut 
and the deceptive ingenuousness of 
“Oliver’s House” are sassy dance-in¬ 
vokers given a manic edge by Larry 
Williams’ splayed sax work on the 
former and, on the latter, David Cole¬ 
man’s truly sardonic (not to mention 
cross-tonal) cello line that crawls up like 
a worm in the tapioca. The foundation of 
spare synth parts kicking along the 
groove are a base for sudden, combus¬ 
tible timbale flailing. And then there is 
the mock Sgt Pepper’s-like grandeur of 
“Next Time Wipe The Lipstick Off Your 
Collar,” replete with Nick DeCaro's blue 
accordion. Needless to say, Sheila E. 
has more on her mind than singing soul 
songs. “You have to shock people so 
they don’t get bored,” says Sheila E. "I 
just picked up weird instruments, in¬ 
stead of using the whole orchestra and 
things like everybody else does. Every¬ 
body else goes right, I go left." 

Adrenalized by the associative clout 
of Prince's commercial reign and the 
chart motion of the album's title cut, E 
came out onstage at the Palace in Los 
Angeles and gave an SRO crowd a 
proud, triumphant performance. Live, 
the Prince parallel is uncanny. Like his 
band, the Revolution, the Sheila E. 
group (made up of “young, I should say 
struggling musicians from the Bay 
Area,” she reports) is poly-racial, poly¬ 
gender and—here’s the crucial distinc¬ 
tion—polyrhythmic. While Price gener¬ 
ally trues his tunes to a solid, licentious 
lockstep, the E band is nothing if not 
rhythmically adroit. Sheila takes com¬ 
mand from behind her centerstage tim¬ 
bales and directs the odd, syncopated 
punches that give her synth funk a Latin 
lean. Another percussionist and a 
stand-up drummer—who triggers a 
Simmons kick drum with one of the 
toms—follow the hair-trigger rhythmic 
cues and her high-stepping, high¬ 
heeled choreography. 

Sexually speaking, Sheila E. is, again 
like her mentor, a livewire anomaly. The 
roles are shifted: a leggy female star 
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Sheila E. from previous page 
with the sexual bravado of James 
Brown and the chops of Pete Escovedo. 
But, unlike the fragile androgyny of the 
Prince/Michael Jackson network, E is a 
taunting seductress with near-burles¬ 
que antics ("Want to play with my tim¬ 
bales?” she teases the crowd, and later 
enacts a seduction of a hapless audi¬ 
ence volunteer). Onstage she's out of 
control, intoxicated by the spotlight 
she’s spent so long outside of. 

The obligatory question at last slips 
out: what, exactly, /s this celebrated 
enigma called Prince truly about, from 
the privileged inside view? Sheila E. 
pauses. “I guess you have to get to 
know him (laughs). He’s a great person, 

a really strong person who knows what 
he wants. He gets a lot done. If he says 
he's going to do something, he does it. 
Because he knows what he wants, I 
think that’s why he's in the position he is 
now. He’ll write songs on the spot, in five 
minutes." 

Sheila E., in her figurative embryo 
stage as that persona, may not know 
exactly what she wants just yet. But the 
intensity of that raw, sensuous wanting 
is the fuel for one of the meanest, most 
musical vehicles to have come out of 
the Prince team. The Glamorous Life, 
judging from her musical signals sent 
out so far, could also encompass the 
adjectives amorous and clamorous; 
there is much more to Sheila E. than 

Gramavision 

“Japan's top guitarist": Kazumi 
Watanabe with Sly Dunbar, Robbie 
Shakespeare, Marcus Miller, Steve 
Jordan and Michael Brecker. 
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release. GR 8401 

Pianist and composer Anthony Davis 
is "re-defining the role of improv¬ 
isation in contemporary music". 
Middle Passage : a new solo piano 

The "bass thunder from the 21st 
century": Jamaaladeen Tacuma with 
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Bruford, Ornette Coleman, David 
Murray and Vernon Reed. GR 8308 
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meets the eye or the libido. 
One of the more unusual angles of her 

rise to fame is the deep musical core 
beneath the manicured, come-hither 
surface. She hasn’t disowned her jazz 
past. "I’d like to do a jazz fusion album a 
couple of years down the line and do a 
tour playing trap drums, because I still 
enjoy Latin jazz—all kinds of music. I 
think I’m going to want to do that later 
on. I know I’m just going to have to do a 
jazz album, just to be able to sit down 
and play—just go nuts." That is the 
Sheila Musician originally set out to 
cover. But Sheila E. is sounding better 
by each spin of the disc. @ 

SHEILA-BOPS 
Sheila Escovedo is a committed Latin 
Percussion user, working out on 14-inch 
and 15-inch Tito Puente timbales, A Go-
Go bells, wood blocks and Petato model 
congas. The congas' indestructible fib¬ 
reglass construction comes in particu¬ 
larly handy at the end of her shows, when 
she kicks them into the crowd in a musical 
demolition derby and is carried offstage. 
Baby, please don't go! 

Low-Tech from page 88 
tion to notice it. The various games in¬ 
volved in designing the proper combi¬ 
nation of tape, track width, tape speed, 
record head gap, record level, bias 
level, bias frequency, and playback 
head (not to mention a few other 
technicalities) all result in a slight treble 
loss in the signal going onto the tape. Or 
at least they would, if they weren't com¬ 
pensated for by an exactly balanced 
"pre-emphasis"—an EQ boost—to the 
treble end of the audio signal. 

You have to be aware of these things 
on the low-tech end because all record¬ 
ers have their own characteristic ways 
of handling bias and emphasis, and all 
tapes have settings for same which are 
considered optimum. As you work with 
differing tapes and gear, you’ll run into 
situations where these differences 
could have a big impact on your sound, 
unless you know how to adjust the 
machines or your approach to them. 

Signal-to-Noise is trickier to deal with. 
The most obvious solution, you would 
think, would be to pack in a real hot sig¬ 
nal and simply leave no room for noise. 
But that's bad. First, it means recording 
things at a continual risk of distortion. 
Second, it screws up the capacity to re¬ 
cord the full range of volumes, from soft 
to loud, that we fought the whole battle 
of bias over. Third, but not last by any 
means, the hotter the signal the more 
severe the print-through problem. 
Oops! So what's to do? 

Well, you do try to make the signal 
peaks in your music as hot as the tape 
will take without distorting. But only the 
peaks, mind you. And you try and limit 
the number of generations involved in 
your recording, because every time you 
bounce a track in or transfer your music 
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to another deck you are upping the 
amount of noise in the S/N ratio. For the 
rest, you have to try out noise reduction 
schemes such as those made by Dolby 
Labs, dbx, and the less-expensive new¬ 
comer, Rocktron. Those may all be too 
steep for a lowtech budget, though, so 
the game is to make certain your equip¬ 
ment’s S/N ratio is as low as as you can 
manage to get it, and that you watch 
your levels and bouncing carefully. (But 
maybe not too carefully...some of the 
wall in the Phil Spector Wall Of Sound 
was just accumulated track noise, and 
those recordings certainly didn't suffer 
for it!) 

Print-through has a simple mechani¬ 
cal fix, if not actual cure. Since it will 
occur more strongly on the outer wrap 
of the tape, simply keep all your tapes 
stored “tails out.” That is, don’t rewind 
the tape at the end of a session: instead, 
fast-forward it until it runs off onto the 
takeup reel. Stored that way, the 
heaviest print-through will be a very 
faint echo following the music, instead 
of preceding it, and the music itself will 
mask the effect. It also helps to keep 
your tapes stored at a steady 60-70 de¬ 
grees, since heat can make print-
through worse. 

HARDWARE 
The ultimate limitations are always in 

hardware. 

Let's face it, you can record four 
tracks more cleanly on a four-track 
machine than you can by using a 
couple of two-tracks and some bounc¬ 
ing. And if you only have one cassette 
deck and a guitar, you can't make like 
you were Quincy Jones, Todd 
Rundgren, and George Martin rolled 
into one. Those are barriers built of num¬ 
bers, manufacturing constraints, and 
the bottom-line of physics. Imagination 
won’t change them. 

Which is good. To pull off a trick, a 
magician has to know the rules aren’t 
going to abruptly shift. 
—Remember that we’re worried more 

about people’s reaction to the music 
than we are to the technical finesse. 
Great music will be weakened, but not 
killed, by poor recording. Poor music, 
on the other hand, is poor no matter how 
you slice it (and there's years of pop 
music to prove it). 
—Remember that the definition of 
“good recording equipment” is highly 
variable. A decent but not fancy four-
track machine, bought today, has better 
specs than any of the four-tracks that 
were dream machines in the late 60’s. 
Your musical mind shouldn't be wasted 
in lusting after the latest bells & whistles. 
Instead, use it to do the best you can 
with what you've got. Tools have a way 
of coming around when you're ready for 
them...so make yourself ready. ® 

Morse from page 74 
Steve cuts short his solo on the Dregs 
classic, “Cruise Control," and ends the 
set after a mere thirty-four minutes. Be¬ 
fore Rod Morgenstein can even get off 
the stage, the house lights are up and 
the P.A. is blasting music—Morse will 
not be allowed to steal the show with 
one of his steamy encores. (“There’s 
some politics involved there.”) 

Back in the dressing room, Steve is 
critiquing the performance with Jerry 
and Rod. He's pleased, but chides 
them for overcompensating for last 
night’s rushing. Other than a satisfac¬ 
tion with overall tightness, he seems ob¬ 
livious to the adoration of the crowd. In 
fact, he's listening to someone else: “I 
have a coach inside me, whipping me, 
regardless of what people say, ” he says 
later. “It’s like an athlete at the Olympics; 
he's won the gold medal, and the crowd 
is roaring, but then he turns around and 
looks at his time and his face drops. 
Sure he’s won a medal, but he and his 
coach know how he really did.” 

What is it with Steve Morse? Why is he 
so driven? Why doesn’t he lighten up? 
“Bad genes, I guess,” he shrugs. “I 
blame my parents for that. I am crazy, 
obsessive, neurotic. I just feel as long as 
you’re alive, you’ve got to live. I try to live 
every dream. That’s the way it is in my 
personal life. It means, 'This is the time. 
Don’t waste it.' Everything about my life 
I try to look at that way, from flying the 
plane to driving a car to mowing hay 
back on the farm. That's why Twiggs 
Lyndon Jr. was important to me. He was 
that kind of guy, and everything we did 
together was that way. When he'd go to 
fix the pedalboard, he’d use some kind 
of overkill, and I'd ask him why. He'd 
say, 'Because in the long run, this will 
work and keep working.’ And that's his 
truck out there with the sleeper, that he 
built for the band. That’s why I went 
through great time and expense to re¬ 
build it and keep it on the road— as a tri¬ 
bute to him, to say, ‘I believe in every¬ 
thing you’ve done, Twiggs. I'm going to 
keep this thing alive.’ That's the kind of 
person I want to be around, the kind of 
person who changes your thinking from 
‘everything’s beautiful the way it is' to 
'how can I improve it?’ There's no time 
to be wasted. This is/t.” 

It is a few minutes before Bobby & the 
Midnights are to go on. Fellow talented 
guitarist Bobby Cochrane, one of the 
nicest people in the business, comes 
up to say hi. While chatting with Steve 
and Jerry, he says, ''I'm sorry we didn’t 
have more time to get together on this 
tour. One of the things I miss is getting 
together with the other guitarists, stay¬ 
ing up late and stealing licks from each 
other.” Peek’s eyes widen slightly, but 
Steve cheerfully if dishonestly agrees. 

Imagine! Steve Morse stealing licks! @ 

We Reduced the 
Price of Admission 

Until now. Hi-Band wireless systems were limited by price to a small number of top acts. Now 
Samson's new Concert Series opens the door for everyone to have the freedom of wireless 

and the security of perfect Hi-Band reception (Hi-Band means five times the transmitter power 
of conventional 49 MHz systems and occupies a less crowded part of the air waves for better 

reception.) 
We've borrowed from the technology of our famous Broadcast Series Hi-Band System to bring 

you clean, natural sound and 300 foot range even under adverse conditions, all at the un-
precendented low price of $475’. This includes the same sleek transmitter used in our Broad¬ 

cast Senes, topped by a superior quality mic element plus the crystal controlled receiver. Also 
available with a Shure SM58 element for $575. Up to 9 compatable channels. 

If you've never experienced the freedom of wireless, or have used a 49 MHz system and are 
ready to step up to Hi-Band. visit your Samson dealer NOW. 

We Took The Worry Out Of Wireless 

SAMSON 
124 Fulton Avenue 
Hempstead, New York 11550 
(516) 489-2203 • Telex: 510 222 1630 

IN CANADA: OMNIMEDIA CORP 
9653 COTE DE LIESSE 
DORVAL. QUEBEC H9P 1A3 
TELEPHONE (514) 636-9971 
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Beef Up Your Amp’s Performance 
Announcing Same-Day Service... for all Amplifiers. .. from MESA-Boogie 

ENGINEERING 
100 watt 4x12 stack from 

Mark ll-C combo from 

60 watt SOB combo from 

$1200 

$750 

$500 

Don't wait for your amp to die on the gig. And don’t put 
up with its wimpy, half-hearted performance any longer. 
Sure you want a new Boogie... but if you can’t afford one 
right now, you should up-grade your present amp with 
our tubes and speakers. It’s simple: MESA-Boogie builds 
amplifiers recognized the world over for top quality and 
performance. So naturally we know better than anyone 
else what tubes and speakers work best. And they can 
make a huge difference in your amp. But to get the best, 
we had to help make them. 

EXAMPLE: We spent over three years perfecting the 6L6 
power tube, and then applied this real-world knowledge 
to models that fit most amplifiers.. because you de¬ 
manded them! 
FACT 1 Triple thickness mica spacers prevent damage 

from high vibration. 
FACT 2 Slotted grid rods ensure precise alignment for 

greater efficiency. 
FACT 3 Enriched cathode chemistry boosts emission 

for greater sensitivity. 
FACT 4 Double getters purge out more impurities for 

longer reliable life. 

MESA STR TUBES are now available for Marshall, Fender, 
Peavy, Music Man, Ampeg. . .and of course Boogie. Each 
MESA STR Power TUbe undergoes a multi-test program 
created just for music professionals. All tubes are precisely 
matched: Weak ones are rejected... not graded 1 through 
10 and matched to others that are equally weak. We give 
you the straight facts, with better quality, better prices, 
and a better warranty: six full months. So go 
ahead.. . beef-up your amp's performance. You can call 
right now! 

Cogestion Black Shadow 
This speaker delivers all the searing power¬ 

sound that is part of Celestion's rock heritage, 
yet it is not limited to a one-style sound. In fact, 
the clear, warm brilliance and all-around versa¬ 
tility of the Celestion-Black Shadow will sur¬ 

prise you. But when you step down hard on your 
amp. you'll hear the trade-mark sound of the 
crunch-monster Celestion at its very best. Con¬ 

servatively rated at 90 watts 

MESA Black Shadow 
This speaker is a sleeper. It delivers more 

amazing sonic quality and high-power perfor¬ 
mance-per dollar-than any other. We've 

blended together the best of speaker features 
into this responsive, broad ranging driver. It can 
sound warm, shimmering, smooth and clear 

or rude, biting and aggressive! A “no swear 
150 watt rating makes this the heavy-weight 
challenger whose beefy sound complements 
any high-power amp. An outstanding perfor¬ 

mance value -that’s available nowhere else. 

And its at a price that’s unbelievable! 

It’s Within 
Your Reach! 

MESA-Boogie 1317 Ross St., Petaluma. CA 94952 (707) 778-6565 

60 watt 2x12 stack from 

400 watt EVM 15 Bass cab from 

Monster EVM Keyboard cab from 

$925 

$350 

$425 

EVM Black Shadow 
The World's Finest Speaker. Period By 

featuring them in the Boogies, we've helped es¬ 
tablish these cast frame monsters as the indus¬ 
try standard- the premier-against which all 
others are now judged The fact is, their fat low 
end and refined highs make any amp sound big¬ 
ger. bolder, warmer, punchier and more satisfy-

EVM-Black Shadow 10" $110 

ing. And for an explosive 4x12. install just two 
along with your Celestions. Check it out: The 
EVM-Black Shadows make the very best quality 
so much more affordable in four full-range 
versions: 200 watt 10". 12* & 15" plus our new 
400 watt 15! 

Black Shadow Special: Dis¬ 
count $5 per speaker on orders 

’S of 4 or morel May mix types! 

EVM-Shadow 400 w. 15* $155 

MESA-Boogie 1J17-B Ross St., Petaluma, CA 94952 

Name _ 

Address 

City_ 

Phone _ 

Orders via credit card, bank check or m.o. 

Shipped Same Day! 
Monday thru Friday 

We Pay Shipping! 
Throughout Lower 48 States 

• ABSOLUTE HIGHEST QUALITY 
• SATISFACTION GUARANTEED 
• FULL 5-DAY RETURN PRIVILEGE 

@ 24 HOUR 
ORDER LINE 
(707) 778-TUBE 

Use your VISA or MASTERCARD 
(orders also shipped COD or prepaid but personal 
checks cause 2 week delay, COD orders add 10% 
to tubes, 15 per speaker; California Residents add 6%) 

NEW! Full Color Catalog sent with every 
order. . .or send S2 for first class postage. 

The Black Shadow Line of Speakers 
Your identity on stage depends on your 

sound (so does ours!). And the best im¬ 
provement you can make is to upgrade 
your amp with one of these great sound¬ 
ing speakers from the Black Shadow Line. 
MESA-Boogie gets right in there with the 
world’s major speaker builders, helping 
them improve their products for the mod¬ 
ern musician. And because of our efforts, 
we’re able to offer you unrivaled pricing 
on these top quality Black Shadow 
Speakers! 

STR 7025/12AX7A 

STR 12AT7 

6V6 GTA STR 417 
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RECORD REVIEWS 

Ï learning 
to love the Alien: 
Bowie haunts a 

calculated, kaleido¬ 
scopic seance. 

DAVID BOWIE 
Tonight 

(EMI America) 

First of all, Let’s Dance was no mirage or dazzling deception—it truly was 
the exhilarating R&B-based romp 
everyone took it for. The album was 
Bowie at his absolute best—the wise, 
playful, agitated appreciator. When he 
chooses to work with popular rock 
idioms, I've always preferred efforts like 
Let's Dance or Pin Ups, to a freakish 
Brechtian fashion show like 1974's Dia¬ 
mond Dogs. 

Naturally all the elements in Bowie’s 
records are reference fragments and in¬ 
spired borrowings, and even his stran¬ 
gled saxophone of a voice is too mercu¬ 
rial in tone and texture to be called dis¬ 
tinctive. He treats American popular 
music as if it were one of those vast 
Southern California supermarkets so re¬ 
nowned for their gleaming displays of 
muchness, the singer haunting the 
store’s intercom system to announce 
specials and markdowns in the various 

departments. For all his leaps in inven¬ 
tion, David Bowie remains a rootless 
phantom, part puckish commentator, 
part insatiable incubus, always good for 
a tingle, a knowing tip, and a shadowy 
thrill. 

On first listen, Tonight sounded cal¬ 
culated, derivative and soulless (what 
ridiculous criticisms to level at the 
Bogeyman of Rock!), but after recalling 
who was in charge here, I slowly came 
to admire and then delight in this latest 
kaleidoscopic seance The mood is 
nicely set with the opening track, “Lov¬ 
ing The Alien,” a frosty occult ballad, 
delivered with Bowie’s best au-
dioanimatronic Sinatra pose. From 
there, the record erupts in all directions. 
“Neighborhood Threat,” one of several 
songs co-written (dating back to 1976) 
with Iggy Pop, is an absolutely sensa¬ 
tional dance track, snarling and incan-
tatory, Omar Hakim's torrential drum¬ 

ming miked to sound like ominous 
funhouse clangor. “Tumble And Twirl” is 
a nutty reverie in which Vegas-tinged 
Beach Boys harmonies collide with 
salsa time signatures; the whole rollick¬ 
ing melange works beautifully. 

“Don’t Look Down" is a reggae-pop 
elegy to an unquiet graveyard that com¬ 
bines direct steals from Bob Marley (in¬ 
cluding a credible imitation of Bob's 
timeless yodel) by way of the Police and 
Steel Pulse. Ditto for “Tonight," which 
has the added screwball feature of 
guest vocals by Tina Turner that sound 
exactly like Bowie’s! Weirder still is a 
winningly bizarre cover of Brian Wilson 
and Terry Asher’s plaintive gem, “God 
Only Knows.” Here, it comes off like a 
dirge served up by Doc Severinsen for 
a Jerry Lewis telethon. 

“Blue Jean” and "Dancing With The 
Big Boys” are two more nicely hellish 
R&B rug-cutters (the former copping its 
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cool vocal ironies and stop-start 
rhythms from the Cars) that rank with the 
best of the bunch on Let’s Dance. The 
album's stroke of brilliance, however, is 
a marvelous, martial remake of Leiber & 
Stoller's “I Keep Forgetting," propelled 
by more of Hakim’s rib-rumbling drum¬ 
ming, tart horn charts by the “Borneo 
Horns" and Beatlesque hotwire guitar 
from Carlos Alomar. Part of the enorm¬ 
ous power of Tonight lies in Bowie's de¬ 
cision to allow his band to be spot¬ 
lighted throughout, and veteran side¬ 
kick Alomar, for one, has never played 
better or more alluringly. Indeed, once 
this sweeping, apparitional sound¬ 
scape of an album gets under your skin, 
it's gonna rule your darkest and 
deepest fits of ballroom delirium for 
years to come Timothy White 

WYNTON MARSALIS 
Hot House Flowers 

(Columbia) 

On Hot House Flowers, Wynton 
Marsalis and his backing quartet 

swing forcefully with a chamber group, 
composed of string section and 
selected winds: flute, tuba, bassoon, 
French horn, and oboe/English horn. 
Though jazz 'n’ strings productions 
have often proved disappointing, Mar¬ 
salis' is a delicate labor of love, and 
each of his factions are integrated into 
the larger whole. The result is a delight¬ 
fully balanced session, rich in both 
creeping orchestral crescendos and 
contemplative moments of improvisa¬ 
tion. For its stylistic innovations alone, 
Flowers is a breakthrough record. 

We have already come to expect that 
sort of thing from Marsalis, a budding 
performer who, in spite of potentially 
crippling critical tags of “genius" and 
massive hoopla, has developed into a 
firebrand with nearly infallible com¬ 
mand of his instrument. This is to say noth¬ 
ing of his range: the release of Flowers 
was paired with the issue of his second 
classical disc, a baroque outing featur¬ 
ing soprano Edita Gruberova in a 
chamber orchestra setting, and, in that 
regard, the LP further chronicles his 
musical maturation. Marsalis has often 
cited Clifford Brown as an influence—“I 

learned every solo on Clifford Brown 
With Strings like my name," he said in a 
recent interview—and it's no fluke that 
the wizardry of last year’s Think Of One 
is here overshadowed by a searching, 
Brown-like lyricism. Note “Stardust," 
which finds Marsalis jousting with the 
verse before launching a restrained but 
no less playful rendition of the familiar 
chorus; in the manner of a sportsman, 
he paws each phrase with gentle stir as 
he releases it from captivity. This is no 
hot-headed young lion—Wynton Mar¬ 
salis can play. 

Those who figured it all along may be 
more surprised by the rest of his quar¬ 
tet’s remarkably keen performance. The 
team of pianist Kenny Kirkland, bassist 
Ron Carter and drummer Jeffery Watts 
provides a multi-layered rhythmic back¬ 
ing that reinforces but never overpow¬ 
ers the strings, while supplying joyful 
nudges for the soloists. Kirkland takes 
top honors for tact: he obviously studied 
Robert Freedman's understated charts 
beforehand, and his effortless accom¬ 
paniment binds every ensemble color. 
He masters the sleepy swing of “For All 
We Know” with well-placed, texturally 
perfect padding, then dons gloves for 
an aggressive round of implied double¬ 
time for the blowing section. 

Marsalis and his ensemble tackled 
some admirable challenges with this 
session, most notably John Lewis' suite¬ 
like “Django" and the demanding 
rubato “Lazy Afternoon.” A spry version 
of “When You Wish Upon A Star" is mar¬ 
red by Branford Marsalis' incoherent 
tenor saxophone solo, and flautist Kent 
Jordan is an unnecessary addition to 
the stop-and-start play of the title track. 
Still, Hot House Flowers finds Marsalis 
carrying the classic jazz torch in a 
superlative manner; one hopes this 
lushly interactive date will inspire a 
wave of similarly spirited endeavors. -
Tom Moon 

TOM VERLAINE 
Cover 

(Warner Bros.) 

With-so much mindless rubbish per¬ 
petrated in pop, it's always tempt¬ 

ing to exalt anyone who’s thought out 

and mastered a role. Never mind 
whether the character is a plausible 
one; a strong persona is the sign of 
superior art, right? 

A dangerous assumption, as witness 
Tom Verlaine's fourth solo LP. Like its 
predecessors, the finely-crafted Cover 
casts him as a dizzy, guitar-wielding, 
romantic poet. Verlaine’s expert perfor¬ 
mance is impressive but ultimately un¬ 
satisfying; his trembling confessions of 
passion are so ethereal they frequently 
border on the abstract. The chorus of 
"Swim,” a chanted “I could swim in your 
love," has a Jonathan Richman-like cal¬ 
lowness. That and other genteel senti¬ 
ments (“Five Miles Of You”) play off the 
earthier “Miss Emily” (Dickinson?) 
wherein the protagonist offers to work 
around the house as a handyman—an 
old-fashioned carnal come-on! 

When Verlaine fronted Television, the 
rest of the band supplied the flesh to his 
spirit, making for a magical mix. On his 
own, nothing prevents dreamy Tom 
from heading for the ozone. His visceral 
playing, once as sizzling as Neil 
Young’s, is now mere filler. The mildly 
funky “Rotation," for example, cries out 
for a flamethrower solo. Instead, Ver¬ 
laine takes the minimal route with a few 
stray licks that amount to zilch. 

"I'm unravelled to the core," Verlaine 
shivers at one point, implying that Cover 
is about the loss of defenses. Maybe so, 
but he never quite materializes. He is 
Out There, somewhere, artfully con¬ 
templating his navel. Call home when 
you get a chance, Tom Jon Young 

THE RAMONES 
Too Tough To Die 

(Sire) 

You can dress 'em up in Phil Spec¬ tor grandeur, snappy 10cc pop and 
sassy Joan Jett metal—God, how pro¬ 
ducers have tried. And after ten years, 
you still can't take the Ramones any¬ 
where on the charts. Too Tough To Die 
may not change that. But now that 
they've got that wishful A&R thinking out 
of their system, the Ramones are back 
rolling around in the heavy fuzz guitar 
grime and rolling subway thunder of 
their original CBGB attitude. 
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Marking the welcome return of origi¬ 
nal drummer Tommy Erdelyi as produc¬ 
er, Too Tough To Die gives you a lot of 
apocalypse for your money. In just fifty-
five seconds, the instrumental snatch 
"Durango 95” whips up the same Mad 
Max - meets - Ventures frenzy of Ra¬ 
mones and Leave Home, Dee Dee and 
new drummer Richie Beau's railroad 
beat plowing through the cinderblock 
chunks of Johnny’s guitar. With a shred¬ 
ded marine-sergeant bawl that sounds 
like he eats rock salt for breakfast, Dee 
Dee leads two violent hardcore assaults 
on “Endless Vacation" and “Wart Hog," 
Richie zipping the band through those 
hairpin turns with a biker’s flair and a 
truckdriver's authority. Joey exploits the 
lone wolf fears of "Danger Zone” with a 
gritty snarl (“They say you’re an awk¬ 
ward kid/ You’ve flipped your //d") and in 
“Mama’s Boy," a Cramps-like caveman 
stomp, works up a primal bark serrated 
with the same manic energy as 
Johnny’s voodoo distortion. 

But if noble failures like End Of The 
Century and Subterranean Jungle 
taught the Ramones anything, it was 
that heavy slam should lift you up as 
often as it pins you to the wall. The bratty 
top forty swingers “Chasin’ The Night" 
and “Howling At The Moon” (the latter 
co-produced by Dave Stewart of 
Eurythmies), succeed on both counts, 
the band's outlaw roar tarted up with 
strategic la-la choruses and delightfully 
mangy synth runs. And when they go 
out with “No Go," it’s with a little Stray 
Cats spring in their step, not so much a 
concession to current happy pop as it is 
a wily subversion of it. 
That the Ramones never gave up is 

reason enough for you never to give up 
on them. Like the rest of their atomic 
ouevre, Too Tough To Die is probably 
too raw to chart, too punk to pop. But it 
is still too genuine to ignore. Do so at 
your peril. - David Fricke 

PAT METHENY GROUP 

I V I A 1 H 

PAT METHENY 
First Circle 

(ECM) 

It had to happen; Pat Metheny, that guitar wunderkind associated with his 
own school of vital, often sweet jazz 

composition, has become formulaic. 
Certainly his level of output—eleven al¬ 
bums in eight years, five with the 
“group,” three in similar configura¬ 
tions—makes some repetition inevita¬ 
ble, though Metheny's music had 
largely escaped that fate, by virtue of 
soaring melody and smart orchestra¬ 
tion. But on First Circle, the guitarist falls 
prey to his once-sharp instincts, creat¬ 
ing for the first time a body of work that 
looks backward. 
The unerringly romantic themes of 

vintage Metheny—the kind you could 
sing if you had the range to make the 
frequent octave jumps—are gone on 
this date, replaced by quick-fix, seem¬ 
ingly incomplete melodies. The First 
Circle lines are still lyrical, but they 
travel too close to the paths of his earlier 
work. If compositions like “The Epic" 
(from American Garage) were suite-like 
exercises in crafty construction, Circle's 
corresponding entries are boxed in by 
obsessive attention to song form and 
unnecessary repetition. Check the title 
track or “End Of The Game” to witness 
Metheny attempting to recapture the 
flow of his best longer works with only 
compositional fragments and mis¬ 
guided interludes. This segmentation 
allows less room for the group's trade¬ 
mark slow-burn development sections: 
the ever-intensifying dynamic contrast 
of Metheny’s classic “Phase Dance" be¬ 
comes the abruptly condensed, too-
rapid climax of “The First Circle.” 
Indeed, there are enough direct 

quotes from Metheny’s past to make a 
musical anagram. The plodding “End 
Of The Game" is a rewrite of Offramp's 
“Are You Going With Me?" (the same 
guitar synthesizer sounds, but minus 
the nifty unprepared modulations); 
“Yolanda, You Learn” echoes the bright 
rock of “American Garage,” and the title 
track makes use of a recorder-esque 
synth sound first heard on “The 
Search.” “If I Could" is Pat’s acoustic 
guitar mood-piece entry, and its wind¬ 
ing melodic terrain is interchangeable 
with such previous offerings as “Farm¬ 
er’s Trust.” 

Know that there are some good mo¬ 
ments on First Circle. “Tell It All” is a fine 
blowing vehicle as Metheny’s guitar 
(sans tricks) slides fitfully over the slip¬ 
pery bossa nova, and Mays offers 
breathing room with a round of 
thoroughly developed ideas. A rallying 
ensemble phrase punctuates the solos, 
which reveal bebop influence as well as 
passing harmonic reference to the jam 
session favorite “Blue Bossa.” 

Metheny has always drawn on Brazil¬ 
ian forms (he’s reportedly working on a 
collaborative project with Milton Nas¬ 
cimento), so it's not surprising that the 
Brazilian tint of “Tell It All” turns up in 
other places—notably "Mas Alla 

(Beyond)," sung in Portuguese by new 
percussionist Pedro Aznar. The vocal 
role in the Metheny group has been ex¬ 
panded to mixed advantage on this rec¬ 
ord, but Aznar, who follows the thread¬ 
like melody in lone-voice solitude, 
emerges at once victorious and vulner¬ 
able. The remainder of First Circle, how¬ 
ever, only offers Metheny stepping side¬ 
ways and pleasing by pattern; his previ¬ 
ous work has led us to expect more. -
Tom Moon 

JOANJETT 
& THE BLACKHEARTS 

Glorious Results OfA  Misspent Youth 
(Blackheart/MCA) 

It’s loud. It’s obnoxious. My mother becomes visibly ill whenever she 
hears it. The hair on my cat's back 
shoots up in horror whenever I play it. I 
love it. Glorious Results Of A Misspent 
Youth ain’t no classic, but Joan Jett & 
the Blackhearts’ fourth and best album 
is just what its title promises: years of 
bad taste, bad habits and bad attitude 
brought together to build a roaring 
machine so overpowering and ecstatic 
as to make much of the rest of today’s 
raunch sound insipid. 
What distinguishes Glorious Results 

from every other heavy metal band (and 
anything else this band ever recorded) 
is the Blackhearts’ sense of tradition 
and, even more, their newfound profi¬ 
ciency. Bassist Gary Ryan and drum¬ 
mer Lee Crystal provide a steady, surg¬ 
ing bottom over which Jett and lead 
guitarist Ricky Byrd can wail to their 
heart's content. For most hard rockers, 
rock history only goes back to Led Zep¬ 
pelin II, but the Blackhearts, both in their 
series of uproarious covers (the best 
being this album’s reverent trashing of 
Gary U.S. Bonds’ “New Orleans") and 
their attitude, betray a deeply felt love 
for and commitment to rock ’n' roll's 
past. And beneath that tough exterior, 
Jett can be surprisingly tender. “Hold 
Me" is far prettier a plea for love than 
one would suspect of her, and “I Got No 
Answers" an articulate acceptance of 
the world’s inconsistencies. 

But let’s not go overboard with the 
serious stuff: this is a party record. The 
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Blackhearts have integrated brass into 
their sound in such an effectively low-
key manner that they’ve trained the 
saxes to sound like guitars. "Long Time” 
is a speedpunk farewell to a philander¬ 
ing lover that almost makes heartbreak 
feel good, the remake of the Runaways' 
“Cherry Bomb” is both an attack on and 
a celebration of Jett's public image, and 
“Someday,” the least subtle kiss-off 
ever written, features a hilarious rap by 
Jett while she and Byrd churn chainsaw 
noises from their guitars. 

Like Chrissie Hynde, Jett leads a 
band that plays in a traditionally male-
identified rock genre and the results 
are, well, glorious. What will the Scorp¬ 
ions say when they learn that the best 
heavy metal band around is fronted by 
a woman? - Jimmy Guterman 

JOHN WILLIAMS 
The Guitar h The Sorg 

SAVE BY BUILDING 
OUR RACK MOUNT 

STUDIO 
EQUIPMENT 

QUADRAFUZZ — four separate fre¬ 
quency bands of distortion are mixed 
for the smoothest fuzz you’ve ever 
heard, no. 6720.$ 39.88 

HYPERFLANGE/CHORUS - the 
cleanest, widest range, most versatile 
flanger anywhere at any price. 
no. 6750.$149.95 

VOCODER — unmatched perfor¬ 
mance in a versatile, low cost rack 
package, no. 6710.$99.95 

HOT SPRINGS — user’s agree, short 
of studio plate systems, you won’t 
find a better reverb at any price. 
no. 6740. $59.95 

ADD $3 SHIPPING 
FOR EACH KIT ORDERED 

Innovative, cost effective designs by 
Craig Anderton in easy to assemble 
kits from: 

RiA Electronics, Inc. 
Direct mailorders and inquiries to: Dept. 11m 
1020 W Wilshire . Oklahoma City. OK 73116 (405)843 9626 

_ Ask for your free catalog. 
CHARGE TO VISA OR MC TOLL- FREE 
1-800 654-8657 9amio5Pm cst mon fri 

JOHN WILLIAMS 
The Guitar Is The Song 

(CBS) 

John Williams is Indisputably one of the world's great virtuosos of the 
classical guitar. So why is he making 
music like this, in which his incredibly 
pure tone and almost inhumanly pre¬ 
cise technique are just another voice in 
a band that, ignoring the classical reper¬ 
toire, explores folk melodies from 
around the world? One answer might be 
found in an interview in which Williams 
defined classical music as “acoustic, 
live music," and posited it as an antidote 
to "this absurd consumer valuation of 
culture." In this context, The Guitar Is 
The Song can be seen as one man’s 
blueprint for the music of a new world. 

Williams’ is a friendly, gregarious vi¬ 
sion, in which melody passes from 
guitar to tin whistle to clarinet to cello, 
while third world cousins of the guitar 
like the charanga and cuatro strum 
along, and hand percussion of sundry 
origins bumps and thumps an energetic 
groove. Constantly changing textures 
maintain interest in the simple repetition 
of some very simple melodies, the prod¬ 
uct of carefully thought-out arrange¬ 
ments (they really should be called or¬ 
chestrations) by Brian Gascoigne. It is 
these arrangements, and the not-so-
small matter of performance style, that 

really sets Song apart from the acoustic 
strummings of ordinary folks, though it’s 
at first strange to hear tunes like “Scar¬ 
borough Fair" and the Irish jig "St. Pat¬ 
rick’s Day" played with this much preci¬ 
sion. And while the hybrid of classical 
discipline with folk's abandoned energy 
works most of the time, folk’s vocal in¬ 
flections are missed—especially in the 
livelier dance tunes, which tend to be a 
little too polite. 

What this record presents superbly, 
though, besides folkloric melodies 
many of us who aren’t familiar with Ven¬ 
ezuela, Ethiopia or Naples will not have 
heard, is the power of simplicity. I'd 
thought that such melodies and har¬ 
monies were played out by years of safe 
and soupy pop music. But Williams and 
Gascoigne’s version of folk music, by 
bringing the classical musician’s dis¬ 
cipline of discovering and interpreting 
the composer's original intention to 
bear on total chestnuts like "Shenan¬ 
doah" or “So We’ll Go No More A-Rov-
ing," proves that such music is really 
timeless, and can, in the process, help 
us get back in touch with our very 
human roots. - Chris Doering 

The J. Geils Band 

THE J. GEILS BAND 
You’re Gettin’ Even While I’m Gettin’ Odd 

(EMI America) 

Peter Wolf got the first hit and all the sympathy. But this daredevil 
comeback record shows that, even 
without Wolf’s spirited yap, the J. Gells 
Band still has what it takes to punch 
your lights out. Breaking the guilty si¬ 
lence that followed their sudden divorce 
from Wolf, they have the element of sur¬ 
prise on their side and, led by keysman 
Seth Justman (who assumes all the writ¬ 
ing and most of the vocal duties) they 
use it to fullest advantage. 
A lot of what goes on here—the 

brooding electronics of “Tell 'Em 
Jonesy," Justman's frenzied John 
Cage-meets-Jerry Lee Lewis piano 
string plucking on the title track— 
sounds like it belongs on three or four 
different albums, including the band’s 
’82 platinum breakthrough Freeze 
Frame. “Eenie, Meenie, Minie, Moe” is 
more typical Gells fare, as if the old nur-
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sery rhyme were being ground under 
Mitch Ryder's Detroit Wheels—except 
that its houseparty strut is blasted 
through galactic phasing and punctu¬ 
ated by sassy StaxA/olt horn breaks and 
gospel yahoos until it finally fades out 
with a "Penny Lane" trumpet flourish 
played on one of Justman's 101 Synths. 

This isn’t just clutter, though; it's good 
strategy. You don’t wonder what Wolf's 
bark might have meant to a dizzy beer 
blast like "Concealed Weapon”; the 
fierce gargle of J. Geils' underwater 
guitar and sonic boom of Stephen Jo 
Bladd's drums—no, that's notthe police 
banging down your front door—are al¬ 
ready halfway upside your head. Any 
reservations you have about hot dog/ 
jellyroll bedroom innuendoes pepper¬ 
ing lyrics don't stand a chance against 
the dub speed-rock whirl of, ahem, 
“Californicating,” or the heavy metal 
python glide of J. Geils' fuzz guitar and 
serrated growl of Magic Dick’s harp in 
the slow, mean blues “The Bite From In¬ 
side." And as singers, what Justman 
and Bladd (featured on three songs) 
may lack in Wolf’s finger-poppin’ sass is 
zapped with witty production dazzle. 

None of this makes you feel any better 
about the split. But it is apparent from 
the gritty urban bounce of Wolf’s album 
and techno-Spector ambitions on 
You’re Gettin' Even that the Geils band 
was on a collision course anyway. This 
way at least they can share the wealth. -
David Fricke 

PUBLIC IMAGE LTD 
This Is What You Want... This 

Is What You Get 
(Elektra) 

What do you want from a Public 
Image Ltd. album? By now PiL 

führer John Lydon has succeeded in 
scaring off all but the most tolerant, or 
masochistic, of fans who remember 
when he was Johnny Rotten. At first PiL 
compensated for the too-populist Sex 
Pistols with deliberately aggravating 
noise. Recently, though, the “band"— 
reduced to singer Lydon, drummer 
Martin Atkins and occasional hired 
hands— has veered into discoid dance 
rhythms and banal harmonies. 

Lydon’s distinctive vocals supply the 
horseradish; his nasal wail, if played 
loud enough, should . attract some 
strange fauna to your neighborhood. 
The often minimal accompaniment al¬ 
lows no escape from his sometimes in¬ 
decipherable braying, which exerts the 
fascination—and charm—of a cobra’s 
stare. 

As usual, Lydon's lyrics are blackly 
humorous at best, merely petulant at 
worst. “Tie Me To The Length Of That” 
consists of a baby's (or adult’s?) mut¬ 
tered reminiscences of childbirth— 
“Why'd you let him hit me...l knew you 
didn't love me"—set to a stompy beat 
and sinister bass-keyboard line. That's 
a humorous song. “Where Are You” is 
more typical and less hilarious, with 
Lydon keening ("You're never here 
when you’re needed") Beckett-like over 
scraping violin and an ostinato bass. 

If you find Lydon's querulousness 
worth the trouble, PiL repays attention 
with semi-outrageous vocal acrobatics 
and off-the-wall lyrics. Unlike earlier edi¬ 
tions of the group (and Lydon alone is 
plastered over the album jacket), this 
PiL is technically competent and not too 
inspired. Then again, Lydon would 
probably sack musicians who tried to 
assert themselves. "Concept” is the key 
factor here; This Is What You Want's 
most listenable track is “The Order Of 
Death” (the overseas title of Lydon's 
screen acting debut), on which a tape 
loop endlessly repeats the album’s title 
phrases against a stately keyboard in¬ 
strumental with guitar ornamentation. 
You could dance to it. - Scott Isler 

CECIL TAYLOR 
AND MAX ROACH 

Historic Concerts 
(Soul Note) 

I had just burrowed my way back into the Big Apple after years in Big Ten 
isolation. Craving aesthetic catharsis 
(or even a gentle nudge to revivify the 
soul), I stumbled across this announce¬ 
ment: Cecil Taylor and Max Roach in 
Concert at McMillin Theatre, Columbia 
University. Who says God doesn’t listen 
to our prayers? I stayed for both perfor¬ 
mances and the evening remains one of 

/I World Class Artist 

PATRICK MORAZ, a member of THE 
MOODY BLUES and formerly of YES 
has produced his finest solo LP yet. 

Combining his reknown keyboard 
prowess with some of the best 
vocalists and musicians in London 
and LA, TIME CODE is a powerful 
and dynamic album that will 
captivate you. 

TIME CODE—great new music 
from Patrick Morar, featuring "No 
Sleep Tonight" "ElasticFreedom," 
and "Overload" 

PATRICK MORAZ 
TIME CODE 
PB 6039 

A World Class Album 

On Passport Records 
and Cassettes 
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DONT BE 
AFRAID 

to subscribe to Rock Si Roll Con¬ 
fidential, just because it prints the 
truth about payola, MTV and home 
taping. That hasn't stopped thou¬ 
sands of people, from rock stars to 
fans to radio programmers, from 
reading and contributing to this 
outrageous but accurate eight page 
monthly newsletter. Edited by Bom 
to Run author Dave Marsh, RRC is 
much more than a scandal sheet-it 
has showered knowing affection on 
hundreds of records, videos and 
music-related films and books. It's 
a vital source of information and, 
love it or hate it, you can't do with¬ 
out it. Send $15 ($22 foreign) for 
one year to RRC, Dept. MU, Box 
1073, Maywood NJ 07607. 

"This is what we want. More of this 
kind of stuff..." 
Joe Strummer 

"The first tipsheet in the history of 
show business to deliver the hot¬ 
test news in ethics" -
Robert Christgau, Village Voice 

the most potent musical experiences of 
my life. Now Soul Note has finally re¬ 
leased these 1979 performances under 
the appropriate banner, Historic Con¬ 
certs. 

Opening with Roach's ringing gong 
and Taylor’s seminal rhythmic arpeg¬ 
gios—which intoned the thematic tenor 
of the performance—the dialogue be¬ 
tween Cecil's percussive piano and 
Max's melodic drums was simply 
breathtaking. Roach immediately de¬ 
ciphered Taylor's densely complex for¬ 
mal structures and so completely as¬ 
similated Taylor’s rhythmic-melodies 
that in the second performance he con¬ 
structed a marvelous solo based on 
material Taylor had only seconds before 
introduced. Using the bass drum to de¬ 
fine pulse, Roach wove polyrhythmic 
webs with his snare, tom toms and high 
hat, relegating the larger cymbals to the 
role of punctuation. Meanwhile, Taylor’s 
piano roared, danced and incanted, as 
his hands battled and flurried like two 
spring bluejays. 

As potent as the first set was, the sec¬ 
ond is the glory of this two-record pack¬ 
age; here Roach and Taylor work intui¬ 
tively, their dynamic range widens, and 
their moods are more variegated. Less 
eager to simply stake out their territory, 
they are able to furrow larger tracts for 

delicate delineation. Roach paints sub¬ 
tle textures with various percussion in¬ 
struments and at times Taylor even 
waxes romantic; yet the way they 
examine ideas from every angle is al¬ 
most cubistic. Africa, the Delta, 52nd 
Street, Unit Structures; it's all here. I'm 
still dancing around my living room in 
stocking feet because this music is so 
great. - Cliff Tinder 

The Fixx from page 84 
lyrics would be hers. 
Onstage, former actor Cy throws him¬ 

self into the role of the saintly, solitary 
main character of the Fixx's liturgical 
drama. “He’s locked in a vacuum, this 
character—even we're third party to this 
chap now. He’s constantly examining 
himself, like when you’re on your own in 
front of the bathroom mirror. Now the 
chap's realized that doubt and insec¬ 
urity are the only things he’ll ever have. 
They're his tools, his wizard's pouch." 

Isn’t there an awful lot of subliminal re¬ 
ligious activity going on here? Reverend 
Cy leading the lost, shuttered souls to 
the beach, making a zero sign with his 
thumb and forefinger and literally “slap¬ 
ping zero" with the front rows? “It’s very 
easy to go out and make people believe 
if they’re lacking in something. Provid¬ 
ing frightened human beings with some 
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$8.00 

STTS St rat T 
White, Black. Red 

$8.00 STMT Strat Muscle T $8.00 
Black, Pink, White, Turquoise 

RGMT Rogers Muscle T $8.00 
White, Pink, Black, Turquoise 

FDGS Fender Golf Shirt $20.00 
Navy Blue, White, Tan 

FDBC Fender Baseball Cap $6.00 
White Front, Black Back 

FDWB Fender Wrist Bands/pair $4.00 
White with Red 

FDSS Fender Sweat Shirt $18.00 
Red, White, Black 

STSS Strat Sweat Shirt 
Red, Black, White 

$18.00 

FDBJ Fender Baseball Jersey $10.00 
Blue Sleeves, White Body 

FDMS Fender Muscle Sweat $18.00 
White. Black, Pink, Turquoise 

STMS Strat Muscle Sweat $18.00 
Turquoise, Black, White, Pink 

RDMT Rhodes Muscle T 
Turquoise, White. Black. Pink 

FDSB Fender Sports Bag $15.00 
Blue. Red (8 x 16 ) 

FREE wristbands with order of two or more items. All apparel, except 
the tour jacket which has a nylon shell and a nylon/acetate lining, is 
made from a premium cotton/polyester jersey that won't shrink out of 
sight. All apparel, except the baseball cap and wristbands (one size 
fits all) is available in small, medium, large, and extra-large. 

Check or money order only. Make payable to: 

PO. Box 1308, Dept. 15 , Burbank, CA 91507. 

Allow 4-6 weeks for delivery. Prices, specifications and availability subject to 
change without notice. 
LogoPromotion is the exclusive distributor of Fender apparel. 
Fender, Strat. Rhodes and Rogers are trademarks of Fender Musical Instruments. 

Stock Code Description Color Size (circle) Qty X Unit Price = Total 

S, M, L, XL 

S, M, L, XL 

S, M, L, XL 
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Sub-Total 

Name- Calif. Residents add 6.5% Sales Tax 
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We have the necessary top 
quality hardware: 

Corners, handles, catches, 
aluminum, extrusions, cables, 
connectors, vinyl and speakers. 

Write for free 60 page 
brochure and price-list. 

Please send 2 $ for postage. 

FCC-Fittings 
Hawthorne, NJ 07506 

Postbox 356 c 
Phone: 201 423 4405 

false answer is easy. What we’re saying 
is, 'Don't look to us for answers. Judge 
yourself a lot harder than you're doing at 
the moment, and don’t use religion as 
your saviour.'” 
A little college psychology is a 

dangerous thing, but there /s this busi¬ 
ness of Cy being educated by the 
Jesuits? “One thing about the Jesuits,” 
Cumin offers, “they may have an image 
of being very conservative, but inside 
they open up, they show you the trick: if 
you’re going to get up on a platform, 
make sure you break down. Don't put 
up a facade. They’re the people who 
draw the potential out of you, if you have 
it, to get up on a box; they want you to.” 
So despite that whole escape from 

society's conventions, isn't Cy doing 
exactly what the Jesuits trained him to 
do? "I sometimes wonder," he smiles. 
"All those Jesuits...they're pounding on 
my brain now worse than ever! I admit 
it! ! There's no way I can escape it.” 

Well, by now I'm getting a little con¬ 
fused too. I've read so much negative 
press on the Fixx that talks about this 
guy Cumin that I’m wondering whether I 
have the only press copy of Phantoms 
with music on it. And after long study, 
I’m still not sure if the Fixx’s albums are 
getting better or worse—they'll have to 
make one that isn't excellent before an 
accurate measurement can be made. 
For now,it’s time to shut up and dance. B 

Sweat Shirt now. Display the name 
of your favorite magazine on pre-

■ mium quality cotton/polyester shirts. 
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I
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Allow 4-6 weeks for delivery 
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COMPUTERIZE YOUR STUDIO 
WITH SMPTE TIME CODE FOR UNDER $1,000! 

Whether four track cassette or forty track reel to reel, the 
SMPL System™ can computerize your studio for greater 
ease, productivity, and SMPLicity. 

SMPL interfaces with your recorder’s remote control jack 
and provides: 
• Automatic punch in, punch out and search to cue accurate 
to 1/30th of a second. Never miss a punch again! 
* Autolocation. Finds solo, cue, verses — up to 8 program¬ 
mable points to a song. 
■ SMPTE Time code generator/reader. By recording SMPTE 
code on one tape track, small studio operators may then 
slave their machines to a prolevel multi track at any studio 
with SMPTE machine-to-machine sync, or sync audio tracks 
to video. 
• Remote transport control. 
* Musical instrument synchronizer with programmable 
tempo, sync most drum machines/sequencers to the SMPTE 
track; even save tape tracks by syncing instruments to 
SMPTE during mix down and recording them directly into the 
two track master! 

SMPL displays system data on any B & W or color TV or 
monitor (not included) so you always know exactly what's 
happening with the system. 

Almost any recorder can be SMPLified — no tach out or 
speed control required. 

SMPL is unprecedented. Nothing else provides all these 
features at this remarkably low price. More information? 
Send for our brochure. Can’t wait? call (405) 842-0680 for the 
name of the dealer nearest you. 

No representation mat SMPL is a product of Commodore Business Machines Inc oran aftibated or relatad company is 
■mandad, nor is mera any repreaemstidn mat there i» any source of origin of Commodore Computers other man 
Commodore Business Macnmes me or its affiliated or related companies 

nniinnHniniiininnnninninii synchronous technologies 
P.O. Box 14467 • 1020 West Wilshire Boulevard • Oklahoma City, Oklahoma 73113 • (405)842-0680 
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MUSICIAN 
The New Holiday Tradition 

THE PERFECT 
WAY TO COMPLETE 
YOUR HOLIDAY 
SHOPPING. 

This year, give a subscription to 
MUSICIAN when ordinary just won't 

do. All Music...Informative...Ap¬ 
preciated! Let that someone 

"special” know you’re thinking of 
them—just fill out the attached card 
and mail it back to us or call this toll 
free number, 1-800-526-5368 (in 

New Jersey 201 -342-6707), but don’t 
delay because the party is about to begin. 
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Aztec Camera - Knife (Sire). Roddy 
Frame still carries himself like the sensi¬ 
tive prodigy he doubtless is, but where 
the first time around he emphasized his 
hookish. good nature, this second 
album demonstrates both his depth and 
ambition. At times, the latter threatens to 
get the best of him—listen to him force a 
cadence out of “On every whisper that 
welcomes the inconceivable/ And th^ 
birth of the true"— but never does, 
which is a good sign. Far more en¬ 
couraging, though, is the resonance 
and staying power of these sor jS, each 
of which seems to get better with every 
listening. Did I say “prodigy”? Maybe I 
meant “genius." 
Let’s Active - Cypress (1RS). Amazing 
growth from this trio. Mitch Easter’s 
songs are as catchy as ever, but more 
idiosyncratic as his influences become 
subsumed by the band’s identity. Better 
still, he's also learned to write melodies 
that make the most of his limited voice, 
leaning on the fragmented guitar lines 
and episodic arrangements for mutual 
reinforcement. As a result, Cypress 
goes steadily from strength to strength, 
mixing sprawling melodic lines with 
dense, Beatlesque harmony to intox¬ 
icating effect. 
Fela Anikulapo Kuti - Black President 
(Capitol). Because it’s three years old 
already, many hardcore Fela fans will 
have already bought this on import 
(along with the even feistier Original 
Sufferhead). But that's no reason for the 
rest of you to slack off, especially if 
you've never heard where Talking 
Heads stole most of their Africanisms 
from, or have ever wondered what kind 
of band could bring Paul McCartney to 
tears. And with the advantage of a mid¬ 
line price, you've got even less excuse. 

Dave Edmunds - Riff Raff (Columbia). 
Although the new ELO—the Edmunds/ 
Lynne Organization—isn’t as annoying 
as the old one, it hardly counts as an im¬ 
provement. Granted, Edmunds sings 
more expressively than Lynne or any of 
his cohorts ever could, and that tends to 
give these songs some semblance of 
life. His voice to the contrary, though, 
Dave Edmunds has always been a stiff 
performer in the studio, and when he’s 
been constrained by Lynne’s produc¬ 
tion ideas, it sounds like rigor mortis is 
already setting in. 
The Replacements - Let It Be (Twin 
Tone). These guys, by contrast, are 
about as loose as you can get without 
falling over. But underneath their care¬ 
fully cultivated lack of discipline beats 
the heart of a truly great rock ’n’ roll 
band, and that's what you hear here. “I 
Will Dare” is a true stunner, with an ami¬ 
able shuffle pushing an irresistible 
melody that makes it sound like a 
genuine hit. Nor is the rest of the album, 
from the touching “Androgynous” to the 
wacky “Gary’s Got A Boner, ” anything to 
sniff at. The indie album of the year? 
(445 Oliver Avenue South,. Minneapolis) 
Barry Gibb -/Vow Voyager (MCA). 
Okay, so the guy still has a tendency to 
sound like a squirrel when he gets 
funky—we can't all be Daryl Hall, 
y’know. But Gibb has an unerring earfor 
production values, which, thanks to a 
canny sense for dance rhythms, makes 
Now Voyager an impressive pop pack¬ 
age. Now if only he had some great 
songs to stick in that package.... 
Original Motion Picture Soundtrack -
The Wild Life (MCA). The usual grab 
bag approach, featuring some names 
you'll know—Bananarama, Andy Sum¬ 
mers, Edward Van Halen—and a lot 
more you won't. But there are three ex¬ 
cellent reasons for checking this out: 
Edward Van Halen’s “Donut City,” a slin-
kily understated instrumental that does 
just what you don't expect it to; Sum¬ 
mers’ “Human Shout,” which is as good-
natured as his typical Police tunes; and 
“No Trespassing," in which Louise Gof¬ 
fin and Charlotte Caffey go-go for 
broke. 
The Fixx - Phantoms (MCA). They got 
angst in their pants and expect us to 
dance? 
Jocelyn Brown - Somebody E/se's 
Guy (Vinyl Dreams). Thanks to Brown’s 
vocal fireworks, which pack the punch 
of Jennifer Holliday but without the ex-

TAKES 

cess, the title song from the album was 
the best reason to listen to R&B radio 
over the summer. Although nothing here 
quite equals that ('Tm Caught Up" 
comes closest), the other songs don’t 
make it seem like a fluke, either. And in¬ 
cluding Frederick Linton's rap reply rec¬ 
ord in the package was a masterstroke. 
Diana Ross - Swept Away (RCA). 
Ross keeps showing more vocal power 
with each self-produced album, and 
then goes on to squander it on over¬ 
blown emotionalism, like that cluttering 
“Forever Young” or the Julio Iglesias 
duet, “All Of You.” If she wants to be 
Barbra Streisand that badly, I suppose 
it's her own business, but somebody 
needs to remind her that Streisand 
could never cut a version of “Rescue 
Me” as sharp as the one here. 
Donna Summer - Cats Without Claws 
(Geffen). As was the case with She 
Works Hard For The Money, Michael 
Omartian's production brings out the 
best in Summer’s voice, but because 
the songs here are forgettable at best, 
it’s all for naught. 
Stephanie Mills -I've Got The Cure 
(Casablanca). George Duke takes the 
production credit, but it's David “Hawk” 
Wolinski who carries the album. 
Wolinski’s “The Medicine Song" is not 
only the best single Mills has ever re¬ 
corded, it’s also Wolinski’s best effort 
since the heyday of Rufus. And though 
Duke does exploit the same combina¬ 
tion of tough synthesizers and throaty 
singing, he never quite generates the 
same electricity. 
Steve Morse Band - The Introduction 
(Elektra/Musician). There’s no denying 
Morse’s chops, nor those of his equally 
fleet-fingered bassist, Jerry Peek. But 
though Morse seems closer to under¬ 
standing the purpose of melody, his 
prolix pieces all-too-frequently leave 
the listener with little to do but sit in 
open-mouthed amazement, thinking, 
“Golly, he plays fast." And, frankly, a lot 
of us want more than that from our 
music. 
Grandmaster Melle Mel & the Furious 
Five - Grandmaster Melle Mel & the 
Furious Five (Sugarhill). People, it’s 
bad, and I don't mean good. While 
"Hustlers Convention” makes some 
good, if obvious points, and “The Truth” 
plays a good game of catch-up with 
Run-D.M.C., the fact that Melle Mel 
thinks he can, much less should, sing 
cannot be taken as a good sign. 
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Super Hoop 

TH-95 
Tom Holder 

Don't get left behind, look at PEARL first. 
All the other drum companies do! 

IB-7UDX 
Brass Shell 
Snare Drum 

Pearl’s All New GLX "Super Pro” Series. AWune-Öp of Innovative, 
Attractive and Functional Features.Believe It! wri 

Lacquer Finished 
All Maple Shell 

i 

A gleaming, brass finished 
6’ ? deep brass shell snare 
drum. Brass shells produce 
the unique blend of bright 
tone color and powerful 
sound projection. B-714DX is 
the standard snare drum for 
the GLX series kits and fea¬ 
tures Pearl s exclusive Super 
Gripper lugs. 

Hoops, as proven by the use 
of die-cast hoops on snare 
drums, are as important to 
the sound as the shells. 
Pearl s 2.3mm thick super 
hoops are standard equip¬ 
ment on all toms and snare 
drums the GLX series out¬ 
fits to provide greater sound 
projection, more positive even 
tuning, and no bend no crack 
durability. 

The outstanding feature of Pearl s selected all^_*. 
maple shell is the power, projection and warmth 
built into each shell. Pearl s all maple shells, in 
addition to their high quality materials, are pro¬ 
cessed through advanced high compression molding 
and carefully lacquered to a smooth mirror finish 
lBlack,Wine Red, Walnut and Naturall. Pearl s GLX 
series is equipped with a full line-up of innovative 
features, from its clear, powerful sound to the beau¬ 
tiful "piano finishes." 

Pearl s revolutionary lug, with its 
innovative springless design, eliminates 
noise and all other problems of con¬ 
ventional style lugs. To change heads, just 
loosen each tension rod a few turns. 
No need to remove tension rods or 
washers. The lugs can then be snapped 
open for easy hoop/head removei. 

Pearl s exclusive independent tom sus¬ 
pension system is redesigned to give 
you total angle adjustments for your 
mounted toms. Two stop-locks remember 
the precise height and tom tom angle 
set up after set up. 



Charles Mingus - Music Written For 
Monterey, 1965. Not Heard. . . Per¬ 
formed In Its Entirety, At UCLA (East 
Coasting). A reissue with a history as 
curious and protracted as its title. In 
1965, Mingus journeyed to the Mon¬ 
terey Jazz Festival with what was essen¬ 
tially a brass band (three trumpets, 
tuba, French horn, Charles McPher¬ 
son's alto, Danny Richmond’s drums, 
and the leader’s bass and piano), 
armed with new scores which he felt 
exploited the full potential of that un¬ 
usual instrumentation and which he in¬ 
tended to record for release on his own 
mail order label—well over an hour’s 
music in all. Allotted only ten minutes at 
Monterey, the smarting Mingus instead 
recorded his UCLA concert a week 
later, issuing the results on a double 
album that never went beyond its initial 
pressing of a few hundred copies. The 
masters were destroyed when Mingus 
failed to reclaim them from the pressing 
plant, thus Music Written For Monterey 
became one of the rarest and most 
competitively sought after of jazz col¬ 
lectors’ items. Through the efforts of 
rare record dealer Fred Cohen, miracle 
worker engineer Jack Towers, and Min¬ 
gus' widow, Susan Graham, a limited 
facsimile edition of the UCLA concert is 
now available (with a 45 RPM record of 
the brief Monterey performance and re¬ 
productions of Mingus' colorful Down 
Beat and Village Voice ads for his rec¬ 
ord company as bonuses). The music 
proves to be everything one might have 
hoped for. Mingus’ sidemen were obvi¬ 
ously not yet fully conversant with the 
ambitious, intricate scores he wrote for 
their California sojourn. There are 
numerous false starts and breakdowns, 

SHORT TAKES 

and at one point the irate Mingus 
banishes half the band to the wings to 
rehearse while the core group of Min¬ 
gus, Richmond, McPherson, and Lon¬ 
nie Hillyer fly through a collage-like 
medley of bebop standards. Yet far 
from diminishing the appeal of this 
music, these snafus only enhance its vi¬ 
tality, for they demonstrate that jazz 
composition can be as chancy in nature 
as jazz improvisation, a point Mingus 
seemed suicidally intent on proving 
throughout his career. And once the 
pieces fall into place, these perfor¬ 
mances are magnificent, striking that 
tension between crudity and discretion 
that was Mingus' signature in the turbu¬ 
lent sixties. Music Written For Monterey 
is a compelling document for any 
number of reasons—it shines some 
light on the late Hobart Dotson, a tan-
talizingly obscure trumpeter whose 
soulful commiseration with Mingus’ 
arco bass on "Meditations For Inner 
Peace” and whose clarion lead on "The 
Arts of Art Tatum and Frederick Webs¬ 
ter” nominate him as the most unjustly 
neglected figure in modern jazz since 
Herbie Nichols; it witnesses the pre¬ 
mieres of “Don't Be Afraid, The Clown’s 
Afraid, Too” and “Once There Was A 
Holding Company Called Old America" 
(a.k.a. “The Shoes Of The Fisherman’s 
Wife”), both later rerecorded on the 
celebrated Let My Children Hear Music, 
it contains the only legitimate recorded 
performances of "They Violate The 
Land Of The Sacred Sioux" (two takes, 
one from Monterey) and the burst of 
righteous indignation called “Don’t Let It 
Happen Here," as well as a surprisingly 
affectionate “Muskrat Ramble.” But 
this music is emotionally gripping as 
well as historically enlightening, and 
that's the best reason of all for getting it 
while the getting is once again good 
($25, plus $3.50 postage and handling, 
from East Coasting Records, P.O. Box 
866, Ansonia Station, NY, NY 10023). 

Elsewhere on the reissue scene.... If 
their first batch of releases is any 
indication, look for great things 
from DRG's new affiliate Swing. Leasing 
its material from a variety of European 
labels, this NY-based independent is 
doing the missionary work the majors 
ought to be doing, in terms of retrieving 
timeless music from the 20s and 30s 
from the oblivion of the vaults. Included 

in Swing’s first release are three single 
albums: Satchmo Style (Armstrong and 
big band on one side, the little known 
Jack Purvis—one of the earliest of the 
Armstrong followers, and one of the 
best—on the flip), The Chocolate Dan¬ 
dies 1928-33 (big bands and small 
groups under the defacto leadership of 
Benny Carter and/or Don Redman), and 
Harlem Comes To London (a delightful 
potpourri of singers, tap dancers, and 
big bands) and three doubles: Fats 
Waller In London (with the wistful "Lon¬ 
don Suite”), Fletcher Henderson & The 
Dixie Stompers 1925-1928 (not as de¬ 
finitive as the long out-of-print CBS four-
record box A Study In Frustration, but 
an agreeable substitute—beware the 
inaccurate personnel listings, though), 
and Ridin' In Rhythm (another anthol¬ 
ogy, with Ellington, Henderson, and 
glorious Coleman Hawkins in every 
conceivable setting). 
Because the ferment of the jazz 

avant-garde coincided with the 
emergence of Europe as a recording 
center, some of the pivotal records of 
the ’60s are as difficult to track down as 
those from the more distant 20s and 
30s. PolyGram has just issued Japan¬ 
ese pressings of six mid-60s Dutch Fon¬ 
tana albums never before available in 
the U.S., all of which fill in gaps (and 
they have the advantage of being better 
recorded than the ESP Disks of the 
same period, no small consideration 
given the instrumental egalitarianism 
essential to free music): Rufus by Ar¬ 
chie Shepp and John Tchicai; Conse¬ 
quences by the New York Contempo¬ 
rary 5 (with Shepp, Tchicai, and Don 
Cherry); Juba Lee by Marion Brown; 
Jazz Realities with Carla Bley, Steve 
Lacy and Michael Mantier; Communi¬ 
cations (a préfiguration of the Jazz 
Composer’s Orchestra with Shepp, 
Lacy, and Milford Graves among the 
featured soloists) and Mohawk by the 
New York Art Quartet (Tchicai, Graves, 
Roswell Rudd and Reggie Work¬ 
man) .... From earlier in the decade 
comes Sun Ra’s We Are In The Future 
(Savoy), a reissue of The Futuristic 
Worlds Of Sun Ra, recorded just after 
the Arkestra’s emigration to New York, 
as they stood on the cusp of their most 
influential period. 

Finally, a tip of the cap to Fantasy for 
daring to include in their Original Jazz 

continued on page 114 
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Four ways to find 
the best acoustic for your money. 

FINGERBOARD A crafted fii 

NECK The Etema neck is thin tor optimum 
playability yet features an adjustable truss tod for 
resistance to warping and tuning stability. 

You’re looking for an acoustic guitar that plays easy 
and sounds good, but you don’t want to mortgage your future 
to buy it. The kind of instrument that makes you want to play 
it-anytime, anywhere without cumbersome add-ons or problems. 

Etema guitars are designed on the principle of “form follows function’.’ 
We concentrated on the essential elements of the instrument to give you a big hill sound, 
a light and responsive feel up and down the fingerboard and accurate intonation 
at every fret. Everything you need in an acoustic guitar to make it the ideal choice for 
composing, practicing or performing. 

Made of carefully selected and dried woods which are hand inspected and finished for 
quality, Etema flat top and classic guitars combine brilliant highs, a punchy midrange and 
a smooth bass response. The kind of sounds that can expand your creative vocabulary-
especially if you already own and play an electric. Etema guitars make the acoustic a real 
playing option for the eighties-a rugged and versatile voice that’ll become a permanent 
part of your instrument collection. 

BODY Selected spruce top and mahogany sic 
& back are combined in a dreadnought design 
with acoustically designed bracing for a clean, 
articulate sound with extra projection. 

FINISH The Etema is finished with a special 
“tine-coating” to protect and enhance the 
physical and tonal beauty of the instrument. 

The Eternas “fine-coating" finish emphasizes the beauty of truly functional design. But 
we know you don’t buy guitars just to hang them on your wall. That’s why we built Etema 
with everything that makes your acoustic sound and play better. Play an Etema and hear 
if you agree with us. Etema Guitars from Yamaha Musical Pnxlucts, Division of Yamaha 
International Corporation, 3050 Breton Rd. SE, P.O. Box 7271, Grand Rapids, MI 49510. 

ETERNA ©YAMAHA 



Classified 

ANNOUNCEMENTS 

PAN IS 10,000 CONTACTS, RECORD Promo¬ 
tion, Industry-wide referrals, the National Club and 
College Circuits, free Career Counselling, bi¬ 
weekly tip sheets of new opportunities, an open 
door to Labels, Products and Publishers, yadayada 
yada (whew...). If you need it, PAN has it. For mem¬ 
bership info and a sample tip sheet, send $1 to: 
PERFORMING ARTISTS NETWORK OF NORTH 
AMERICA. PO BOX 162-M. Skippack, PA 19474 
(215) 489-4640 

BOOKS/PUBLICATIONS 
ROCK MUSIC BOOKS at DISCOUNT 
PRICES. PRIEST Defenders of the Faith $9.95. 
ORIGINAL BLACKMOORE $7.95. BARK AT THE 
MOON $9 95. VAN HALEN 1984 $10.95. OZZY OS¬ 
BOURNE Songbook $8.95. ZEPPELIN Complete 
Guitar $9.95. SABBATH Shattering Sounds $7.95. 
CUSTOMISING YOUR ELECTRIC GUITAR $7.95. 
Electronic Projects For Musicians $14.95. RUSH 
Complete $19.95. IRON MAIDEN SONGBOOK 
$12.95. FIX YOUR AXE $7.95. Guitar Techniques Of 
RUSH $6.95. MOTLEY CRUE Songbook $9.95. 
FREE CATALOG: DISCOUNT MUSIC WARE¬ 
HOUSE, POBox212M, Lindenhurst, NY 11757. 

EMPLOYMENT 
FIND BANDS TO JOIN. Find musicians and 
gigs. Write: MUSICIANS NATIONAL HOTLINE, Box 
7733, Murray. UT84107. Phone (801) 268-2000. 

INSTRUCTIONS 

SOFTWARE FOR IBM COMPUTER: IN¬ 
TERACTIVE ARPEGGIOS (scales and chords) for 
the GUITAR. System requirements: DOS 2.0 and 
128 K RAM. Allows custom tunings and produces 
synonym lists. $25. Satisfaction guaranteed. South¬ 
paws too! RIVER ROOST SOFTWARE. PO Box 
8507, Asheville. NC 28814. 

GUITAR INSTRUCTION BOOK. The Right 
Touch—the art of hammering with the right hand 
(Van Halen technique) $8.95. Scale Power (modes) 
$5.95. Teach Yourself Lead $6.95. Teach Yourself 
Rock Bass $6.95 Bass Guitar Complete $9.95. 
Guitar Tricks $5.00. More Guitar Tricks $6.00. 
POWER CHORDING $5.95. SCALES AND MODES 
IN THE BEGINNING $9.95. THE HEAVY GUITAR 
BIBLE $10. STEP-BY-STEP ROCK GUITAR $7.95. 
CHORD CHEMISTRY $8.95. Free catalog: DIS¬ 
COUNT MUSIC WAREHOUSE, PO Box 212M, Lin¬ 
denhurst, NY 11757. 

PIANO TUNING 
Learn Piano tuning and repair with 
easy to follow home study course. 
Wide open field with good earnings. 
Makes excellent "extra" job. Write 
American School of Piano Tuning 

17050 Telfer Or Dept A • Morgan Hill, CA 95037 

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. 

PLAY ANY SONG OR SOLO by ear instantly! 
Guaranteed! IMPROVISE LIKE THE MASTERS. Ex¬ 
citing new method makes it easy. Free information! 
Write today. BATES MUSIC-MD, 2717 Aldrich 
South, Minneapolis, MN 55408. 

INSTRUMENTS 
FANTASTIC DISCOUNT ON STRINGS, 
reeds, etc.. .for free catalog write: RITCHIE’S 
MUSIC, 50 West Main Street, Rockaway, NJ 07866. 

FREE CATALOG — UNBELIEVABLE DIS¬ 
COUNTS on all accessories and instruments. Write: 
STIX-N-FRETS. PO Box 49, Smithtown, NY 11787 

DRUMMERS! Drum Recovering Kits are avail¬ 
able. Over 30 choices for Pearls, Sparkles, Flames 
and Woodgrains. Send $1.00 for full info and sam¬ 
ples (refundable on first purchase). PRECISION 
DRUM COMPANY, Dept. A, 151 California Road, 
Yorktown Heights, NY 10598. 

DRUMMERS! GREAT PRICES ON STICKS, 
heads, etc. Send or call for free catalog: N J PER 
CUSSION CENTER. 50 West Main Street, Rocka¬ 
way. NJ 07866. (201)625-8134. 

EFFECTS—STRINGS: All major brands. Low¬ 
est prices anywhere. Send $1.00 for catalog worth 
$3.00 off first purchase. NSM DISCOUNT MUSIC, 
107 Munroe Street, Lynn. MA 01901. 

GUITARS — Pedal steels, Dobro, National. Vin¬ 
tage, new. Martin, Taylor, Guild, Ovation: Gibson 
mandolins, banjos: Kentucky. Goldstar. Stelling, 
Wildwood. Mastertone: D'Angelico, amps, multi¬ 
trackers, books, accessories. FREE 72-PAGE 
BROCHURE. MANDOLIN BROS , 629 Forest, Sta¬ 
ten Island. NY 10310. (718) 981-3226. 

STRINGS, PICKS, PICKUPS at Discount 
Prices! We carry only high quality name brand mer¬ 
chandise. FREE price list. MAIL AMERICA, PO Box 
8939, Baltimore. MD 21222. 

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. 

ARE YOU WILLING TO SAVE MONEY ON 
guitars, tuners, mies, strings, drum heads, etc ? 
Call or write the mail order professionals today! KAY 
PAUL MUSIC, 9666 Red Arrow, Bridgman, Ml 
49106, (616)465-3629. 

FOR SALE: 2 Altec 1218A P.A. cabs. Hardshell 
cases, excellent cond. $400. Ampeg V-4 lead amp 
w/2 cabs (4-12’s ea.) Like new! $400 or B.O. Call 
(617) 744-3597. 

MUSICIANS 
1985 MUSIC BUSINESS DIRECTORY—Com¬ 
plete current listing of over 1,000 Record Com¬ 
panies. Music Publishers, Producers, Managers 
and Booking Agents. Send $9.95 check or money 
order to: TOP TEN MUSIC, 130 West 72 Street, New 
York City. NY 10023. 
SAXOPHONIST/FLAUTIST/VOCALIST. Mem¬ 
ber of Doobie Brothers 1979-82. All styles. COR¬ 
NELIUS BUMPUS, 1240 N. Irving Ave., Glendale, 
CA 91201. (818) 243-5079. 

ROADIES— Sound Techs, L.D.'s, Stage Techs; 
new service lists available techs, sent to all major 
management and production companies. Details 
send $1.00 plus S.A S.E. to: "GIGS," PO Box 70, Bir¬ 
mingham, Ml 48012. 

Move It 

Lead Master 
LEAD GUITAR SLIDE RULE 

EASY TO USE! 
ANY STYLE OF MUSIC! 

CONTAINS SIX DIFFERENT 

MOVEABLE GRAPHS! 

SHOWS FINGERING POSITIONS! MODES! 
NOTE NAMES! CHORDS! TRANSPOSES! 

A LIFETIME TOOL FOR GUITAR! 

Send «5.98 to LEAD MASTER 

P.O. Box 129-C Graton, CA 95444 

OPPORTUNITIES 

HOW TO GET A RECORD DEAL. CPA spends 
2 years researching current methods of successful 
record industry clients including producers, A&R 
people and label executives. Satisfaction guaran¬ 
teed. For FREE information, send self-addressed 

stamped envelope to: MUSIC BUSINESS PUBLI¬ 
CATIONS 1B, 10900 NE 8th, Suite 169, Box 97008, 
Bellevue, WA 98009. 

PHOTOS/POSTERS 
COLOR CONCERT PHOTOS! Huge selection, 
hundreds of rock, country, southern bands. Send 
$2 for beautiful illustrated photo catalog. Mention 
your favorite. SMILE PHOTOS LTD., Box 15293-M, 
Chesapeake, VA 23320-0293. 

RECORDS/TAPES 
BOWIE FANS! NEW WAVE FANS! RED 
HOT MUSIC! All your favorites. Adam Ant to Zappa 
and everything in between! Send $1 for exclusive 
catalog. MUSIC UNLIMITED, PO Box 25388-MB, 
Washington. DC 20007 

FREE sample issue ... 
of GOLDMINE, the world’s largest record 
collector’s publication! Thousands of records for sale 
in each issue. All types of music from all eras. Plus 
articles on recording stars of the past and present. 
Rock, rhythm & blues, reggae, folk. New jazz section 
and expanded country western coverage. Published 
every two weeks. Sample free. 13 issues ( '/2 year) $22. 
GOLDMINE .Circulation Dept. AI3, 700 E. State 
St., Iola, WI 54990._ 

MISCELLANEOUS 

Listen... 

Before You Buy! 
•Time Delay • Compressor/Limlters 
• Reverberation «Expanders 
•Crossovers • Spectrum Analyzers 
• Noise Reduction • Parametric EQ 
Don’t have regrets about paying too much for a 

lesser product. Tn demos and comparisons, we’ll 
show you why we’re Better! Our Factory Direct 
sales allow us to produce a Superior product and 
offer it to you at a Lower price. Call or write for a 
free full length Demo Album and 24 page brochure. 
Write to: LT Sound, Dept. M-3, PO Box 338 

Stone Mountain, GA 30086 
In Georgia Call (404)4931258 

TOLL FREE: 1 800 241 3005 — Ext. 14 

REMOVES VOCALS FROM RECORDS! 
Now You can sing with the world’s best bands! 

The Thompson Vocal Eliminator can remove 
most or virtually all of a lead vocal from a standard 
stereo record and leave the background! 

Write or call for a free brochure and demo record. 
LT Sound, Dept. Md, P.O. Box 338, 

Stone Mountain, GA 30086 (404) 493-1258 

_ SERVICES_ 
PUBLICITY PHOTOS COPIED. 500 B&W 
glossy 8x10s for $69.95. Free price list & paper 
samples. MUSICIAN'S PHOTO SERVICE, 706 N 
76th, Seattle. WA 98103. 

More Classifieds on page 114 
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Factory Direct prices on Carvin Products as shown 

The Professional’s Choice 

Gam 

fl M 

F 
G 
H 

A 
B 
C 
D 
E 

J 
K 
L 
M 
N 
O 

R540-E Concert 90° Radial Horn w Pro Electro-Voice Driver — $279 
1330-E Horn-loaded Bass Bottom w EVM-15L Electro-Voice Spk — $299 
980-E Pro Radial Horn/Bass System w all Electro-Voice Spks — $439 
750-M Pro 12” Stage Monitor w high powered MagnaLab spks — $179 
MX1644 Modular Recording board w 16ch x 4 sub groupings. L&R assign. 
4 buss sends. 4 band EQ, four 9 band Graphics, Reverb — $1995 
SX1202 Stereo 12 ch w Graphics - $999 (w 300W RMS $1199) 
DCA800 800W (bridged) Stereo Amp - $549. DCA300 300W - $419 
EQ2029 29 Band 1/3 Octave Equalizer w Hi & Lo Pass Filters — $299 
XC1000 Stereo Electronic Crossover for Bi & Tri Amping — $299 
DC200 Solid body guitar — $499. With Kahler tremolo — $649 
XVI12E Tube X-Amp with EVM-12L — $659. X-60 w Celestion — $419 
B215M MagnaLab 15” Bass Reflex — $259. B215E w EVM-15L’s — $379 
PB150 Bass Head w Compressor, Parametric, & Crossover — $399 
V412M Guitar speaker system with 4 G12M-70 Celestion spks — $399 
X100B British 100W X-Amp head - $529. X60B X-Amp head - $479 

run tin. M^’1 

'roduct Information 
TOLL FREE 
800-854-2235 

Calif. 
800-542-6070 

Write: CARVIN, DeptMP-59, 1155 Industrial Ave., 
Escondido, CA 92025 

Join professionals like Alabama, Jefferson Starship, Roy 
Clark, Heart, Missing Persons, Pat Benatar, and Rush who de¬ 
pend on Carvin to get the sound and reliability they need! 

With CARVIN you’re buying the finest quality at the lowest 
prices! This is all made possible because of our factory direct 
marketing. Try it on the job for 10 days and if not convinced 
that it’s better than gear 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 CARVIN 84 pg catalog today or include $2 for First 
Class mail, $5 Foreign. 



BACK ISSUES 
No 37 Reggae, The Rolling Stones, Rickie Lee Jones 
No. 39 Can, Keyboardists, Earth, Wind & Fire 
No 40 Ringo. Drummers, Devo, Rossington-Collins 
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 48 Steve Winwood Steve Miller, Brian Eno 
No. 49 Neil Young Foreigner. Go-Go’s 
No 50 Billy Joel. Pink Floyd. Corporate Rock 
No. 53. Tom Petty, Don Cherry, Ric Ocasek 
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. 61 Jackson Browne Eurythmies, Keith Jarrett 
No 62 The Stones Robert Plant, Big Country 
No 64 Stevie Wonder, Reggae 1984, Ornette Coleman 
No 65 Pretenders Paul Simon, ABC 
No. 66 Laurie Anderson Charlie Haden. Style Council 
No 67 Thomas Dolby Chet Baker, Alarm, Marcus Miller 
No 68 Van Halen. The Cars. Joe Jackson 
No 69 Michael Jackson R E M , Charlie Watts 
No 70 Peter Wolf King Crimson, Bass/Drum Special 
No. 71 Heavy Metal. Dream Syndicate. George Duke 
No. 72 Prince. Rod Stewart, Lou Reed, Glenn Frey 
No 73 Springsteen. Miles Davis. PiL, Producer Special 

I have marked the issues I'd like to have. Please 
send me_magazines at $3.00 each )$4.50 
per copy mailed outside the U.S.). 
I have enclosed_U.S. funds only. 

Name 

Street 

City_ 
State Zip 

MUSICIAN, P.O. Box701, Gloucester, MA01930 

Please send me 

O Summer 84 video for S39 95 ( S49 95 after 12 1 ' 84 ) 

□ Winter 84 video for $49 95 

□Both videos for $79 95 

Add $2 50 shipping/handling per order PA res add tax 

Enclosed is a check for > 

or charge to VISA Mastercard 

My card number _ 

Expiration date Signature (required for credit 

card orders_ 

Namr_ 

Add re s s 

C11 y SI a I e Z i p 

HOT MUSIC HARDWARE 

NAMM-ONVIDEO! 

(plus $2.50 shipping/handling) to: 

$3933*^'^ 

MIDI, computers, digital sampling, synchronization, synthe¬ 
sizers, new stringed instruments...although closed to the public, 
you can go behind the scenes at the largest music-industry 
trade show in the U.S. with the Summer ‘84 NAMM-0n-
Video Hosted by Craig Anderton, this 1 hour VHS video 
includes demos of the latest gear, interviews, and commen-
tarvon what changes in the industry mean for musicians. Send 

Notch Productions 
P0 Box 580 
Langhorne. PA j 

19047/ 

Special offer: Order the Summer ‘84 video demos of 
the Oberheim Xpander. Gittler guitar Peavey programma¬ 
ble effects system. Buchla 400. Akai Micro Studio. Sim¬ 
mons drums. E-Bow computer music software SMPTE 
and MIDI sync boxes, and more1) and the Winter ’84 
video (Emulator II. Kurzweil 250. Chapman Stick . DX7 
software Sequential MIDI sequencer. Tom Coster with the 
Moog Liberation, and even more1) for a package price of 
S79.95 (plus $2 50 shipping/handling) 

Produced by David Karr for Notch Productions 

dB’s from page 24 
lead guitarist and Holsapple a convinc¬ 
ing vocalist. His songs cover a wide ter¬ 
rain: country (“White Train"), light¬ 
hearted funk (“Spy In The House Of 
Love"), witty pop (“She Got Soul"). 
“Lonely Is (As Lonely Does)” and “On 
The Battlefront” are two hauntingly 
beautiful numbers that invite numerous 
cover versions. The dB’s' honest music 
is honed in the fires of fifteen years’ ex¬ 
perience. America's on the march 
again! B 

Jazz Shorts from page 110 
Classics series artists who never as¬ 
cended to the ranks (or sales potential) 
of the Mileses, Parkers, and Monks, but 
played their parts in the evolution of 
modern jazz all the same. Recom¬ 
mended from the latest batch of OJCs 
(and unavailable in any other format); 
Kenny Dorham Quintet, Paul Desmond 
Quartet Featuring Don Elliott, The Elliott 
Lawrence Orchestra Plays Gerry Mulli¬ 
gan Arrangements, The Brew Moore 
Quintet, Soprano Saxophone by Steve 
Lacy, and West Coast Blues by Harold 
Land with Wes Montgomery. The most 
Intriguing OJC of them all, however, 
might be Autobiography In Jazz, a sam¬ 
pler of 45s and unissued album takes 
from Debut, the label Charles Mingus 
owned in the mid-50s. Featuring perfor¬ 
mances by, among others, Max Roach, 
Bud Powell, Lee Konitz, Paul Bley and 
Thad Jones, all produced by Mingus, it 
makes a compelling case for Mingus as 
Auteur. 

More Classifieds on page 112 
RUN YOUR CLASSIFIED AD in America 's #1 
Trade Music Magazine Minimum ad order $40 
ABC audited $2.00 per word. Display $68.00 per 
columln inch Major credit cards accepted. Call Jeff 
at BILLBOARD MAGAZINE (800) 223-7524. 

SONGWRITERS 
MULTI-TRACK DEMOS AND LEAD SHEETS 
for your original songs. Free info. EGI MUSIC SER¬ 
VICES, PO Box 166, Kearny, NJ 07032. 

SONGWRITING: A STRUCTURED AP¬ 
PROACH by Robert Berger is a book for songwrit¬ 
ers who want to write in any of today’s styles (R&R, 
R&B, Country, etc ). Each chapter covers a phase 
of the songwriter's craft: the creative process for the 
basic idea, develepment of lyric and music, critique 
and rewrite, demo techniques, and marketing 
strategies. This 108-page quality paperback has 20 
illustrations, glossary, index and bibliography. It is 
available post-paid for $9.95 from BF MUSIC, PO 
Box 99052, San Diego, CA 92109. Satisfaction 
guaranteed. 
LEARN SONGWRITING & COMPOSE MUSIC. 
Professional instruction by mail. For course de¬ 
scription: AMERICAN CORRESPONDENCE INSTI¬ 
TUTE. Box 31021-F, Cleveland. OH 44131. 

T-SHIRTS 
ROCK N ROLL T-SHIRTS. Get all your favorite 
instruments detailed with our ZANY characters. 
Definitely the class T-shirts of rock n roll. Send for 
free catalog. QB PROMOTIONS, Box 188, Queens-
ville, Ontario, Canada. LOG 1RO. 

NEED PRODUCT 
INFORMATION? 
See Reader Service on PAGE 102 
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DOD proudly announces the FX90 Delay — 
a full function, compact pedal with up to 330 ms. 
of delay, and a suggested retail price of $139.95 
Now, instead of asking us, ask your DOD dealer— 
and take one home. 

DOD Electronics 
5639 So. Riley Way 
Salt Lake City, Utah 84107 
801-268-8400 
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KAMAN Musk Distributors P.O. Box 507 Bloomfield, CT 06002 

Look for the Seiko display cabinet at your favorite music store 

ST 361 Deluxe Chromatic. Equipped 

boards, and synthesizers. S 109.50 well. $49.50 

ST 366 Portable Guitar 
leader in convenience fits 

ST 368 Deluxe Guitar Tuner. Equipped 
with line-in and line-out for direct use on 
stage Complete with earphone jack and 
lighted VU meter for backstage use as 

Tuner. This 
in most any 

with line-in, line-out and lighted VU 
meter, this 7 octave chromatic is perfect 
for use on stage with electronic key-

ST 369 Seven Octave Chromatic. Tunes 
any instrument imaginable. Great for pe¬ 
dal steel, fiddles, banjo and all the 
countless folk/blues guitar tunings 

$89.50 

case. It is high quality, maximum com¬ 
pactness and value all in one unit. 

$34.50 

ST 388 Automatic Guitar Tuner. Special au¬ 
tomatic tone search function allows for hands¬ 
free tuning. Lighted meter and A438-445 Hz 
pitch shift. Equipped with line-in and buffer 
amp line-out for direct stage use that insures 
against signal or frequency dropoff. S 59.50 




