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Now you can get into MIDI
without giving up an old friend.

KRG Z 3

GUITAR SYNTHESIZER

Korg Z3 MIDI Guitar Synthesizer System

Nobody wants to trade the
familiar feel and distinctive tonal
character of their favorite guitar
for some weird, UFO-shaped
MIDI “controller” that triggers
lame, imitation keyboard sounds.

We just eliminated the trade-off.
The Korg Z3 was designed to
make the idea of MIDI guitar syn-
thesis come alive where 1t matters—
in the hands of guitarists.

Unlike others, Z3 is a complete
guitar synthesizer system. You
attach the ZD3 Synth Driver and
hexaphonic pickup to your guitar
in minutes, with no permanent
modifications.

Z3 tracks each string based on
your personal touch, no matter
what vou play or how fast vou play
it. We've even made the most
common programmable edit

Korg 1989

parameters easily accessible on the
Z3’s front panel; like a Pitch Bend
control that lets you either bend
pitch chromatically for piano type
patches, or track the string exactly
for sax and string voices.

Think of it. Now your guitar
can generate up to 128 powerful
new digital sounds that are built
right into the Z3 MIDI converter
module. It even has built-in digital
reverb to give new patches more
impact and depth. And you can
access any one of those sounds
instantly with either the ZD3
Driver or the optional Korg FC6
remote foot pedal.

73 is multi-timbral, so the full
character of your instrument is
translated into MIDI. You can
assign different programs to each
string. And each string can be

assigned to transmit on a different
MIDI channel so you can con-
trol up to 6 separate MIDI tone
generators or one multi-timbral
device like our popular M1R,
making your guitar as versatile
as any MIDI keyboard.

Z3. For the guitarist who doesn’t
feel like making any new friends
just to get new MIDI sounds.

Stop by your participating Korg
dealer. Tell them you and your
best friend want to try the Z3 Midi
Guitar System. For a limited time
only, we'll send you a free copy of
Korg’s “GET INTO MIDI” Guide.
Ask your dealer for details.

Ho RG@

MUSIC POWER

For a free catalog of Korg praducts, send your name and address, plus $1.00
tor postage and handling to: Korg USA. 89 Frost 8t.. Westbury, NY 11590.




THE CBS COMPACT DISC CLUB HAS THE MUSIC YOU WANT

.- TAKE ANY S FOR1¢

‘nt: RAWSE THE coonb
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Tom Petty—Full Moon

Fever

Bad English (Ec)383-463
Boris Grebenshikov—
Radio Silerce (Columitxa
333-5
Clarence Clemons—A
Night With Mr. C (Columtxa}
343-067

13

The Doobie Brothers—
Cycles (Capstol)  382-457
The The—Mind Bomb
(Epc) 362-382
Alice Cooper—Trash
(Epc) 382-366
Giloria Estefan—Cuts Both
Ways (Epcy 3H2-341
The Nitty Gritty Dirt Band
—Will The Circie Be
Unbroken, Yolume Two
(Unversal) 382-267
Extreme (ASM)  382-242
Cutting Crew—The
Scattenng (virgir)  382- 168
Woodstock I1—Orniginal
Soundtrack {Allatic)
382- 143/392-142

Triumph—Classics (MC#)

3824135
Oonald Clark Osmond—
Donny Csmond Capitol)

382119
Steve Lukather—Pinned
(Columtxa) 383-075

Cyndl Lauper—A Night To
Remember Epci 377-887

Madonna—Like A Prayer

MCA) 382-184 (Sire)
Donn h R (Epc) 382-010
Place And Time (NI$ICL Stray Cets—Blast 0'1 (E Ml)
The Cure—Dizntegration Great wmte—Tmoe Shy
(Elekura) 382-G33 (Capiol) 381178

10,000 Maniacs—Blind
Man's Zoo (Elekira) 382-077
Earth Girls Are Easy—
Ornginal Sound Track
(Repnse 382-C59
Slaves Of New York—
Orginal Sound Track

Dirty Dancing—Live In
Concert. Ori

Swundtrack (RCA) 381-152
Avetha Franklin—Through
The Storm (Arsla) 380-873
Oolly Parton—White

(Mirgmy 382051 Skl (Cdur'\txg)ﬂo
L.L.Cool J b= g With The

A Panther (| IJam/ Mayesty Of The Bl
Columixa) 381988 (Coiimbn) “%0-304

The Neville Brothers—
Yellow Moon (AZM) 381-889
Say Anything—Original
Sound Track (W 1G) 381-871
Branford Marsalis—T0
Jeepy (Columbma)  381-830

Erasure—Cracke
Intermational (S-re) 381-814

Wang Chung—The

‘Warmer Side Of Cool
{Getter 381-764
Mica Paris—So Good
{Islandd) 38t-731
Stevie Ray Vaughan &
Double Trouble—In Step
{Eprc) 382-374

Richard Miarx—
Offender (EMI)

The age of CD sound is here—and you
have apractical new woy to find the CDs
you want. As your introduction to the CBS
Compact Disc Club, you can choose ony

8 CDs listed in this cd for 1¢. fill in and mail
the opplication—we'll send your CDs and
bill you fer 1¢ plus skipping and nondling.
You simply agree to bLy ¢ more CDs (ot
regulor Cub prices) in the next three

years

ond you may then cancel your

membership anytime after doing sa.

How the Club works. About 2very

four weeks (13 times o vear) you'll receive
the Club’s music magazine, which
describes the Selection of the Month. .. plus
new hits and old favortes from every field
of music. In addition, up to six times & year,
youmay receive offers of Special
Selections, usually o1 a discount off regulor
Club prices, for atotol of up te 19 buying

opportunities

Ifyou w sh to recetve the Selection of the
Manth, you need do nothing it willbe
shipped automatically. If you prefer an
alternate selection, or none at oll, fill in the
response card always provided and mail it
by the cate specified. You will always have

Selectians with twa numbers contam 2 Chs and coumt 0s 2- 50 write inbath aumbers.

at
380-915

Neal Schon—Late Nght
{Columbia) 380-378
Henry Lee Summer—I've
Gert Everything
{C8S Asspaiated)
The Jacksons—2309
Jackson Street (E pc!
-337

XTC. & Lemons
(Geften) 380-253
Steve Reich—Ditferent
Teans - K-onos Quartet /
Electric Counterpoint - Pat
Metheny (Nonesich)

380-071
Todd Rundgren—Nearly
Heman (Warner Bros |

381+ 71

Lies (Geffen)

ctlecst 10 days in which to make your
decision. It you ever receive ary Selec tion
without having 10 doys to deacde, you moy

return it at our expense.

The (D you order during your member -
ship will be billed ot regular Club prices,

Guns N° Roses—GN'R

379-594

Joe Jackson—Blaze Of
Glary (A8M) 381-699
Portrait Of Yo-Yo M

(CBS Master; 37') 941
tntroducing The Chick
Corea Akoustic Band
(GRP) 37%-891
Milli Vanilli—Girl You Know
ft's True (Ansta) 379-61C
The Outtield—Voices O1
Babylon (Coiumtxa)379 :ma

Placido Domi
Phitharmonic (Cg Masler)

Lyle Lovett And Hls Lnrge
Band (MCA) 378-93&
Crosby, Stills, Nash and
Young—So Far 'Atlanhc)
378-745
Lou Reed—New York (Sire)
378-2t6
Elvis Costelio—Spike
{Warner Bros 376190
Tesla—The Great Radio
Controversy (Gev!en)

Roy Orblson—The AII-
Time Hits, Vois. 1& 2

(Col Speaal Fro)  377-945
Expose—What You Dan't
Know (Ansta) 381-715
Jocy Watley—1 arger Than
Life (MCA) 1-G61

Side Of The
{Mocreru)

376-087

which currently ore $1298 to $1598 —pl s [

shipping ond hondling. (Multiple-unit set-,
may be somewhat highes} After comp-et-

Stevie Nicks— The Other

Fine Young Cannibals—
“ne Raw And The Cooked

(RS 379-2

Tore-Loc—Loc'ed Atfter
Dark (Delicous Vinyl)
379-875
Blondie—Once :viore Into
The: Bleact (Chrysahs)
377

7
Roy Orbison—Mystery Gin
(Viriyn) 7710

The Who—Who' Better,
Wro's Best(MCA. 376-657
1’||'hn¥—rloid An Oid
Friend's Hand (MCA)
76 236
Franck/Brahms. Vlolm
Sonatas. Nadja Salernu
SOnnenbeg, Cecile _«cac
tAngel 376-038
Barry Manilow (Arua)
381:707
Fleetwood Mac—Greatest
Hits (Warner Bros ) 375-782
The Dickey Betts Band—
Fatiern Disruptive (€ (cy
375-576
Karyn White (Warner Bro:, )
375-3%4

Journey's Greatest Hlls
i oumixa) 375

R.E.M.—Green
(Warner Bros ) 375162

.38 Special—Rock & Roll
Strategy (A&M) 375-139

Skid Row (atanix ) 379-602

Mirror (Sire)

Beaches—Original Motion
Picture Soundtrack

{Atlantici

Lisa Lisa & Cult Jam—
Straight To The Sky
{Coumb.a) .378-893

The Traveling Witburys—
Volume One (Wiibury)
375-089
Dire Straits—Money For
Nothing (Warner Brez. )
375-055
Edie Brickell & New
Bohemians—Shaotng
Rubberbands Al The Stars
{Get'en) 374-835
U2~ Rattie And Hure
Islarsd) F74-N7
Beethoven—Symphonies
Nos 1& 6 Nornngtan,
London Classical Players
(Angel) 373-385
Bangles—Everylhmq
(Columtxa) 373
Little Feat—Let it Roll
{Warner Bros ) 373-720
Luciano Pavarotti—
Pavarotti in Concert
(CBS Master 373-048
Melissa Etheridge Jslar.)
371-468

Jimmy Page—Outrioer
(Getten) 370-387

Paula Abdul—Forever
Your Girt (Virgin]

n«e‘(cuﬁu"

374-€37

\

SONIC TIMPLI

TM Cult—Somc Tempde
1-798

'_CBS COMPACT DISC CLUB, 1400 N. Fruitridge

PO. Box 1129, Terre Haute, Indiana 47811-1120
Ple.ase accept my membership pplication uader he terms outhned n this advertizement.
Send e tne 8 Compact Discs hsted here ond bill me ¢ plus shipping and hondling for all
eight

379-669

Bobby Brown—Don't Be
Cruel (MCA) 372:045
¥an Halen—OuUB12
Warner Bios ) 3€9-371
Jerry Lee Lewis—18
Orngual Sun Greatest Hits
Rhinoy 369-108
New Kids On The Block
—Hanging Tough
Columtx) 363-423
Joan Jett And The
Blackhearts—Up Your
Alley (CBS Associawed:
Blackheart) 368-340
Cheap Trick—Lap Of
Luxury (Efxc) 363-050
Rober: Plant—Now and
Zen(E«.Patansa)  366-716
Carly Simon—Greatest
Hits Live (Ansta)  365-874
The Police—Every Breath
You Take  The Singles
(A8N1) 343-318
The Beach —Made
InUS.A. (Capiol) 346-445
Kiri Te Kanawa—Verd) &
Puccim Anas (CBS Master)

343-269
Foreigner—Records
(Atiantic) 3t3-055

Aerosmith—Greatest Hits
{Columina) 306-225
Livirg Colour—Vmvig

{Eprc 370-833

Debbie Gibson—Electric
Youth (Atantc) 377-275

124/F89

ogree tc buy six morz selechons at regular Club prices in the coming three

| yeors -and may cancel my membership ot any ime after doing so

ing your enroliment agreement you may I
concel membership at any time; if you

decide to continue os a member, youllbe |
eligible for our money-sovnn;;
Itlets you buy nne CD at hal

CD you buy atreguior Club prices. 0§
10-Day Free Trial: We'll senc details of

the Club's aperation with your introductory
shipmen. If you are not satistied for any

reason whatsoever, just return everything
withir 10 days and you will have no further
ovligation. So why rot choose 8 CDs for 1¢ |

right now?

ADVANCE BONUS OFFER: As a speciol |

offer to new members, take one odditional
Compact Disc right now and pcy only
$698. It ¢ chance to get a ninth selection | 20w

at a super bow pricel!

© 19879 CBS Records Inc.

GBS COMPACT DISC CLUB: Terre Haute, INJ7811 !

ADVANCE BONUS OFFER: Als0 send me
onemore CD right now at the ~uper low price
| of just $6.95, which will £ be billed 1o r me.

[_

SEND ME THESE T )
I 8CDsFOR ¢
L
bonus plan. | My main musicol interest is (check one): | a, awu, hom any caten ye
rice for each [C HardRack ] SoftRock []Pop [ Easy Listening [ Black Music
X v3 B ko Conniff l
t M Wy -;) ol k Jor
[JHeavy Metal [ Jozz [J Comntry [ Classical”®
Mr.
Mrs _ E— —
Mg o
Address S — EE— __Apt.
Siate
City_ S— —_— __Zip N

ZSM/FG

| 2snjFr
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Slider

that separates us from other
keyhoard controllers.

Somebody once said that a picture is
worth a thousand words. Unfortunately,
most of the companies that make mother
keyboards didnit seem to be listening at the
time. Otherwise Roland wouldn't be the
only company making MIDI controllers
that actually give you a picture of your per-
formance parameters.

Our A-80 and A-50 have a menu-driven
liquid crystal display that lets you access
25 different status screens. And while the
best of our competitors limit you to seven

pre-set velocity and aftertouch ranges, our
curves give you literally millions of combina-
tions to work with.

You can even reconfigure your entire
system with the push of a single button.

There’s so much ingenuity in our mother
keyboards that we could go on for another
thousand words, easy. And in fact we will. Just

call (213) 685-5141 ext. 331 and we'll send

you a brochure.
Complete

with pictures.

Roland’

RolandCorp US, 7200 Dominion Circle,
Los Angeles, CA 90040-3647 213 685-5141
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here’s no such thing as
rewind in a live performance.
You get one shot at a good
impression. Seck 6,
12 and 24 channel
stereo mixers deliver
the highest standards
ot audio quality and

control in every
sound reinforcement
application.

Seck consoles are

ponents are mounted

surprisingly thin.
That’s because com-

directly to the fiber-

glass boards then the
entire assembly is
encased in a metal

® chassis. They’re road-

rugged and shielded from hum

and noise. At a glance, the top
panel design lets you verify

input/output status. High density

offset knobs and color coded
channels make Seck consoles
easy to operate.

Seck consoles handle virtually

every mic or line source with
balanced line mix inputs and

generous headroom. Plus, you
get high, low and mid-sweep
EQ and long throw faders.
Locking Solo switches override
the main stereo output to the
bargraph metering which fea-
tures average level and switch-
able Peak Hold. A powerful
headphone amp, with two jacks,
gives you instant quality and
balance check.

All things considered, Seck
sound reinforcement consoles
combine the features and per-
formance working musicians
demand into a compact, durable
and very affordable package.
Seck, the first name to look for
when you need to make a lasting
impression.

JBL Protessional
8500 Balboa Boulevard
Northridge, CA 91329 USA

H A Harman International Company



ANGELIC GABRIEL
THANK YOU FOR THE WONDER-
ful Peter Gabriel article (June
'89). The spirit, depth and
scope of this modern renais-
sance genius were beautifully
conveyed. I salute Gabriel,
his introspective expression
and faith,

Christopher Seaver

Chicago, IL

JUST A BRIEF NOTE TO EXPRESS
my appreciation for Jock
Baird’s masterpiece on the
“master” Peter Gabriel. The
fact that articles of this caliber
concerning Gabriel are rare
compelled me to purchase
two copies.

Kathleen Thomas

Milwaukee, WI

We hope everyone who enjoys
this issue will follow Thomas’
lead. - Ed.

YOUR RECENT ARTICLE “PETER
Gabriel’s Tickle Therapy”
mentioned that Gabrie! had
“a crack cooking staff.” In
context this may have
seemed an appropriate state-
ment; but all I could think was
that due to financial woes
caused by the lateness of his
next album Gabriel had
turned to drug manufacturing
and trafficking as a new
source of income. Please try
to be more careful next time.
Desmond Ryan
Narberth, PA

I HAVE JUST ONE PROBLEM WITH
Jock Baird’s otherwise ster-
ling article on Peter Gabriel.
Both Gabriel and Baird are a
bit too casual in claiming pro-
prietorship of the so-called
“Gaseous Cloud Effect” for
our hero (Gabriel). After all,
Joni Mitchell, for example,
has been experimenting with
“world music” since 1975. At
that time Peter was still
merely indulging in the Gas-
eous Overblown Effect, bet-
ter known as Genesis.
Douglas Steenhuisen
Westfield, NJ

SATANIC VERSES
I THOUGHT YOUR POLICY WAS
that music brings folks to-
gether. Harry Allen’s kiss-ass
fascination with Tone-Loc
(June ’89) and his killing
wolves with automatic wea-
pons disgusted me. If Tone-
Loc needs “Weapon City” to
get through life, then he
knows shit about music.
M. Adams
Chicago, IL

YO. PLEASE TELL WRITER
Harry Allen that comparing a
rap “artist” to Hemingway is
like comparing a butcher to a
brain surgeon.
Frank Schraner
Birmingham, M1

BRO KENENG LISH
YOU'RE USUALLY RIGHT ON, SO
imagine my surprise upon
reading Chip Stern’s review
(Records, June '89) of Jascha
Heifetz and his colleague,
Piatig Orsky. Piatig Orsky?
Stern must be referring to
the Russian cellist Gregor
Piatigorsky who died in 1976
after an illustrious career as
one of the world’s great per-
formers. Maybe not such a
big deal to your rock 'n’ roll
fans, but a blunder or typo
nevertheless. Otherwise,
keep up the good work. You
make a difference.
Loren Toolajian
WQXR-FM
New York, NY

CLASSICAL GAS

I'VE BEEN READING YOUR MAGA-
zine for 10 years now and al-
ways thought that your re-
viewers were the best of any
putting laser to paper.

So what happened to the
June issue? Fritz Kreisler?
Jascha Heifetz? Kronos Quar-
tet? Keep this up and I'll can-
cel my subscription to
Gramophone. Then you will
get stuck with being the only
good music magazine.

Thanks for remembering
what my father always called

the “original long-haired
music.”
Kit Thomas
Alexandria, VA

AS AN ASPIRING VIOLINIST PUT-
ting in the hours now, one
thing which dismays me is
the lack of “classical” pressin
music-industry magazines
outside of those strictly de-
voted to that style. How
many people out there know
that a given guitar wizard
could be matched, lick for
lick, by any professional vio-
linist? Please print more of
the same on the true string
acrobats: professional, re-
cording violinists.

Jessica Fenlon

Appleton, Wi

BITCH, BITCH, BITCH
I DON'T KNOW WHERE YOU
found critic Kristine Mc-
Kenna, but send her back.
She sounds like a wanna-be
rock star; since she isn’t, she
shits on those who are with
her invariably bad reviews.
Her critique of House of
Freaks (Records, June '89)
made me so mad [ wanted to
burn the whole magazine. [
saw this group open for the
Bangles and they blew the
Bangles’ shorts off. I know
I’'m not alone in this view:
Get rid of McKenna before
she tries to deface every
good band in the free world.
Brett Barrett
Twentynine Palms, CA

FRIPP STRIKES BACK!
JEFF GAYNOR SUGGESTS ROB-
ert Fripp is “a snobbish ass-
hole” (Letters, May '89).
After many years of being
closely involved in Fripp’s
actions and concerns, I have
come to the same conclusion
as Mr. Gaynor: Frippis an
asshole. But not a snobbish
asshole.

On one occasion a manager
said tome, “You can’t do that.
They’ll see the emperor has
no clothes.” I replied, “But
the emperor has no clothes.”
A performer grows up in pub-
lic. The frailty of our nature is
no excuse for failing to meet
our responsibilities. Neither
is it an obstacle. We under-

take to meet our obligations
despite who we are, as well
as because of who we are.

Letter-writer John Garcia
suggests I should “come out
into the real world.” Presum-
ably he means the world of
the working musician. After
28 years of climbing into the
back of vans and setting off to
gigs, my conclusion is that
the world of the working
musician is quite unreal. My
experience also suggests that
exposure to the public is
rarely pleasant but often re-
markably satisfying. And un-
real. [ am still climbing into
the back of vans and setting
off to gigs.

Garcia’s information on Jeff
Beck’s picking is more recent
than mine; obviously, I
haven’t been watching every
well-established rock player
for a few years! My comment
on the picking of some cele-
brated rock legends in no way
demeans their capacity as
musicians. The quality of
their musicianship is quite
apparent and needs no de-
fense, neitheris it questioned
by myself. The point implied
in my interview (Feb. "89)
was that musicianship tri-
umphed despite picking tech-
nique; the music had to get
out, whatever it took.

And for your third corre-
spondent, Illona Trejo: The
more musicians one meets,
the greater the surprise that
music gets played at all.

Robert Fripp
Charles Town, WV

MINGUS AND MIDI
Stephen Davis writes: “The
magazine on which Charles
Mingus and I worked was
Changes, not the loathsome
Fusion (June '89). Changes
was mainly Mingus’ vehicle
Jor getting even in print with
the New York Times’ John S.
Wilson, who frequently gave
Mingus lukewarm reviews.”

The list price of the Lexicon
MRC MIDI Remote Control-
ler is $400, not $600 as we
reported in our July issue.

Please send letters to; Musician, 1515
Broadway, 38th floor, New York, NY 10036.



il T LI

3 bl e

¥ World Radio History

A% w You can't look away from Elektra

/

ums, Trevor Rabin has created a solo album that
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Duffy's not the
onlyonew

nly one wholl
stick with you till
you make It.

Oh sure, we know. The only reason you one when you started getting good.
never took up keyboards betore is because you Well now that we've come out with the
knew youd get yourself a beginner’s keyboard  D-5, there’s pretty much nothing standing in
to learn on, only to have to move up to a better  the way. It packed with features youll find
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in our other D-series machines at a price you
can actually afford. So no matter how good
you get, it can keep up with you.

For starters, it’s got 128 preset tones and
63 preset drum and percussion sounds—as
well as the capacity to
program in 64 addition-
al tones. And if (oops,
make that when) you get
to the point where even

k. 2

Roland O-5

P8 3 AR 209 o S o N
B g, S x >3 YU 5 e g

You know what that is.

All of which would be pretty hard to keep
track of if the D-5 didn't have a 32-character,
two-iine LCD screen displaying settings for
patches, per-
formance and
multi-timbral
setups, or
parameters.

that’s just not enough, all
you have to do is pop a memory card into the
slot and you can instantly load 64 more tones.
Or 128 performance patches.

It even has some performance features
our other D-Series synthesizers dorit. Chord
Play, for instance, which lets you play chords
with one finger. Chase, which lets you create
all sorts of echo effects using any of your 192
sounds (255, if you count the drum and per-
cussion sounds). Harmony, which harmonizes
amelody according to the chords you play in

Of course,
the thing you'll grow to like best about the
new Roland D-5 is that it has the same Linear
Arithmetic sound source that youll find in
our D-10,D-20, and D-110 synthesizers. So it
sounds particularly awesome when you're on
stage Underneath the lights. In front of hun-
dreds—even thousands—of screaming fans.
You'l see.

Roland

RolandCerp US, 7200 Dominion Circle, Los Angeles, CA 90040-347
213 685-5141

the lower part of the keyboard. And Arpeggio.
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DASH
RipP ROCK

YES, DASH RIPROCK WAS A
character on “The Flint-
stones,” but this band’s name
(three words) was originally
inspired by the Dash Riprock
who was Ellie Mae’s suitor

on a few episodes of “The

Beverly Hillbillies.”
| “When we were startin’ up
in Baton Rouge five years
ago, Donna Douglas, who
played Ellie Mae, lived in
town,” guitarist/singer Bill
Davis explains. “We thought
that if we named our band
after her TV boyfriend she
might be in our video.”

As it turns out, Douglas is

| a born-again Christian who

would just as soon vote
Democrat than appear with
these three hell-raisers. Be-
sides, Dash has never really
come close to making a video.
Shine all those hot lights in
front of their eyes and.these
saloonatics might melt. As
underlined by their new LP,
Aceof Clubs, Dash Rip Rock’s

element is the dark, sweaty
rock cavern, where they've
been known to blast hair all

Explosive Chrissie Hynde's Big Mac Attack

One reason we love the Pre-
tenders’ Chrissie Hynde is
that—like a lot of great rock
'n’ rollers—she sometimes
talks first and thinks after-
wards. But Chrissie’'s mouth
got her into trouble ata
June 6 press conference in
London announcing the re-
lease of the Rainbow War-
rior Greenpeace henefit
album in the western hemi-
sphere. (The Pretenders are
on the album, which was
originally released in the
Soviet Union.)

Asked what she'd done on

| behalf of the environmental
| group, Hynde shot back, I

‘ bombed McDonald's.” It
seemed funny at the time.
Hynde, a vegetarian, is no
fan of the fast-food estab-
lishment.

It seemed less funny three
days later, when a bomb
went off during business
hours at a McDonald's in
Milton Keynes, 30 miles out-
side London. The shop was
evacuated just before the
‘ bomb exploded, causing

considerable damage.
| McDonald's lawyers

| claimed Hynde's remark en-
couraged the bombing, and
threatened a lawsuit unless
she issued a retraction. On
June 15 Hynde and/or her
lawyers issued & statement
\ that the “remarks attrib-

|

|

uted to me at the recent
press conference were re-
ported completely out of
context” and adding, “I will
at no time suggest or imply
that I have been responsible
for firebombing McDonald's
or that anyone should fire-
bomb or cause any other

l physical or personal dam-
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over the walls with their fre-
netically paced sonic smor-
gasbords.

Sometimes their brash,
often puerile satire inspires a
middle finger and a hasty exit,
asit did with R.E. M. s bassist
Mike Mills, who didn’t find
anything funny about Dash’s
impression of R.E.M. doing
AC/DC’s “You Shook Me All
Night Long.”

By paying customers,
however, Dash’s musical ir-
reverence is usually wildly
received; they've long been
one of the most popular bands
on the Austin/Athens/Albany
circuit of college towns and
mega-metropoli. They’re
NRBQ as a Southern rock
trio (ZZBQ?), but unlike the
Q they don’t mind being called
a “bar band.”

“Hell, ‘bar band’ is a step
up for us,” bassist Hoaky
Hickle says. “Two years ago
we were known as a ‘frat
party band.””

“We had to check into
detox for a month,” Davis
adds, “but I'm proud to stand
before you and say that it’s
been one year, seven months
and four days since we've
played ‘Louie Louie.””

- Michael Corcoran

age to the customers, em-
ployees, franchisees or the
physical property of Mc-
Donald’s restaurants.”
Adding injury to insult,
Hynde was reportedly asked
to leave the ARK Trust, an
environmental group she'd
co-founded last December.
An ARK spokesperson now
says that “Chrissie was and
remains a valuable mem-
ber" of the organization.
Hmm. Hynde herself, cur-
rently cutting a new album,
was unavailable for com-
ment. This time. — Scott Isler

R LEITMAN
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PRINCE AND THE KING

MAVIS
STAPLES

MAVIS STAPLES SAYS PEOPLE
keep asking her these days,
“How does it feel to be work-
ing with Prince?” “And I say,
‘Well, how does Prince feel
working with me?' | don’t
mean it in no bad way, but just
tolet 'em know..."” She
doesn't finish the sentence,
but she doesn’t need to.

... Tolet 'em know that
Mavis, veteran lead singer of
the Staple Singers, has been
in music longer than Prince
has been alive.

... Tolet 'em know that
Mavis is aware her vocal ar-
senal has been raided by the
likes of Stevie Wonder,

i
1

Michael Jackson and Prince.

... Tolet 'em know, as her
new, partially Prince-pro-
duced solo album hits the
street, that this is not exactly
Vanity or Apollonia we're
talking about here.

“That’s where I really ap-
preciate Prince,” she says,
“because he didn’t try to turn
me into something else. |
think Prince realized if he
had, I wasn’t going that way.
When his manager called [to
say Prince had some songs
for her] I said, ‘Well, what
would Prince write for me?’
I'm a grown woman, and ['ve
heard what Vanity was sing-
ing, what Apollonia was sing-
ing. I mean, really, what
would he write for me?”

What Prince, along with
Stax veterans Homer Banks,
Lester Snell and Al Bell, put
together for Mavis was a
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warm and gritty little gem of
an album, Time Waits for No
One. It’s an album that ranges
from mellow, fclksy sou’ to
itchy, minimalist funk, but
never forgets who is the star
of the show. Indeed, Mavis’
hoarse, harshly sweet voice
has seldom had a better
showcase.

For Mavis—a chatty
woman who's been in the bus-
iness for nearly 40 of her 50
years—the album must come
as sweet vindication for all
the time she and the fam-
ily have been off radio
while her musical pro-
tégés made hay.

“My thing,” says
the once and fu-
ture gospel singer,
“was to keep say-
ing, ‘Jesus, this
is my gift, this
I voice you've

given me. [ don’t even know
what key I sing in. I don’t
know any music. I just started
singing. And you're not keep-
ing me to suffer. You're keep-
ing me for a reason.’”

— Leonard Putts, Jr.
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DEPRESS TO PLAY

PUSSY
GALORE

IMAGINE THE WORST. YOUR
head, sucked into the
screaming turbine of a 747
engine. Or being strapped
down into a dentist’s chair,
then getting your teeth drilled
straight through the bottom
of your jaw.

For three years now, New
York’s Pussy Galore has been
packing enough angry high-
end to make your fillings spin.
And Dial ‘M’ for Mother-
fucker, their newest album?
Ear-shredding, Death Row
twitching on a monstrous
scale. The soundtrack for a
train wreck.

“Before this started, I was
depressed most of the time,”
leader Jon Spencer admits. “I
wanted to be in a band, to do
something that made me
happy. | wanted people to like
me forit.”

And what'’s not to like?
Three barely tuned, meat-
grinder guitars. Demolition

drums (stickman Bob Bert is
ex-Sonic Youth). No bass,
but lots of ugly, toothless
vocal ranting. Drawing very
loosely on early Stones,
Stooges and the spirit of
every '60s garage combo too
awful to land a deal, Pussy
Galore’s sloppy sonic
bludgeonfest makes the aver-
age fare at CBGB sound like
chamber music.

But Spencer’s no battle-
scarred guttersnipe. He did
time at Brown U., and admits

bandmates Neil Hagerty and
Kurt Wolf are “very good gui-
tarists.” Even Greil Marcus
(writing in Artforum, no less)
called the Galore’s output
“the search for the utterly
heedless.”

Godawfulness by design?
Probably. Still, the band’s
been getting memos. Their
label wants a “breakthrough”
album.

“Depressing,” says
Spencer, who then concedes
he “used to be into fucking

with people more,” and that
Pussy Galore is inching away
from kidney-pulverizing din
toward something a tad
more...accessible.

But Christmas specials
with Kenny Rogers? Opening
slots for Bon Jovi? Spencer’s
doubtful. “People have al-
ways had a hard time figuring
us out,” he says. “I think
things’ll always be a little
fuzzy, a little messed up. I
still don't think many people
getit.” — Dan Hedges

ECLECTIC LIGHT ORCH.

ORDINAIRES

IT'S ANEW-MUSIC CABARET ACT.
It's a chamber rock combo.
It's a genre-smashing party

| machine. It’s serious fun. It’s

the Ordinaires, and they're
out to reinvent the rock band
in their own image—one that
includes three strings and
two saxes, and embraces
multiple musical styles while
strangling a few others.

With the release of One,
their second album, the scale
of the band’s mission ad-
vances. Where else will you
find echoes of Kurt Weill,
Gentle Giant, a weave of Jimi
Hendrix “Manic Depression”
riffs and mock-Mozartean
writing, and a version—fairly
faithful, at that—of Led Zep-
pelin’s “Kashmir”?

It began in 1981 with Off-
Beach. Violins and cello then
joined the sax-and-guitar line-
up of the original group. Al-
toist Fritz Van Orden and
tenor saxist Kurt Hoffman
began writing funky pieces,
etudes of interlocking
rhythms and intersecting
lines.

By creating a demolition
derby of high and low musical
idioms, the Ordinaires
quickly gained a reputation as
a unit with tongues in cheeks.
But there’s more than crack-
pot iconoclasm at work.
“Quite a lot of our stuff isn’t a
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parody or a send-up or any-
thing besides basically what it
is,” Van Orden insists. “We
like to have fun. We enjoy
performing. There are things
we do that are witty, but we
certainly like to think they
have musical content as well.”
Van Orden is practiced at
dodging accusations of willful
eclecticism and postmodern-
ist mannerism. “I don’t really
think of us as an eclectic en-
semble. We can do a lot of
stuff, but I still feel we have
our own sound. Is a sym-
phony orchestra an eclectic
ensemble because they play
both Haydn and Stravinsky?”
No, but they don’t usually
play them both in the space of
one piece. Van Orden laughs,
“Well, then we're ahead of
them, aren’t we? But the
point certainly isn’t eclecti-
cism. The point is interesting
music that we like to play, and
not particularly being caught
inone rut.” — Josef Woodard
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Jack Bruce

For Tom. Will. Stuart anc Jack, their sound is everything. Stop by an authorized Hartke dealer and tind out what the
Whether it's Tom's amazing career with Aerosmith, Will's Late experts already know; the new Hartke XL Series bass cabinets
Night funk, Stuart's radical playing with Joe Satriani, or Jack's can take your sound to a new level of expression.
groundbreaking work with Cream, these extraordinary musicians
have the credentials to be called bass experts. Artists such as these "urtke sys.tems
can choose any bass system in the world, but time and time again Trans'ent Attack »»
their choice is Hartke.

The new Hartke XL Series represents an impressive new
development in Hartke aluminum driver design. The XL Series SAMSON
redefines the famous Hartke tone; it's deeper, warmer, faster, Samson Technologies Corp.

punchier. The new XL Series is available in 4-10. 2-10 and 1-15 485-19 South Broadway, Hicksville N.Y. 11801
(516) 932-3810 FAX- (516)932-3815

Hartke Systems distributed exclusively worldwide by;

configurations, to suit every bass player's needs.

Hartke Systems and Sanison Techinologies are not affiliated with the manufacturers of pictured instruments © 1989 Samson Technologies Corp.



OLD JAZZ,
NEWBOTTLES

The Compact Disc
Revives Classic Recordings
—or Does It?

BY JEFFERSON GRAHAM

HE SUCCESS of compact discs has

nearly killed off vinyl, filled

record company coffers and

reactivated baby-boomer in-
terest in popular music. Its effect on jazz
has been even more profound, with
many new releases and far more reis-
sues going on the market than at any
time in recent memory. CDs are popular
because they're durable, lightweight,
easy to use—but mostly because they
have a reputation for sounding better
than conventional LPs. That’s a problem
when marketing vintage jazz, though,
simply because much of the music re-
corded in the '20s and '30s sounds, well,
old, with a tinny range of sound and lots
of surface noise. The labels have re-
sponded, in many cases, by employing
electronic techniques to remove that
surface noise and expand the overall
sound of recordings—in essence altering
the experience of hearing historically
important and influential performances
by many of the great jazz artists.

To some fans this is a wonderful thing:
music minus the nicks, clicks and pops
that can make vinyl so annoying. To
others, the process is criminally destruc-
tive, with one prominent critic calling it
“the colorization of music.” About all
that’s undisputed, notes Dan Morgen-
stern, the respected head of Rutgers
University’s Institute of Jazz Studies, is
that within the jazz community “it is the
subject of quite a heated debate.”

One controversy surrounds RCA’s
recasting of virtually its entire stock of
'20s and ’30s jazz through a system
called NoNOISE. The process was in-
vented by San Francisco-based Sonic
Solutions, self-described as a “high-
speed computer-run program...de-
signed to remove virtually all imperfec-
tions and aural distractions. .. commonly
associated with vintage material, with-

out substantially altering the basic re-
corded sound.”

Veteran producer Orrin Keepnews
(Thelonious Monk, Bill Evans), who has
produced most of the RCA Bluebird jazz
reissues, says that NoNOISE gives “the
most acceptable, feasible and accurate
way to hear the music. NoNOISE isn’t
perfect, but it’s a damn big improvement
to hear the music as God intended us to
hear it, without the tons of crud that had
always been associated with the music.”

NoNOISE’s most prominent critic has
been Village Voice columnist Gary Gid-
dins, the author of two authoritative
books on Louis Armstrong and Charlie
Parker. “The only good thing about
NoNOISE is that it takes away the sur-
face noise,” he contends. “If you put on
a vinyl album without NoNOISE back to
back with the CD with NoNOISE,
there’s no comparison. The CDs with
NoNOISE lose all the vitality of the
music.” Columbia Records staff pro-
ducer Michael Brooks concurs: “They
sound dead. They are very clean, but
they’re like an embalmed body. There’s
no life to them.”

Another NoNOISE complaint con-
cerns “drop-outs,” where small holes of
dead space break up the performances.
The New York Times' Peter Watrous
complained about drop-outs in his review
of RCA’s The Great Ellington Units CD,
which is among the more prestigious
holdings in that company’s catalog.

Two years ago Steve Backer, a
former Impulse and Arista jazz execu-
tive, was hired by RCA to get the label
back into the jazz business with current
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product and reissues. Since then he’s
overseen the release of a treasure trove
of jazz, much of which has been out of
print, by such musical forefathers as Jelly
Roll Morton, Fats Waller, Sidney
Bechet, Louis Armstrong, Earl Hines
and Duke Ellington. Backer’s take on
NoNOISE: “I couldn’t feel proud of
putting out these reissues had we not
come up with a system to deal with the
surface noise. The CD medium en-
hances the positives and the negatives.
The noise gets exacerbated by the CD.
If the system has flaws, and is less than
perfect, it’s by far the lesser of evils.”

Backer insists that NoNOISE does
not distort the music. “It’s a subjective
reaction. For every negative review we
get, we get 10 positive ones. We tested
other systems that did affect the music
on the high and low end. This one didn't.

“The music isn’t going to sound the
same as it used to,” he admits. “We're
not making these records for the avid
collector. It might sound a little different
than the way he remembers it, because
there is less noise. We're trying to reach
out to new consumers.”

Giddins’ attack on RCA's use of No-
NOISE as “the colorization of music”
makes Keepnews fume. “It was a cheap
shot,” he says. “Colorization is the
addition of color for commercial pur-
poses to a black and white movie; the
equivalent of that was the addition of
artificial stereo in the 1960s and '70s,
when labels said, ‘People won't listen to
mono anymore.” That’s colorization.

“We are cleaning up the sound quality.
I equate what we do with what the Amer-

CARY HENRIE
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ican Film Institute is doing when it
restores its old negatives. That’s the
parallel I would use.”

The NoNOISE process costs the
labels roughly $5,000 per album for the
two-week job. Besides vintage jazz,
NoNOISE has also been used on recent
remixes of 1960s live recordings by Jimi
Hendrix, the Grateful Dead, the Doors
and Santana. Until recently RCA has
been the only label to use Sonic Solu-
tions’ services for jazz reissues. But
Keepnews, who has produced a series of
reissues for MCA/Decca (whichbeganin
June with CDs by Duke Ellington, Count
Basie, Louis Armstrong and Art Tatum),

has used NoNOISE there as well.
Columbia Records, which along with
RCA has the largest archive of vintage
jazz (each label has reissued about 100
collections since 1987), won’t use No-
NOISE: “We feel it alters the sound,”
says Jazz Masterpieces series director
Mike Berniker. But Columbia has its
share of criticisms to contend with. In an
attempt to make Louts Armstrong: Hot
Fives, Vol. One sound contemporary, for
instance, so much bass was added to the
mix that it changed the sound of the
band. Or take Columbia’s reissue of
Benny Goodman'’s classic 1938 Live at
Carnegie Hall concert: Again, the re-
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mastering was so bass-heavy that Allan
Reuss’ short guitar break at the end of
“I'm Coming Virginia,” which is clear on
the original vinyl version, is virtually
inaudible on the CD.

Berniker admits to early errors and
says he is working with different en-
gineers now. “What happens sometimes
is you try too hard. We did a lot of things
in the beginning I'm not too happy with,
but I think we're doing a lot better now.”

The most radical approach so far to
the presentation of historical jazz comes
from Australia, where engineer and jazz
enthusiast Robert Parker has been
working for 30 years on a system that
presents vintage music for modern ears.

Parker originally produced many pub-
lic-domain performances for England’s
BBC and for the Australian Broadcasting
Company, and releases them on CD for
BBC and ABC Records. Mobile Fidelity
distributes the BBC Records label in the
U.S. There are 14 titles under “The
Robert Parker Collection” by Ellington,
Jelly Roll Morton, Fats Waller, Louis
Armstrong, Bessie Smith, Bix Beider-
becke, Johnny Dodds, Eddie Lang/Joe
Venuti, along with New Orleans, Chi-
cago and New York anthologies.

“The difference between my approach
and the others in the field is that I don’t
want it to sound like a 78,” says Parker.
“What I'm doing is an attempt to capture
the spirit and vibrancy of the original
performance. I'm trying to put together
a collection for the younger generation to
introduce them to this early music with-
out inducing them into terrible labor to
listentoit.”

Parker won'’t reveal exactly how he
does that, but basically he gets mint 78s,
transfers them to digital tape and adds
reverb to the mix. The result is a two-
track digital stereo mix of music from the
1920s and '30s that sounds as if it actually
could have been recorded in the LP era.
To purists, however, what Parker has
done with Armstrong, Ellington, Morton
and Waller is a bit much.

“I'm glad [Parker] did all that work,”
says jazz writer Nat Hentoff. “But add-
ing false stereo is like rewriting history.
It doesn’t seem right.”

Parker insists that Hentoff is off base.
“What is history?” he asks rhetorically.
“The 78 is a distortion of history. What
I'm doing is rediscovering what hap-
pened and simulating the sound quality
like they would have if they had had
better equipment. A lot more was re-
corded on these discs than people ever
realized. There is a lot of information still
left in those grooves. We play the record
correctly, and that is an art in itself.”

Parker’s results are sometimes “mar-
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velous and astonishingly good, bringing
out some new dimensions in the music,”
while at other times “slightly disturb-
ing,” says Dan Morgenstern. Parker’s
Bessie Smith reissue, for instance, “has
way too much echo on her voice.”
Indeed, Parker’s work, while remark-
ably noise-free and clear, ca» sound a bit
strange at times. Sometimes the stereo
echo is so strong that it sounds like a bad
1960s stereo remix of a 1950s mono
album. Parker admits that when he
began he was much too liberal with the
reverb machine, and says he’s toned it
down. But he insists that “it’s essential
that you have [the reverb] to make the

system work.”

On the RCA and Columbia reissues,
various scapegoats for poor sound qual-
ity have been outmoded equipment (the
older Sony models instead of the newer
Mitsubishis), rock engineers who weren't
familiar with vintage jazz and plain lazi-
ness. But in the end, as Morgenstern
puts it, “any system can only be as good
as the source material. They can’t work
miracles. If they get a flawed source, the
CD isn’t going to sound very good.”

The process of seeking out originals
begins with the label. Any music prior to
1949 predates the beginning of “the tape
era,” which means that for reissues of
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any jazz prior to that date, archivists
have to be creative.

There are three kinds of sources to
choose from, according to Keepnews:
“Original metal parts, when they exist,
and when they are in good enough condi-
tion-to be transferred to tape; source
material from previous reissues; and, if
that doesn’t work, you turn to the record
collectors of the world and seek out
original pressings [78s].”

Keepnews begins his Bluebird proj-
ects by going to New York and searching
the RCA vaults to see what’s available.
If the metal parts have deteriorated, or if
the analog remasters from the 1950s are
not up to snuff, he will search out 78s.
Then he transfers them onto digital tape
and remasters them, and flies home to
San Francisco, where the NoNOISE
process is done.

This leads us to another bone of con-
tention regarding early jazz CD reissues:
how much gets allotted per CD. Vintage
reissues aren’t being produced for the
vinyl and cassette market, after all; the
majority of sales (over 60%) go to con-
sumers who already had these recordsin
their library and are buying them again to
have better sound and the convenience
of the CD.

Very few of these CDs are re-released
LPs, as the original tracks were put out
as three-minute 78s. So most reissues
tend to be compilations. Since a CD can
hold up to 74 minutes of music (some-
times more), it’s reasonable to expect
more minutes of music on these CDs
than you would on a vinyl LP. Reasona-
ble, but not always accurate.

Columbia/Portrait’s recent two-disc
Duke Ellington Braggin’ in Brass, for
instance, is an overview of the 1938
output of that great band. Both discs
have just 39 minutes of music—about as
much as a vinyl album would. At an
average price of $22 for the set, the
producers could have easily fit at least 15
more minutes of additional music per
disc. “What they did here,” says Gary
Giddins, “is like what it would have been
like if they had started putting out one-
sided LPs in 1955.”

RCA has taken heat for their three-
disc Ellington Blanton/Webster Band set,
which originally cut off the endings to a
couple of tunes and, incredibly, omitted
the Duke’s famous piano intro to “Take
the A Train.” The label has stopped
working with the producer of that proj-
ect. On the other hand, there is at least
70 minutes of music per disc. In fact, all
the RCA reissues have had at least 60
minutes of music, along with lower list
prices than Columbia. RCA’s CDs tend
CONTINUED ON PAGE 105



FEATURES THE HITS
“IT'S A HARD LIFE WHEREVER YOU GD"'
AND .
"DRIVE-IN MOVIES AND DASHBOARD LIQHTS ¥

PRODUCED BY GLYN JOHNS

AVAILABLE ON MCA COMPACT DISCS,
HIQ CASSETTES ANO HECORDS.

° <MCA RECORDS

© 16688 MCA RECORDB. INC




Get “In Step” fast, ‘cause Stevie Ray Vaughan And Double Trouble are out to blow you away.
They’re already stirring things up with their “Crossfire,” and the rest of the album is loaded
with hi-powered rockers and a sizzling hot shot of the blues.

If you're looking for trouble, you're on the right track.

“In Step.” Ten Killer tracks from Stevie Ray Vaughan And Double Trouble.
On Epic Cassettes, Compact Discs and Records.

ﬁ Produced by Jim Gaines & Stevie Ray Vaughan And Doudle Trouble. Management: Alex Hodges/Strike Force, inc. “Epic,” e are trademarks of CBS Inc. © 1989 CBS Records Inc.

Catch Stevie Ray Vaughan Anc Double Trouble In Concert:
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FIREHOSE

The Minutemen’s
Spirit Goes
to Mexico

BY DUNCAN STRAUSS

NOTHER SATURDAY night, anoth-
er Firehose gig. At first glance,
it might look like business as
usual for the trio from San
Pedro, California as they roar through a
ferocious set of folky, funky, punky,
jagged, oddly appealing Osterizer rock.

The audience, easily 1000 strong and
almost exclusively the sort of collegiate
types you'd see at any Southern Califor-
nia show by this troika of Regular Joes,
isn’t letting the room’s sweltering heat
stand in the way of going absolutely
bonkers. There’s fierce activity on the
dancefloor; if slam-dancing is antiquated,
these people haven’t heard—or don’t
care.

The venue, called Iguana’s, is a cav-
ernous tri-tevel structure, with chain-
link fencing on and around the three
tiers. Clinging to the ceiling is serpentine
scaffolding connected to the lighting rigs
above the stage and the large cement
dance floor, as well as long, thick
stretches of what appear to be ventila-
tion pipes—though given the room’s
sauna condition, you wonder if they're
spewing hot air. The lower portions of
the ceiling are dotted with red lightbulbs
protected by little grate covers, extend-
ing the stylish warehouse motif. And, oh
yeah: Iguana’s is in Tijuana, Mexico. But
given the composition of the SRO
crowd—nary a Mexican national in sight,
except behind the bar—and the $17
cover charge, it could just as easily have
been a large hall in nearby San Diego.
And should have been, from the
standpoint of Firehose bassist extraor-
dinaire/chief spokesman/primary lyri-
cist/guiding conscience Mike Watt.

“We should have been playing a col-
lege campus in San Diego,” Watt, 31,
says afterwards. “That was really bad. I
really feel like a dick for being a par: of
that. I think the day of the Yankee Im-
perialist thing is kind of out of fashion,
man. That’s exactly what I felt like. Even

Ed Crawford, George Hurley, Mike Watt: Is the best yet to come?

the security crew was American. |
mean, you could only get your tickets
through Ticketmaster. It was only pro-
moted in San Diego. It was very dishon-
est in a way. We should have been play-
ing in San Diego, saved everybody the
drive, the shame and everything else.”

You grab such insights where you can
because, while Watt, George Hurley and
Ed Crawford (a.k.a. Ed Fromohio) are
three ot the most apprcachable, affable,
down-to-earth guys you'll ever find
together in a rock band, conversations
with them (especially Wat*) are like their
lyrics: listener-friendly, but often ob-
lique, impressionistic, darting lickety-
split from idea to idea, brushing up
against self-revelation, but rarely plung-
ing all the way in. What Watt says, in
songs and in discussions, often requires
you to connect the dots.

This much we know. Firehose formed
a little over three years ago, playing its
first show June 14, 1986, and in that
tirne, the trio has released three albums:
Ragin’ Full-On, if'n and the latest,
fROMOHIO, plus a three-song EP,
Semetimes. Watt and Hurley were two-
thirds of the Minutemen, a pioneering,
inventive and prolific indie force that
turned out some post-punk master-
pieces, including Double Nickels on the
Dime. The band’s career was cut short
in 1985 when bearish singer/guitarist D.
Boon was killed in an auto accident.

Watt was devastated; ke couldn’t even
bring himself to attend the funeral. He
had grown up with D. Boon, formed the
Minutemen with him and didn't give twc
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seconds’ thought to recruiting a fret-
slinging replacement and carrying on
under the Minutemen moniker. In fact,
he withdrew from music altogether for a
while. He was coaxed back in a little by
his wife Kira, former Black Flag bassist,
who persuaded him to resume playing
and writing material that would later
wind up on records by Firehose as well
as the pair’s bass-duo project, Dos.

He was subsequently coaxed back into
music a lot by Crawford, then a smooth-
faced 21-year-old from Ohio. Crawford,
a trained trumpet player (who, as a lad,
had taught himself acoustic guitar by
playing along with James Taylor rec-
ords), underwent something of a reli-
gious experience the first time he caught
a Minutemen show.

“I was just amazed—my mouth was
agape,” Crawford, now 25, recalls. “I
had never really seen anything like it
before. Nothing had prepared me for
what they were doing. I'd really missed
the heyday of the hardcore punk-rock
thing. This was probably around the time
of Double Nickels on the Dime—that’s
the first time I saw them on tour, and I
was shocked and amazed. I couldn’t
believe how good they were.”

Crawford was a changed man; he’d
suddenly become the consummate
Minutemen fan and now, when he'd hole
up in his room to play guitar along with
records, the guifar was electric, the
records Minutemen. Not surprisingly,
Crawford also was severely shaken by
the news of D. Boon'’s death. But, after
a time, he made a bold move. He called



Watt, saying he wanted to audition for
him. But Watt wasn’t auditioning
players. Crawford called again—this
time having traveled to Southern Califor-
nia, pleading with Watt to let him come
over and play.

Watt relented, and the two had a go at
some Who stuff and several Minutemen
tunes. At that point, Crawford was
longer on courage and enthusiasm than
experience; he’'d never played a profes-
sional band gig. But one of the next calls
was from Watt to Hurley, and Firehose
was off and running, maintaining a hectic
schedule of touring nationally, perform-
ing frequent L. A.-area shows (including

numerous benefits) and feverishly cut-
ting albums. Indeed, the trio’s about to
start recording their fourth one—the
subject at hand as Watt sits outside
Iguana’s. He says that fROMOHIO was
atypical in that it featured a lot of material
left over from if’'n: “Edward’s songs
weren't left over, but all mine were,”
Watt says. “I only wrote one new song
for that record, ‘Somethings.’ All of them
were Iran-contras era, when those trials
first started to come out. That was right
when [ was writing for if’n—"

He’s interrupted by a young couple,
beside themselves with excitement at
running into Watt, wondering if he re-

ALL NEW EXCITEMENT FROM
THE GRAMMY-WINNING
CONTEMPORARY JAZZ GROUP.

“One of the pleasures of the Yellowjackets lies in listening to their
musical sophistication evolve with each new release. On The Spin,
they take a quantum leap forward." David Hiltbrand—PEOPLE

“The Yellowjackets provide the ultimate in melodic craftsmanship.
The Spin is the perfect example!"

Jesse Nash—JAZZ TIMES

*“...the Yellowjackets forge a new direction..."

Mike Fagien— JAZZIZ
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members listening to a Lakers game
with them just before a Firehose show.
He's polite as he greets the pair, recalls
the details of both the game and the gig,
and informs them he’s in the midst of an
interview.

This is how he picks up the conversa-
tion: “I shouldn’t have to be ashamed
about being in the Minutemen. There’s
that problem. The problem was D. Boon
getting killed. It’s always been a prob-
lem, and it always will be for me. There’s
no solution for that. But I can make a
band with Edward, a new band, Fire-
hose. So it’s hard. I've been trying to
say, ‘Well, I'll throw all that behind me.’
But I can’t, I don’t want to and I don’t
think I should have to. And now all that
baggage is on Edward.

“We never planned on this, we never
discussed it. But what do you do, man,
what do you do? But this will be more of
a Firehose album, probably, than the
other three. But, truly, a lot of these
songs I could never have written for D.
Boon. I do think the Double Nickels
album is the best album I've played
on...”

What’s the best Firehose album
you've played on?

“I don't know yet. I don’t think I've
done it yet. And it really ain’t Edward’s
fault; it’'s Watt’s fault, because when I'm
writing the right bass part, Ed will sound
good. So the burden is on me, and it
should be. It shouldn’t be on Edward.
Edward’s pressure should be in getting
out in front of people. I really give him a
lot of credit. But the Firehose story—it’s
hard for people to put in perspective, |
guess. That guy dies and you should
have an audition for the greatest man to
replace him. But to me, that’s not a band.
CONTINUED ON PAGE 68

FIREWORKS

D Crawford citernates between
two Schecter Telecasters, one black,
the other see-through red, both with
humbucker pickups. His amps are
two Hi-Watt 100-watt heads into 4x12 Mesa/
Boogies, with 90-watt Celestion speakers. His
one effect is an MXR Dynacomp. F. ¢ -es
Gibson sirings and sings into a Shure SM L8
microphone, as does Mike Watt. Wott's bass
of choice is a ‘68 Fender Telecaster, plugged
into a Gallien-Krueger BOORB and NRG
speaker cabinets, two 15s and two 10s. His
strings are Rotosound. Demon drummer
George Hurley presides over a Yamaha
Tour Custom kit (plus one Roto-Tom) and his
cymbals are mostly Zildjian, mixed in with o
few Sabians and UFIPs. Ever since a tour in
Europe, where he broke all his wooden sticks
and couldn't find proper replacements, he's
wielded black Aquarian plastic sticks.
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Miserable Love,
Family, & Paying
for Unnatural Acts

BY BILL FLANAGAN

HE BOTTOM LINE with all the

songs, whether the audience is

giggling at a song about dog

shit, or having a few yucks
about a song that’s also serious, or just
sitting there dealing with a song that’s
very serious, 1s as long as it’s affecting
them in one way or another, | think it’s
working. That is what I see my job as.
It’s quite clear to me now. For a while I
didn’t know what the hell I was doing, but
people pay eight or 10 bucks and they go
into a joint or they buy an album and the
idea is to affect them. That’s how they
get their money's worth.”

Loudon Wainwright is sitting in his
Greenwich Village apartment, justifying
his existence. The singer/songwriter
mainly lives in London these days, but
he’s back in the States for a summer tour
and back in his old New York stomping
grounds for the week. Wainwright was
one of the stars of the early-'70s confes-
sional folk boom, swimming in critical
acclaim while he was still a clever, callow
kid. Now he’s a clever, worldly, middle-
aged man, and the songs he’s writing put
his early work to shame.

“I'm glad it isn’t the other way
around,” Wainwright smiles, “people
saying, ‘I loved your first three albums
and the other ones are...nice.’ I'm
happy with the career | have. It would be
bullshitting you to say that I don’t want
to be more successful. I'm obsessed
with success and failure; I made an album
called Fame and Wealth. And I'm frus-
trated because I'm on the periphery of
the music business. It would be nice to
play in halls rather than bars and clubs—
which is what I've been doing for 20
years. So in that way I hope things
change for the better, but I'm very
grateful to have this job, I love this job.
I'm one of those people who got to do
basically what they wanted to do and get

Frustrated but happy: “It’s a great job.” But frustrated.

paid for it. So I consider myself very
fortunate. Although I don’t enjoy flying in
airplanes and sleeping in motels any-
more, | still more than anything love to
play for people. So. as Geoff Muldaur
said, my life is a snap. [t’s a great job. I'm
happy that people are appreciating these
last couple ot albums. I really reached a
crisis in 1978 when Arista dropped me.
The third major label to drop me. I was
making these records—I didn’t know
what the hell | was doing. I was trying to
second-guess what they wanted. [ had a
rock band. I didn’t know whether 1 was
The Will Rogers of Rock or The Old Steve
Forbert or The Bob Dvian of Future
Space—T1'd just bought the whole thing.
Like everybody starting out, there'd
been a big trumpet fanfare at the begin-
ning saying, “This guy is going to be IT.’
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Ard I just wound up at the end of the '70s
in a heap. I'd left my manager, my agent,
I went to California and then on to En-
gland. In 1980 I had to start again, with a
live record. Totally stripped down, voice
and guitar. And slowly, through this
decade, I've made five albums just trying
to somehow figure out how to do work
that I feel good about that is related to
something real.”

Getting booted out of the majors may
have been bad for Wainwright's blood
pressure, but in the long run it was great
for his art. He signed to independent
labels (Radar and Demon in England,
Rounder in the U.S.) and started making
records to please himself. He achieved a
creative breakthrough with 1985’s I'm
Alright, which he co-produced with
Richard Thompson. That album mixed



songs about the joys and horrors of
domestic life with meditations—some
funny, some poignant—on facing up to
never achieving your dreams. Although
the album was often hilarious, Wain-
wright never went for the cheap jokes or
self-satisfied cleverness of his juvenilia;
the new songs drew blood. Wainwright
and Thompson maintained that high level
of accomplishment on More Love Songs
(1986), which added to Loudon’s usual
topics the new theme of the expatniate,
the lonely American semi-star living in
London.

This summer Wainwright has released
Therapy. 1t, too, is on an independent

record label (Silvertone), but one distrib-
uted by a major (RCA). That means
Loudon’s got the best of both worlds:
small-label freedom and big-time
machinery. “The independents are
great,” Wainwright says. “I had three
strikes—Atlantic, CBS and Arista. [ was
playing ball in Japan. But Rounder or
Demon say, ‘You're a worthwhile artist.
We can'’t give you a lot of money. Here’s
the money, make the record.” No men-
tion of hit singles, no mention of units
sold—no mention of the stuff that made
me crazy. That was a great freedom for
me. I'm really grateful.”

In England Jake Riviera’s Edsel Rec-
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ords has just re-released Wainwright’s
first five albums, the entire Atlantic and
CBS output. Unfortunately, America’s
strict new import laws make it tough to
get them in the U.S. (One of the great
ironies of protectionism is that American
audiences are deprived of recordings by
American artists that foreign labels
support.) As for the Arista era, Loudon
says those records will reappear “after
my plane crash.”

Onstage Wainwright is still a hammy
extrovert, making faces as he sings,
lifting one leg in the air, sticking out his
tongue and then—unexpectedly—open-
ing his veins for the audience’s inspec-
tion. In “Your Mother and I”” he recounts
telling his child that he and his wife are
divorcing and “it isn’t your fault.” In the
new ““Thanksgiving” he describes—in
painful detail—the black thoughts and
petty jealousies that go through the
heads of grown brothers and sisters
when they are forced together at holiday
gatherings. The song’s honesty is un-
comfortable. It ends with the singer
going up to the guest room and falling
into a dream of the siblings when they
were all children and their parents were
still young, lying on the front lawn to-
gether looking at the stars. *“Thanksgiv-
ing” is a beautiful song, but almost too
sad to enjoy. Wainwright seems to be
coughing up an awful lot of blood for the
sake of giving his audience their 10
dollars’ worth.

“It’s in my nature to write and sing
these songs the way that I do,” he
shrugs. “The confessional comes natur-
ally to me. People say, ‘God, how can
you sing that?’ I'd probably feel worse if |
couldn’t. In that way they’re a bit cathar-
tic, though the songs are not written for
any therapeutic reasons. I admire other
songwriters who can write in different
ways. As far as it taking a chunk out of
me or costing me—it costs me. This is
show business. Because it’s an unnatural
act, you pay for it, like any unnatural act.
But it doesn’t cost me so much because
I've been so confessional in an evening,
it costs me because I've been out there
entertaining people and trying to affect
them and they applaud and give me
money and then I have to come back into
my real life. That's when I pay. But that
happens to a tap dancer, that’s an aspect
of show business. Andin a sense I'm part
of a big brotherhood of performers.

“When I write the songs I think
primarily about singing them in a live
situation. I'm getting more and more
comfortable with the studio—it’s only
taken me 12 records—but what I really
like to do is play for people. So the songs
are kind of designed to be performed
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(v 2 situation like that—where

lights and microphones and one

ath 300 or a thousand people sitting

ront of him—it’s a very unnatural

.uation. It’ ¢ suow. So the songs are

big, it’s exaggerated. It’s not real life,
but it’s based on my real life.

“I suppose there are areas that |
protect, that I wouldn’t write a song
about. But I wrote a song about the color
of dog shit, too. It has nothing to do with
taste. As far as my own personal life, I've
written a lot about very heavy, serious,
personal things. In a way it’s easier to
sing about them onstage in front of a
thousand people than it is to talk about

them to one person at a bar or a cocktail
party or over dinner. Again, because it's
an unnatural situation, it’s a show or a
record, there’s a kind of safety element
involved. ‘It’s not real—it’s a show!’ But
it can be about something very real.”
One real subject Wainwright’s gone
back to again and again are his ex-wives
and lovers. In one song on Therapy,
“Your Father’s Car,” he has the remark-
able bad taste to sing about going to visit
his ex-wife and noting the new stains on
her futon. Loudon, do these women
never call up and say, “Hey, you jerk, I
gave you enough material when we were
together—leave me alone!’?

oo
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“Well,” Wainwright deadpans, “it’s
with this stuff that I generate the funds
to pay the child support! I think that both
of my principal wives—the women that
I've had children with, who also happen
to be musicians [Kate McGarrigle and
Suzzy Roche]...I don't know what they
think. Here’s an example of a song not
about an ex-wife: the song ‘Synchronic-
ity’ on More Love Songs, which is about
hitting on a lesbian and then finding out. I
really liked it but I was worried about
singing it, much less putting it on an
album. Because I liked the person—
even though we were not a sexual item.
I decided to put it on the album—then
decided I should warn her first. Well, she
was delighted! And to this day is de-
lighted. In fact, I'm going to see her this
week. [ think people like to have songs
written about them, even if it’s ‘You
bastard, you!’”

Sure, but given that those two princi-
pal ex-wives are themselves well-known
singer/songwriters, they might be a little
less tickled than most folks to be musi-
cally immortalized.

“Well, you'll have to ask them, maybe
they are. I think maybe they understand
that these problems I have are with
women in general.” Loudon gets a semi-
contrite, semi-mischievous look on his
face and says warmly, “Although Kate
McGarrigle and Suzzy Roche are two
very, very special, talented, beautiful,”
he starts chuckling, “warm human be-
ings. They’re also smart enough to
know. And I've written songs about a lot
of people that | haven't been married to.”

Have Kate or Suzzy ever gotten you
back?

“I think Suzzy has gotten me back by
not writing any songs about me. I kind of
wish that she had. Once I thought that
Kate had written a song about me, but
she informed me later that it wasn’t
about me at all. So I think that basically
they ignore me, and that’s the way they
get back at me.”

His sense of humor is Wainwright’s
umbrella. He can say something offen-
sive—in song or conversation—and then
smile with a goofy, little-boy grin that
takes the sting out. “My tendency is to

RED GUITARS

RIMARILY | use a Martin D-21. They

don't make ‘em anymore; it's from the

'60s. | used another Martin on this

record, an M38 | keep in England so
| don't have to schlepp guitars back and forth.
| use medium-gauge bronze strings, no
particular brand. | use a Fender medium-
gauge flatpick. | don't play much banjo
anymore, but | have a Vega White Lady which
is a beautiful old banjo.”




Professionalism and musicianship are what
Little Feat is all about. So when the group reunited
recently, it's no wonder they chose the new Shure
Beta 58 microphone for their vocal lineup.

Unlike many microphones that claim “supercar-
dioid” polar patterns, the Beta 58 provides a “true”
supercardioid pattem that stays uniform throughout
the frequency spectrum. That means unprecedent-
ed monitor gain-before-feedback and better vocal
performances—on stage, where it counts. And the
Beta 58's neodymium magnet provides the hot
output desired for professional applications.

When you've eamed a powerful reputation like
Little Feat’s, you can’t compromise. And the Beta
58 helps make sure their vocals are absolutely clear,
night after night, show after show.

See what the innovative Beta 58 can do for your
performance. For the name of an Authorized Shure
Beta Dealer near you, call 1-800-257-4873
(in [llinois, 1-800-624-8522). Shure Brothers Inc.,
222 Hartrey Avenue, Evanston, IL 60202-3696.
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deal with things humorously,” he says. “I
think people who kind of know what I do
think I'm a funny songwriter. Certainly
some of the songs are total novelty
songs; ‘Dead Skunk’ is a total novelty
song. | love to make people laugh, I
always have. When [ was a kid in school [
was one of the class clowns. And it’s a

| very effective way to pull people in.
| ‘Thanksgiving’ is a deadly serious song,

but it’s got a couple of laughs in there, at
least in live performance. Now | wasn’t
trying to get a laugh—I just wrote it and
then it amused me and I realized it was
funny on one level.

“But [ want it to be a depressing song
in a sense. | wasn’t trying to lighten it up.
I think it's great if people don’t laugh at
that song. There's no reason in the world
why millions of people could not be
affected by that song about the
Thanksgiving dinner. But the problem is
that they don’t want to. Most people
don’t want to. It's why ‘Dynasty’ and
‘Falcon Crest’ are number one. Nobody
wants to watch PBS, nobody wants to
watch about the My Lai massacre. |
didn’t! I was watching a movie instead.
But if people allowed themselves to, and
if my friends from the radio stations
forced it on them a little bit, I like to think
they would be surprised, that it would
affect them.”

On his new album, Wainwright has
lumped his recurring topics together.
“Thanksgiving” is next to two other
songs about family on side two. On side
one he’s lined up three songs about
celebrity and the music biz. “I write
about a bunch of things,” he admits, “but
really just a few: family, miserable love,
and a few weird nonsensical things. It’s
kind of like painting the same picture
over and over again and trying to find a
new way to make it interesting. I'm not a
political songwriter. I've been listening
recently to some Woody Guthrie songs:
That guy was a political songwriter,
’cause he was down there living it. See,
I’'m not living it. 'm living sometimes in
New York and sometimes in London and
dealing with the kids and the people and
the career and my own littie doodly life.
One of the rules of writing is that you
have to write about what you know
about, and that’s all I know about.”

Luckily for Loudon, people will always
have kids and careers, so he’s probably
assured of an audience. Sometimes,
though, his most specific career songs—
i.e., songs about being folksinger L.
Wainwright IIl—become so self-refe-
rential that the snake swallows its tail.
Onstage Wainwright hits the audience
with “The Home Stretch,” a devastating
CONTINUEDPD O N PAGE 68
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microphone technology is in?
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backed by the best warranty in
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Taking innovation ore step
further Crown introduces the
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ing all the performance charac-
teristics of the CM Series with
the special feel and elegance of
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You flipped out the light and
closed your eyes, but your ears stayed
wide awake. The clock in the hallway
ticked like a metronome. Your horn
section wafted in, courtesy of a dis-
pute at the stop sigh down the street.
And when that siren wailed by, it
was just the beginning of your best
guitar solo.

You had
to get up and
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Jeff Beck’

)P SHOP

After another four years
in the garage, the supercharged
guitarist hits the road

By Scott Isler

at at the end of

ave tha ars
assurances d0 We hd go back 1o your c
MUSICIAN: '?zust PaC" again & m. Then
1985 YOU MCL ce 4 gy to buy the AP0 and
for another t et somebody s teasible 0 Soe

ea nal
BECK: K: None. ' nd ot deni\tt)\/ ‘you'\\ seeMme in
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mxagc)aex\ diige \\ha\ right, mayoe
stage:

we didn’t see Jeff Beck in 1986.
A I I Or 1987. Or...but you get the
,idea. When we last did see

Beck-—over four years ago, in an interview whose conclusion
is reprinted above—he had just released Flash, his second
album in eight vears. With clockwork consistency—you can
set your leap-year calendar by him—he’s now back with Jeff
Beck’s Guitar Shop, with Terry Bozzio and Tony Hymas.

Celebrities are suppased to be in the public eye. Beck
doesn’'t work that way. He makes other “reclusive” superstars
look desperately whorish. Most pop music icons, if not exactly
throwing themselves at reporters, can usually be found
furthering their careers in the recording studio or on the
concert trail. Beck has made four albums since 1977; except
for a mini-tour of Japan in '85 and a handful of benefit
appearances, he hasn’t hit the road since 1980.

So why do we still care about the guy, let alone even
remember him? A silly question with many answers. Let’s
start with: the Yardbirds. This 1960s British-invasion band
never seriously rivaled the Beatles or Stones in popularity.
Cognoscenti know, however, that the Yardbirds begat the holy
trinity of English rock guitarists, employing in turn Eric
Clapton, Beck and Jimmy Page. Of the three, Beck left the
largest recorded legacy; the group’s songs may sound dated
now, but not Beck’s sizzlingly subversive guitar solos.

PHOGCTOGRAPH BY STEVE RAPPORT
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companies. The first thing I had to do was leave home and not
be around my garage too often [chuckles]. By cutting off that,
going to New York and working with Nile Rodgers, it made me
concentrate on the project every day. I got on a train, so to
speak, within. I thought that’d be a quick stepping-stone to
success; I'll have a smash hit album with Nile Rodgers and then
I'll start doing what I'm doing now. But Nile didn’t have the
right stuff for me. The material was all wrong. There were a
couple of good things in it: “Escape,” which Jan Hammer
wrote, got me a Grammy, and “People Get Ready.” People
remember those two and they don’t remember any of the
others.

I loved [Rod Stewart’s vocal on “People Get Ready”], 1
thought it was brilliant. That was done in about two hours; it
was just one of those magic moments. He sings better than
anybody else on that sort of stuff.
MUSICIAN: Yet there seem to be person-
alily differences that keep you two guys
apart.

BECK: Oh...y’can’t blame him. He
turned his back on my thing years ago
and never looked back. If you were to
measure success by popularity-—and
money [laughs]—then who needs to
go back and look at the days when we
were driving along in the back of a
van? I can understand it. He’s shy of
that. 'Cause no one really wants to go
backwards in that sense. But he still respects me, I think. And
I think any time from here on out he’ll still always want todo a
record or two. But he’s in that little capsule floating around
L.A. and not really with us [laughs]. It must be really difficult
for a vocalist in his position to keep credibility. He’s only got
friends that tell him what goes on; as far as | know, he doesn’t
go to sleazy clubs—I mean, really sleazy clubs [laughs] where
you find out where these kids are coming from, what they’re
up to.

MUSICIAN: Do you do that?

BECK: Yeah! I don'’t like going on my own ’cause you feel a bit
of a twit. But Terry goes to clubs, he’s a club freak.

Those were magic days [with the first Jeff Beck Group]. 1
just knew [Rod] had a freak voice. He is a freak; nobody can
sing like that. They're just copies. He’s the prototype.
MUSICIAN: Is this new album almost all-instrumental because
you figure you can’t get another singer like Rod?

BECK: Precisely. I'd love to have a singer. But what makes it
special for me is the fact that I can entertain with guitars. The
first time a vocalist comes in, it’s a band, a normal band. No
matter how good or how slightly different it may be, it just has
that line-up: vocals, bass, guitar, drum. This way, it’s just
sounds; it’s not hearing anything that’s human. Find me a
singer and I'll put him in the band, but they’re all...I don’t
know. There’s probably somebody out there.

MUSICIAN: Was Flash supposed to be Jeff Beck's “commercial”
album?

BECK: That was the whole idea. I thought I'd make no bones
about it. I thought that’s what I have to do in order to gain
confidence in the record company that I wasn’t trying to sell
them down the river with some strange shit [laughs].
MUSICIAN: But your interviews at the time gave the impression
that you were only half into 1t.

BECK: Yeah, well...I had to poison myself a little bit. I didn’t
want to be in New York doing a commercial record; I can’t
pretend I did. But I should have taken stock of it and said no. At
least it got me out doing something; that’s one good thing about
it. If I hadn’t gone to New York I'd have sat around for another

“I was in despair of what had
happened to the music
industry—this endless

corporate cock-up of which I

was no part whatsoever.”

few years [laughs].
MUSICIAN: [ronically, that record didn’t sell so well.
BECK: That’s right. And for Nile Rodgers it’s probably a blot
on his career. But I think he used me as a sideshow. With
Madonna smoking and boiling and flames coming out every-
where, he couldn’t afford to spend much time with me. I was
slotted in between two Madonna singles [laughs]. In fact, |
think she was still mixing when I was doing my first cuts. She
kept coming in, saying, “How’s it going with Nile? When'’s he
gonna be free?” | said, “He ain’t gonna be free until I'm
finished! Piss off!”
MUSICIAN: Are you happier blowing on instrumentals?
BECK: Oh no, I love playing for vocalists. My whole thing with
Rod was embellishing what he was doing, and being thrilled by
the way he sings. It was like a ping-pong match. But it’s a whole
different thing since '75. I went out,
and [John] McLaughlin was around,
we did a double-barreled show to-
gether. It was two extremes: totally
esoteric jazz-rock and this—not pop,
more reasonable sort of music that I
was playing. Funnily enough, people
got off more on my stuff than they did
on his; they could understand the
comparatively simple rhythms.
John’s stuff was so out [laughs]. |
mean, [ loved it, but as a piece of
entertainment with a sizable audience
there has to be some common ingredient that people are
genuinely into and not wondering [whispers], “What’s sup-
posed to be happening?” A lot of girls don’t understand it. They
don’t like screeching, million-note guitar solos. They're
impressed for a few minutes; then the next song has that in it,
and the next one, and the next. It's much too deep for most
people.
MUSICIAN: Weren't you supposed to have done a rockabilly
album?
BECK: I was going to do something taking rockabilly elements
and twisting them into an "89 configuration, using slap-echo
guitar, wild sounds—a bit like the Stray Cats but super-
charged. Terry wasn't really into it. I think he wanted to go a
bit more street, more up-to-date. When I was 16 I learned all
those country licks and I thought people might like to hear a
side of me which they hadn’t ever heard. I played Terry a
couple of ideas on tape and he said, “Save it for your own thing.
I'm really not into that.” He isn’t a rockabilly drummer and you
need somebody who'’s lived with that. We have a great section
of it on “Savoy”; they let me get away with that.
MUSICIAN: You've said you like to work fast and cheap in the
studio, yet your albums always seem to take years.
BECK: | don’t know why that happened. I'll never let it happen
again. | think a lot of it is being too comfortable in the studio.
The place where we did Guitar Shop was really idyllic: right by
a river, a beautiful place to be. I should have been in some
crappy studio that was falling to bits and have to drive there
every day. When you're a resident you flop out of bed, it’s all
too easy, time flies by.
MUSICIAN: Was the material hard to pull together?
BECK: It was, because I'm not a writer. For Tony it must have
been like trying to wring blood out of a stone. 'Cause they can’t
do anything until I play something, unless they write it. And
obviously that wasn’t what they wanted to do, Terry and Tony.
We did the album ass-about-face. We should have gone into
a rehearsal studio for about a month and written the stuff, or
watched what we’d got already grow a bit before we went into
a studio. But they gave us such a dynamite rate at the studio;
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they said, “There’s the two-track, here’s the record button,
you guys have a good time.” We were going to spend some
time writing in there. But we were so knocked out by the
sound that we got there on tape. Leif Mases, the engineer,
went out the door and he came screaming back in, saying, “Do
you mind if I just hang around for a couple of hours?” We had
four decent rough ideas on tape in about a day. From then on,
he didn’t leave: “Right, get the master 24-track going.”

But we tried to run before we could walk. That’s the way it
goes: It was flattering to hear something back sounding really
good and not listening to a 10-cent cassette recorder and going,
“Oh dear, what do we do now?” It took eight months because
—we were playing chess! Tony bought this fucking chess-
board. We’'d get up about lunchtime. About two o’clock we
couldn’t get into playing so we got the chess out. It became like
a gents’ club. After three months I
said to Ernest [Chapman], my man-
ager, “Look, this is ridiculous.” “No,
no, you're still well within budget.”
He shouldn’t have said that!

Then what happened was, stuff
started sounding so great to us—
from nothing we had this monstrous
sound going—we didn’t really know
what we should dub on or leave off:
whether we should leave it raw as it
came off our guitars and drums or
whether we should layer-cake an
album to fit in with what’s going on today. That was a dilemma.
Terry would have wanted a three-piece band to kick ass, cut as
we played live, just get rid of a few glitches. But I don’t see
how you can make an album like that, not with today’s
recording methods. Too many factors go against that. If we
were in the '50s we could have cut an album in a half-hour, if
we'd had the right material outlined. But when you go back in a
studio and you hear depressingly thin guitar sounds and the
drums are kicking, you think, “Well, let’s just work on the
guitar rather than get Terry to go thrashing around for two
days while I try to get the guitar.” Maintaining the freshness is
hard, too, when you keep dubbing on the same track all the
time.

We needed a producer but we didn’t have one. At the end of
the day we had to make a three-way deal on it and agree we
should have had a producer. But we couldn’t find one. They all
said, “What the hell am I gonna do, come down there and go,
‘Yeah, that’s good’?” They’re too afraid. I needed a really
strong guy to come in and say, “This is shit, that’s great.” Far
as I'm concerned, you get a sounding-board. Even though it
may be a little bit harsh, you're still better off at the end of the
day saying, “This is definitely down to the producer.” We didn’t
get a guy, so that was it—rather than get in deep, in big money
and spend a month finding that we didn't like the guy. I was
dying for somebody to come in after we’'d got four or five
finished things, just to see what they thought. You can’t expect
them to take time out to come down and then have the embar-
rassing task of saying, “Sorry, we don't like the looks of it.” If
you're going to do something as out as this is, you've gotta take
that load on your own shoulders. It was all very abstract until
we rounded off a few rough edges.

MUSICIAN: You didn’t mind working in Jimmy Page’s studio?
BECK: That hurt, knowing he was getting all the bread for it.
When we finished the album I left me bike there, in his shed.
So he got a bicycle out of it as well.

MUSICIAN: Why don’t you go back and get it?

BECK: He's probably sold it!

MUSICIAN: Can you explain some of Guitar Shop’s song titles?

“I went through a period of
feeling, was it worth keeping
up the chops? Or was it time to
put the guitar away?”

BECK: We were terrible at titles. In fact, we were having a
celebration dinner up the road from the studio on the last day,
when we were gonna wrap up the whole thing, and nobody
could think of any titles! 'Cause with instrumental stuff, there’s
nothing to point the way. It could be a million different titles and
they would all fit. It’s just selecting the right one that does
something for a song. “Savoy” had that "40s-type swing, pre-
rock 'n’ roll. On “Big Block” we wanted something that gave
this impression of size and power; “Big Block Chevy” was
what we were gonna call it. Then we dropped out “Chevy.”
“Stand on It"—they're all hot-rod oriented. Some of the hot-
rod slang is really tough, fun, slick street-sounding things. On
“Two Rivers” we sat around, closed our eyes and thought, and
everybody came up with this picture of a landscape with
meandering rivers in it.

MUSICIAN: How about your use of the
whammy-bar on “Where Were You’?
BECK: That’s quite revolutionary for
me: to play the tune using the arm.
You've just gotta make sure that
you've got just the right amount of up
motion so that it bottoms out before
you go too far. It’s all in the wrist
[laughs).

MUSICIAN: It’s a beautiful song.
BECK: It sings. It’s like whistling,
singing. But it was difficult doing that.
On the unaccompanied first sequence
of melodies we had to get rid of [whistles melody followed by the
sound of amplifier static]. It was heartbreaking. The soul was
there, the performance was there, but we couldn’t use it; the
guitar was saying another song underneath it! We used gates
and all kinds of tricks to try to get rid of that. I tried swelling
every note with the volume control, which would get rid of it,
but none of the lads liked it; they wanted the full-bodied note
which sounded much more majestic.

MUSICIAN: And you're going to do that live!

BECK: Yeah, probably twice [laughs].

MUSICIAN: The last time you surfaced for interviews, when
Flash came out, you didn’t seem all that interested in music.
BECK: I wouldn't say | wasn't interested. It’s in the blood, and
obviously I'll never shake off what’s deeply rooted. But I was
in despair of what had happened to the music industry—just
this hopelessness with this endless, powerful corporate cock-
up that was moving along at 100 miles an hour and of which I
was no part whatsoever. I just had this feeling that I was
wasting my time. There was nobody really rooting for me in
any powerful position. As my record company's based in New
York and I live in the depths of the country in England, I just
didn’t feel I was even in the business.

I wouldn’t say I'd given up hope of playing as such, but I need
to be kicked. I mean, after 25 years’ twanging I need somebody
to knock on my door and help me a bit: “Come on, I've got
these few nice riffs, you get out here and play these.” But it
doesn’t happen. You've got to be the one to knock on
somebody else’s door, and you've got to provide them with
fuel. I'm sure, now that I've said that, there’ll be a lot of kids
coming knocking on my door, which is great. [Weve listed Jeff's
home address at the end of this article, kids.—Ed.] But where |
live there’s nothing really to keep the fuel on the fire, so to
speak—no local bands worth watching. You've just gotta wait
till you hear the rumble from London that something’s worth
going to see, and you take your chances and go see it. It always
winds up a total frustration; "cause if the band’s great you curse
that you can’t go back home and suddenly start something up
overnight. So then it goes on another week, and another week
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—and then more building of cars takes place.

MUSICIAN: Was this feeling compounded by your experiences
making Flash?

BECK: I just lost heart after Flash came out—when the record
company told my manager it was cut-and-dried, this is going to
be a hit; whether it’s going to be huge or not, it’ll be a big
enough hit for Jeff to concentrate on another album, and it’ll
give him that little bit of a boost. It didn’t do that. And I was
looking at my manager for the reasons why. I'm hopeless. I'm
not blaming him for bad management on that, but I could have
done with some support from
somebody: either material or
great players, names and ad-
dresses of people who could
really do something special.
But to leave me alone without
anything was just fatal, 'cause
I'll never do it. But now I have
made an effort. I went down to
Tony’s place in 15-below |
temperatures and sat in his
little room and came up with a
few things. Most of those
sketches we did wound up on
the record. Either you put in or
you get out.

I went through this period of
feeling, was it worth keeping
up the chops and practicing
eight hours a day, or was it just
time to put the guitar back in
the case? Then just a few trips
to America made me feel to-
tally sick with guilt. All these
kids were coming up to me
saying, “Come on, when are ya
gonna do another one?” That
just made me do it. ’Cause I'm
not an extrovert, not at all a
show-off; 1 don’t have to go out
and show what I can do. I'd
rather not do that at all.

I don't like touring. I usedto.
But I get homesick. I know that
sounds a bit fairy, but the more
you travel, the more you ap-
preciate home. Whereas when
you first get in a band, the first
thing you want to do is check
into a hotel, order room ser-
vice and be rock 'n’ roll! You get fed up with doing that after a
few years and you start homing in on what really is important
to you.

I don’t have any family or anything. I have an older sister
teaching English in Switzerland; I don’t see her at all. She
taught me everything. She’s a brilliant pianist, she can ride
horses and draw pictures of them—a genius, speaks five
languages. Then there’s me [laughs]. My mum didn’t want to
know about me. [ think I was an unwanted one [laughs]. My
sister was the apple of my dad’s eye. I think my mum started to
realize there was something—even though the noise was
unbearable, I think she realized there was something there.
But the guitar—when you want your son to play piano and
impress all the neighbors with Rachmaninov, and all you got
was Chuck Berry.. . [laughs].

MUSICIAN: Were your parents eventually proud of you?

“I destroy what I create. And
sometimes the stuff would be
better left complete.”

BECK: Yeah, yeah. First TV appearance, | came over and they
were waiting for me: “’Ello. We were really proud of you. You
came across very well!” “I hate to tell you, but it was miming. "
I really woke up to what a fake, cheaty sort of business it all is
when the Yardbirds had “For Your Love.” I thought, well at
least we’re going to be playing! “Oh no. We play the record and
you just make out you're playing.” I thought, God, all these
people think we’re really playing!

I'd just left art school—who doesn’t leave art school? Eric
Clapton? Never been to art school. I went to Wimbledon. The
standard there was so outra-
geously high it was just worth-
less even staying. The dedica-
tion of some of these guys. I
thought, a couple of years, I'll
learn to paint and make a living
at it. But you saw people from
previous years who’d left and
they were coming back in rags,
still couldn’t get a job. I was
completely cast aside by all the
teachers as a complete failure.
I was just nothing more than a
banjo-twanger. Within a year
I'd made more money and got
more recognition doing that—
one of these days I'd like to go
. back and say, “Hey! Good job I
. didn’t listen to you, isn't it?”

- MUSICIAN: So are you back to
practicing?

BECK: I've been nibbling, two
- hours a day. Frustrating,
. though, when you’ve got just
your guitar and your amp. I've
heard myself play, I don’t want
" to hear it anymore! [laughs] 1
moved my stuff from the coun-
try up into London and I prom-
ised myself that every time it
rained or was icy or shitty
weather outside I'd go in and
play. But it didn’t last. I just
need live drums to get off. |
can’t bear pressing buttons any-
more; I've swept that aside. It
can be so depressing that you
come out feeling worse than if
you hadn’t gone in.

MUSICIAN: You often talk about
music in terms of anger—pounding the guitar, for example. Is
this all just a substitute for something else?

BECK: Probably. Being vegetarian slows you, stops the animal
aggression a bit. But it also opens up another door, of self-
control. You can accept a lot more criticism without losing your
temper. When I ate meat I was much more aggressive. But of
course that was 20 years ago. | remember after about eight
months of not eating meat I found [ went more for the throat on
the guitar than other people’s throats [laughs].

MUSICIAN: Are you your own worst critic?

BECK: Terrible. I'm dreadful. In fact, if I could just stop being
that, I might get somewhere. I destroy what I create. And then
sometimes the cropped-off stuff would have been better left
complete, even with the mistakes and all, rather than try to get
it all nicely rounded out. I'm a little bit in awe of Tony; I find it
difficult to play freely because he’s so fine. It must be murder for
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SHOP TALK

EFF Beck didn't give guitar shops much business for the

recording of his new Guitar Shap album. He played practically

everything on either a Fender Stratocaster or Telecaster. The

Strat is a 1962 body with a later neck on it, given to Beck by
Seymour Duncan; Duncan pickups, of course. The Tele is an unaltered
1954 mode! Beck bought in ‘81: “Seven hundred bucks—I couldn’t core
less,” the guitarist states. “| picked it up and it felt like | got my old friend
back again.” The only other guitar used was a Gretsch Country
Gentleman on “Savoy,” Beck’s tribute to Gene Vincent's original lead
guitarist Cliff Gallup. When it comes to strings, Beck’s a Rotosound man,
and lots of them. "I go through so many now. ‘Cause the way | play, using
the arm for playing tunes, completely trashes the strings. In a half-hour
you can go through a set.” Special effects? “I've stayed away from them.
All l've got is a ProCo Rat distortion pedal, and the rest is done with
fingers.” While rehearsing in July, however, Beck also had his Strat going
through a Boss Digitol Delay DD-3 pedal. For amplificotion he sticks with
a Fender Twin Reverb linked to a Princeton and turned up “almost full. If
you pulled one or the other amps out, the sound would disappear; it
needs both of them. I've tried a new Marshall preamp unit but | wasn’t

comfortable with it. We went through a load of outboard studio effects
but it just doesn’t suit my style. | like to have the note pure as it can be and
rely on the playing to put the message across. | don’t really take much
pleasure in listening back to sound effects—unless they’re devostating.”
On keyboards, Tony Hymas plays a Roland D-50, Yamaha KX88
and Ensoniq VFX. He also uses an Oberheim S-900 module, “a lot of
homemade samples” and on Emulator. Terry Bozzio's drum kit is a
Remo Encore set, with 8%, 10", 12”, 14" and 16" toms; two 22" bass drums;
and a 5'4x14" snare, sometimes replaced by a piccolo or 8” snare.
Cymbals are mainly Paiste Colorsound; Bozzio likes to double them,
putting Chinas on top of other cymbals for a “trashy white-noise sound.”
His four high-hats include spokes, normal, two Rude splashes put
together and a closed 14" pair on a tree with a double China below and
a thin cup chime on top. {He also likes cup chimes and bell cymbals.) A
Paiste Sound Creation gong is mounted on a Bozzio-designed three-
point stand which Drum Workshop will be marketing. “I also have a
tambourine which got lost in the carnage.” Sticks are his own Pro-Marks.
Guitor Shap's fitle track is the only one using electronic percussion: a
Roland Octapad through an Emulator. “The rest is all acoustic drums.”

him to listen to me making mistakes [laughs]. But I've always
thought it’s better to have people miles better than you in the
band; it keeps you up. I couldn’t play with a guy that was so-so.
MUSICIAN: Can you see doing another album with Terry?
BECK: I hope so. It'd be great for them if this album and tour do
really well. We'll be flying. We’'ll get a second wind and they’ll
come in with some material; we’ll have a proper band then. But
there’s as good a blueprint as I could provide. It ain’t for the
want of trying. ¥

Coming Next Month:
The Incredible Musician
Makeover

| Rockman. The Next Stage.

Therels
No Sound Barrier.

Nothing can hold you back from achieving the guitar sounds you've always wanted. And now you can have
unparalieled ROCKMAN sound three ways - stereo concert stack, rackmount preamp system, or portable amplifier.
Whichever you choose, you'll have uncompromising quality and sound, studio and concert tested by Tom Scholz. For a
hands-on demonstration, see your local dealer now, or call Scholz Research and Development, Inc.

ROCKMAN STEREQ
MODULAR AMPLIFIER
The 500 watt concert stack with full

signal processing - from ultra clean
sustain to mega distortion sounds.

MIDI Programmable Mulitipro-
cessor/ Preamp. The rackmount
version of the Rockman XP 100,
without the powerstage and
speakers. Program 100 of your
favorite sounds and access them
instantly through MIDI.

)

We Exist For Great Guitar Sound

Dept. MA, 1560 Trapelo Road, Waltham, MA 02154 (617) 820-5211.

™
) )

MIDI Programmable Stereo Amplifier
performs six effects at once. Crank up
100 completely different clean and
distortion sounds with 100 watts in
stereo.
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After we pertected

the Strat Plus

we decided
to 1mprove tt.

Last year, a new instrument quietly emerged
on the scene. Top players picked up the Strat®
Plus immediately. (They never seem to miss a
beat.) But it didn't make much noise until the
Music & Sound Awards. Competing against the
top guitars in the world, the new Strat Plus took
the 1989 award for “Most Innovative Guitar”

We could easily have rested on our laurels.
But that’s not the way Fender works. We believe
you're only innovative as long as you continue
to improve. So instead of admiring our trophy,
we looked for new ways to improve our perfect

guitar. And you'll find a
real breakthrough on our
new Strat Plus models.

Atighter grip
on tuning,

Fitting easily into the
bridge cavity, the Hip-
shot Trem-setter® adds
tuning stability to the
existing tremolo system.
It returns the tremolo to
the exact “zero” position.
You can play right hand
bridge harmonics, aggres-
sive rhythm parts or mute
strings and the bridge
remains stable. In other
words, the bridge won't
move until you want it
to—not when youre bend-
ing strings or resting your
hand on it. All the advan-
tages of a non-tremolo
bridge. And when you
combine the Trem-setter
with our celebrated
American Standard
tremolo bridge, you've
got the best of all worlds.

A complete
system makes
staying in
tune easier.

Moving up the neck,
the Fender/Wilkinson
roller nut lets strings
glide through the nut,




reducing friction and
binding. The advanced
design lets strings roll
with the tension instead
of resisting it. The system
is completed by our high
precision locking keys.
These spccial tuning
machines feature zero
post movement, which
means no backlash, and
they lock vour strings to
the string posts, climinat-
ing excess string wrap.
So tuning remains stable
without locking strings
at the nut.

Picking up where
pickups left off.
The Fender-Lace
Sensor® (available in
four versions) features a
patented magnetic ficld
design that delivers the
broad tonal range vou
expect from single-coil
pickups—but without
the noise. And without
the annoying magnectic
“string pull,” it’s got
increased sustain and
improved tuning stabil-
ity. You'll not only dupli-

cate vour tavorite pickup
sounds, but vou'll get
higher output, more
accurate string balance,
truer harmonics and
overtones.

Upgrade vour guitar
with Fender-Lace Sensors.

<
Follow the lead
of top players.
Many of today’s

leading performers are
alrcady using the Strat
Plus. And now that you're
in on their sceret, step

We did! The Gold (50’s
Strat sound) is used in
the Strat Plus and Deluxc
American Standard Strat.
The Silver (“Fat” Strat) is
in the neck and middle
positions on the Deluxe

Strat Plus. The Blue(warm
and rich harmonics) is
our choice for the bridge
position on the Deluxe
Strat Plus. And weTre
working on a special
guitar for the Red one
(red hot mega-output).

Aprecisc two-
way truss rod.

The exclusive Fender
Biflex® truss rod adjusts
the neck in two direc-
tions, allowing for precise
curvature adjustment no
matter what string gauge
voure using,

a little closer to the top.
Try the closest thing vet
toa pcrfcct guitar at vour
Fender dealer.

For our latest bro-
chures on guitars and
amplifiers, send 82 to:
Fender, 1130 Columbia
Street, Brea, CA 92621,

Deluxe Strat Plus/Strat Plus

Pichups J Fender-Lace Sensors
Nut Fender Wilkinson
Needle-bearing Roller
Kevs Locking Kevs
Sclector S-position
Switeh
Controls Master Volume

Tone (Neek 21U
THX (Mid & Bridge U

Tremolo American Standard

Special Hipshot Trem-Scuer
Feature

Scale Length 2357 (6477 nmun)

Frethoard Rosewood or Maple

Radius US" (2413 mim)

Frets 22, jumbo
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The Smiths guitarist finds happiness after five years of fame

YEARS AGO, inspired by a TV program on rock ’n’ roll songwriting partners Jerry
Leiber and Mike Stoller, a teenaged Johnny Marr introduced himself to one
Stephen Patrick Morrissey, whose flair for lyrics Marr had heard about: “I knocked
on his door and said, ‘I know who you are, I’ve got some songs and do you wanna
write for me group?’”

The resulting band, the Smiths, went on to make British pop-music history. From
1983 through 1987 they released 17 singles, half of them geing Top 20. Morrissey’s
lyrics, reeling with self-doubt and confusion, went right to the heart of the Smiths’
predominantly teenaged audience; Marr’s crisp musical settings and sparkling arpeggios made the
usually bitter messages easy to take.

But for Marr, realizing his dream of being a pop star also left a bitter aftertaste. In August 1987—and to
Morrissey’s claimed surprise—Marr announced he was leaving the Smiths, effectively ending the band.
By then Marr had already played on recording sessions for Bryan Ferry; subsequently he hooked up with
Talking Heads, Chrissie Hynde’s Pretenders and Paul McCartney. Mick Jagger and David Bowie have
checked him out. The news spread fast: Marr was hot.

His current alliance, though, is not with a superstar but with his friend Matt Johnson, slightly better
known under his group alias of the The. On the aptly titled Mind Bomb albam, Marr runs through a
dynamic range as broad as Johnson's cosmic thematic concerns. The guitarist once famed for his filigreed
fret-work now boasts that on Mind Bomb’s “The Violence of Truth” he came up with “the best riff Jimmy
Page never played.”

Marr’s other ongoing project is collaborating with New Order’s Bernard Sumner on a Sumner solo
album. One track was written with Pet Shop Boys Neil Tennant and Chris Lowe. Strange company for the
Smiths’ guitarist? That’s the idea. “I wouldn’t like to be painted as Mr. Rock 'n’ Roll Guitar Purist,” Marr

PHOTOGRAPH BY ANDREW AND STEWART DOUGLAS
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maintains. “This turns people’s perceptions of what I do on its
head.”

In conversation Marr comes across as earnest and intense. He's
sallow of complexion, speaks in staccato, and chain-smokes. For all
his accomplishments, he recently turned 25. For this interview he
spoke almost non-stop for three hours in a New York hotel room—
candidly, with neither false modesty nor pretense. He's not as
humorless as he may sound here, but when it comes to music, Marr
doesn’t kid around. “Arrogant swine”? No, just someone who knows
what he wants, As well-known as he already is, Marr is bound to be
heard from for a long time to come. Meet a new kind of guitar hero.

IT SOUNDS CORNY, but there was never really a time when I
didn’t have a guitar. I come from a large Irish family who moved
to Manchester. My folks like country music. That could put you
off any kind of music, if your parents are into it. But as we got
older that became our only common
ground. The most touching moment
of my childhood, where my father
was concerned, was when he gave
me an Emmylou Harris album. My old
man had nothing to do with me until I
was famous. Which [ swore, before |
was famous, I'd never forgive him for.
I was just really glad he was proud of
something. Probably if I didn’t have
that ongoing battle with my father I
would never have had the desire to
prove myself.

In the early '60s my parents and
their mothers and sisters—about five
families in all—all moved within two
streets of each other in Manchester.
They were all really young; my par-
ents were like 17.when I was born. So
there were always parties, and [ was
given musical instruments. The first
was a toy harmonica, then plastic
guitars. Each Christmas I'd try to get a better one. I got a
paper route and saved up until I could buy an electric, which
was an old three-quarter-size Strat-shaped Vox. Marc Bolan
was my first real influence. Music was my passion; I got alot of
stick for taking music so seriously. As each year passed in
school I got more and more serious about being a musician.
That was my whole identity, from start to finish.

The luckiest move of my life was from the north side of
Manchester, which s quite poor, to a better part of town, south
Manchester. That’s when [ was introduced to other guys who
were playing. But it was unusual, because of the school I went
to and because of my background, to take myself so seriously.
I was aware of people calling me an arrogant swine behind my
back. But I fought it. As I got older I went through a period of
wearing earrings in school and dyeing my hair.

When I was 10 or 11 I'd buy a single every week: T. Rex or
Sweet or Gary Glitter. .. Roxy Music, David Bowie. I'd wait all
week to buy arecord, and when I'd bought it I'd play it and play
it and play it—play the bits I liked and try to work it out.

It was impossible for me to go to new-wave gigs: I just
couldn’t get in "cause I was too young. The timing was unfor-
tunate ‘cause I'd started getting into playing properly, stringing
chords together and writing songs. I regressed; I went back
and checked out all this old stuff. I got heavily into Motown,
specifically. I hung out with older guys who were really serious
about playing.

I have no formal musical training. I took music as an optionin

years of my life when
I was famous were
the most depressing
five years I can

remember.

school when I was 14 or 15, but I was never really there. The
first time [ was ever in a recording studio was when I was
supposed to be doing an exam. I was in Nick Lowe’s studio with
his band. We did this thing for [then-Stiff Records head] Jake
Riviera that never happened; he’s probably got the tapes of this
awful band somewhere. Typically, I was good at art. I don’t
know why guitar players are like that—maybe because they're
lazy and not that intellectual.

I'd been starting all kinds of groups since I was 12. I was
always the one to instigate it; I was fairly boisterous. I'd get a
band together and we’d stay together a couple of months and
rehearse once a week but we never had any songs. My song-
writing education was born out of the necessity to play over
something. It was all for fun but I was taking it seriously.

The combination of events making the Smiths was just
perfect. I didn’t have a group together, I didn’t feel any
empathy with any of my friends because I took things so
seriously. I'd left school. It really
worked from the word go. Morrissey
was really serious about getting in a
group. Andy [Rourke, Smiths bass-
ist] I met at school. I was wearing a
Neil Young Tonight’s the Night badge
and he came up to me and said, “I'm
really into Neil Young.” Andy got me
heavily into West Coast American
music. I know all Neil Young’s stuff
inside out.

With the Smiths, I'd give Morris-
sey a cassette of music for lyrics—
and I was constantly surprised and
pleased. That was one of the joys of
working with him. He was so unor-
thodox and he really had his own
style. I really believe he’s one of the
best lyricists there’s been. I don’t
think anyone’s got his wit or insight or
originality or obsession or overall
dedication.

We were really sure of ourselves and confident we were
gonna do some good stuff. The idea was to be writers first and
foremost rather than being a gaggle of friends going out rocking
around the world. The whole thing was about being writers
more than performers, initially. We were very confident—
confident to the point of arrogant! But if it wasn't for Joe Moss,
our first manager, the Smiths wouldn’t have happened. He
sunk a lot of money into our early recordings. His clothes shop
went on the slide because he believed in us so much.

He left the day we got on the plane to come to America the
very first time: New Year’s Eve 1982. He had just had a kid,
and the band was getting too big. After Joe Moss we had just
one managerial disaster after another. Morrissey and myself
used to run the group, which in itself is a really hard task, as
well as writing songs and performing. That was one of the
things toward the end that just really got on top of me; I
couldn’t take care of all the business and the music at the same
time. Up until about a year ago, managerially, my life has really
been a disaster, a series of mistakes.

We were a difficult group for an American record label to be
successful with because we were so intent on releasing
singles. At the time it was frustrating for us. We couldn’t
understand why we weren't bigger; we’d just blame the whole
country. We thought we could bring back the singles ethic and
we were coming up against this monstrous machine which
wouldn’t let us do that. We weren’t into making videos; we
refused to come over here to do crappy things. What frus-

he five
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trated the hell out of us toward the end was that we did big gigs
and had a strong following and record sales just didn’t parallel
our live success. I was proud of the fact that we didn’t play the
game but it didn’t help us at all. Had we been more successful
record-wise we probably would have split up even earlier.

I left the Smiths for both professional and personal reasons.
Professionally, I think we worked too hard toward the end; we
did too much. I burned myself out. I would never point the
finger at anyone in the rest of the group and I always took the
blame for anything I was unhappy with. I felt if [ were to try to
write another record after Strangeways, Here We Come it
wouldn’t have been anywhere near as good as anything we’d
ever done. I really wanted to take a long, long break. Also I
wanted to get into new stuff musically, things that were really
different from what the group was about. I was starting to get
back into the Isley Brothers and the Ohio Players and the
Fatback Band, especially.

I got married in 1985 but I've been
together with Angie since I was 15
and she was 14. My marriage is the
most important thing in my life; I can’t
imagine a better relationship. And
Angie and I completely forfeited our
relationship for the group. My house
was central HQ. I did everything for
the band, and Angie encouraged me
to do that. I was married to the group,
not her, and it was one aspect of my
leaving the band. I wanted to get to
know my wife again. She always took
second place to the group. AndIdon’t
care whether people are disappointed
in me. There is no way I'm gonna
sacrifice that for anything. No way.
We were so happy before I got fa-
mous. | was really miserable all the
time I was famous, just real fucking
miserable, man. So I left. If I had
come out and told everybody how really miserable it was, it
would just be seen as an attack on the group. Well, it wasn't; it
was just myself.

I was criticized in some quarters for getting too rock 'n’ roll.
But when we’d go onstage I'd feel real pressure to do a really
good gig. I had to be a little bit larger than life. No one who
went to those shows complained. But in order to do that, in
order to face those kind of crowds, 1 had to get really ripped. 1
still played well. I would have hated myself if I would have got
so drunk that I messed up and messed up the band. But
physically it was really bad for me. It’s a bit corny: “Yeah, we
were on this tour and I had a drink problem.” It was one of a
million reasons for me. Andy and I used to fight a lot. I didn’t
want to see him killing himself with heroin.

In a nutshell, my leaving the group was really a matter of life
and death. I'm thoroughly insulted that anyone could insist that
it was a career move or due to egotism. I didn’t know at the
time that I'd be able to play with the Pretenders or Talking
Heads. When I left the group I thought I was gonna have to go
back to Manchester and sit under a tree. I was prepared to do
that; I was happy to do that. I just couldn’t carry on beingin a
band and unhappy.

Ending the group was really untidy and ugly. We finished a
record—and I thought, if ever there was a time for us to take a
break, this was it. I felt I shouldn’t write for a bit; 1 should just
get away, try to rethink this. The rest of the group couldn’t
accept that. So I just got out and wished them well. A lot of
people don’t believe that. I was really insecure about what 1

“] got sick of being lumped in with
this boil-in-bag indie rock.”

did. I didn’t have any confidence at all. People think it was the
other way around: I thought I could be bigger than the group.
That’s completely untrue. I never expect to be as popular or
sell as many records as Morrissey or any other singer 'cause
I'm a guitar player and I'm happy doing that.

Bryan Ferry is a good example of the way things went in this
period of my career, in terms of bad timing. The Smiths knew
what we wanted to record; we had the songs, we went in and
recorded and we wanted the record out without any messing.
Other people take a lot longer. I played with Bryan Ferry while
I was still in the Smiths, and I was encouraged by the rest of
the band to do it. There were no problems. But by the time
Bryan’s record [ Béte Noire] came out I had left the Smiths. And
I was so offended about what was said about the split that I
went out and promoted Bryan’s record—almost thumbing my
nose at my own audience. Which I'd do again if they ever put
me in the same position.

After the split, the idea of doing
sessions was really attractive to me
"cause I didn’t want the responsibility
of being in a group anymore. I didn’t
want to feel that dangerously ob-
sessed. I didn't want to be hurt by
three other guys again and I didn’t
want to hurt three other guys. Pro-
ducer Steve Lillywhite approached
me about playing on Talking Heads’
Naked. The idea of going into a studio
and putting my mark on a song by
someone as good as David Byrne
really appealed to me. I decided then
that I wanted to develop what | had as
a guitar player much more than a
writing capacity. Sessions were a
perfect way to do it.

I wouldn’t have played half the stuff
I did on Naked if David Byrne hadn’t
pushed me in particular directions.
On “Cool Water” I tuned a whole 12-string, a Gibson 335, into
adrone. I don’t even know what key it was; I just tuned it and
then started playing slide over it. Instead of plugging in
we miked up this semi-acoustic guitar; I'd never done anything
like that.

Almost the day the press split the Smiths, I got a call from
Paul McCartney’s management saying he was putting together
one of these jam groups. The call said, “Do you wanna come
down and do it?” I said yeah! And he said, “Right, do you know
‘Twenty Flight Rock’ and ‘Lawdy Miss Clawdy’” and all these
old rock 'n’ roll songs—all the stuff Paul really loves, that’s
where he came from. I said yeah, and he said, “Well, do you
know stuff like ‘I Saw Her Standing There’ and ‘Get Back’"—
he gave me a whole list of songs. I said, “Well, I'll have to ask
my parents about these songs.” 1 got a couple of albums off of
them and made a tape and | went down there.

It was both one of the best days of my life and one of the
most disastrous. | was so nervous, I'd never played as badly in
my life. 1 froze, just couldn’t move; I was stricken with fear. To
play with Paul was incredible, something I'll tell my grandchil-
dren, hopefully. 'Cause his enthusiasm for music is incredible.
He doesn’t need to do it, and when he plugs in—we played for
seven hours. There was Paul, Henry Spinetti—a great
drummer—myself and another guitar player. They were taping
it, unfortunately!

I was writing my own stuff for a record when I got a call from
Paul McGuiness, who manages the Pretenders. He told me
the Pretenders had some gigs lined up supporting U2 in
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One of the biggest headaches you endure as
a performer is setting up and tearing down your
sound system. Is there enough space for it on
stage? Or in the truck? Is it easy to transport?

The §-200 =liminates the numerous size and
weight protlems you've encountered with other
systems. That’s because it’s the smallest, most
powertul speaker in its class.

Size dcesn’tlimit the S-200’s versatility,
however.

Whether you use it for vocal mains, floor
monitors, keyboard monitors or sidefills, this
speaker literally fits the biil.

Best of all, it sounds BIG.

The S-200 is rated at 300 watts long
term . . . with 1200-watt peaks.

Its constani-directivity horn, driven by a
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America, and Robbie McIntosh had left; would I do these gigs?
That was an interesting invitation because I'd liked the
Pretenders’ early records and without doubt [late Pretenders
guitarist] James Honeyman-Scott was a big influence.

I met with Chrissie and we got on really well. The gigs were
fantastic. To learn 30 Pretenders songs in a few weeks was a
real challenge. On a personal level, Chrissie helped me
immensely with dealing with the Smiths split and dealing with
the press. In many ways my relationship with Chrissie, our
friendship, was far more important than the way we felt about
the group—the way I felt about being in the Pretenders. That’s
why I didn’t stay around too long. I just didn’t think I was the
right guy when it came to recording. It was as simple as that.
We did two songs which have been released as a single,
“Windows of the World” and “1969.” Both were first-take, live
in the studio. Chrissie’s good enough to do that. Very few
people can motivate a band to get it
right in the first take. We went into
the studio with [producer] Nick
Lowe, and Nick’s the kind of guy
who, once he’s heard the take, he
knows that’s it.

Two of the Pretenders had left,
and that was a perfect opportunity for

flattering to have copyists but it’s such a one-dimensional kind
of copy. I hated being lumped in with that. Towards the end I
was thinking, “Why isn’t there a young group of upstarts to
come along and say, ‘That band is crap; this is something
new’?” That really disappointed me. All I was hearing was
young bands trying to emulate us. That sounds incredibly
ungrateful, but I believe in the optimism and idealism of youth.
Wanting to be like another guy is a shame. I thought if no one
else is gonna create this music that’s gonna turn our audience
on its head, I've gotta be the one to do it. That’s why I went
back to listening to Fatback. I buried myself in these mid-'70s
black records I really liked: the Isley Brothers’ “Live It Up,”
“That Lady”—I really love that sound.

That was one of my frustrations with what happened to the
Smiths. Politically, it’s a double-edged thing. I feel great that I
wasn’t just in a group that played. We did have some musical

politics and we had some very
strongly defined rules. But after five
years of that you end up boxing your-
self into a corner; you become so elit-
ist that other influences just aren’t
allowed. And it wasn't that they
weren’t allowed by the rest of the
group, I just think it wouldn’t have

lr;1e.to ptl;ll u()j thi_ihgléyfl had t\:vagte(.it tt10 ’d never :):etn&allowed ll)(y Iour aTIUdliiince" (:jr. in
e in a band with before the Smiths at framework. I really like winding
ot e we s oy okesot  Playedasbadlyinmy  Fretom SmE Rt
each song, and we stayed with the . that, while I was doing what I was
first take of each because it was so life as when I played expected to do. And that frustrated
good; we didn’t even punch any vo- the hell out of me.

cals in. I honestly believe Chrissie is with Paul McCartney. The Smiths were always suppor-

one of the last in a line: Elvis Presley,
Gene Vincent, Eddie Cochran, Bud-
dy Holly, Jim Morrison, Mick Jagger,
Paul McCartney, Chrissie Hynde. ..
she’s the real thing. And she’s got the
most naturally beautiful voice of
anyone I've worked with.

We wrote around six songs together. She’s in the studio
now, starting to record her album, but I’'m not sure what she’s
doing with them. We had a really good time, but then she had
to make a serious record and I realized I wasn'’t the right guy. I
wanted to do something else. I didn’t know what it was then; I
know what it is now.

My heart’s in the The. I'm really proud to be a member. If
everybody knew the whole story, they’d realize it all makes
sense. 'Cause I met Matt [Johnson] in early 1982 and we really
hit it off straightaway. He’s from London but he came up to
Manchester ’cause he’d met a friend of mine, and we became
friendly. We actually played together when he was writing Soul
Mining. He encouraged me to form the Smiths and he
encouraged me to play harmonica again. [ always followed what
he was doing and believed in him intensely as a lyricist. I
honestly believe he’s the only person to come close to what
Morrissey’s doing in intensity and obsession. It’s not as subtle
as Morrissey but it’s just as important to Matt. I knew his
records inside-out and I'm also quite a harsh critic "cause he’s
my friend. And when Matt decided to put a group together, his
old mate was no longer in a group.

Matt instinctively knew that I wanted to get involved in
different sounds. The last thing [ wanted to do was plug in a
Rickenbacker and jingle-jangle. Unfortunately, I do think I'm
known for this Rickenbackeresque sound. A large part of why
I left the Smiths was that I got sick of turning on the radio and
hearing this boil-in-bag indie rock. Of course, it’s quite

I was stricken

with fear.

tive of what I did. It was a situation
that was probably all in my own head,
something I had to work out. I wanted
to be incredibly radical about what I
did next. I got a little afraid of what I
really wanted to do, coupled with the
responsibility of forming a new group and getting obsessed
again. So sessions were the obvious thing for me.

Bernard Sumner [of New Order] came to see me over a year
ago and said he was doing an LP on his own. He said, “Do you
wanna have some fun making a disco record?” To be involved
with something that wasn’t gonna be analyzed to hell was
attractive to me; I wanted to do something that was almost
meaningless. Because I was almost neurotic about the
importance of everything the Smiths did.

My vibe is, guitar solos in the right place are fantastic, but
gratuitous guitar solos are embarrassing. That was a part of
the Smiths manifesto I felt really good about. I'm not into that
self-important, egotistical showing off. I'm too into songs,
lyrics and singers to do it. The whole thing to me smacks of
spandex trousers and blond perms. I mean, I come from
Manchester and that just doesn’t work. What appeals to me is
having a quirky style that other people don’t even wanna do;
it’s what you wanna do. Guitarists just try to sound like each
other. I've been influenced by a lot of guitar players who
formulated my chord changes and riffs. But copying is really
lame.

I don't wanna be like the old guys. I know it can be taken as
a compliment to be compared to some of the old greats. But
I'm a young guy living in 1989 and I don’t think any of the old
stuff relates. I'm on my own now as a guitar figure, and there’s
a paradox with the ethics of the lonesome guitar dudes, the
fastest gun. It’s immature and macho. It’s really funny. I'm all
for healthy competition among guitar players. But I find the
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attitude of the old greats incredibly
dated. And insecure as well! It bears no
relation to anybody under the age of 35
living in the '80s or '90s. I've met a couple
of older guitar players—I'm not mention-
ing EC's name—and I found their atti-
tude incredibly insecure. At first I didn't
realize it was because I was a threat,
because my ego wouldn't let myself get in
that position. I find the attitude of those
old rockers . . . disgusting, really. I feel
really sorry for them. They don't know
what’s going on. I'm not interested in try-
ing to push myself as one in alongline of
guitar greats. The world just isn't like
that anymore.

When [ met Jeff Beck I had a really
good time. But one or two of the others
are really insecure about not being hip
anymore. Beck’s whole style of playing,
his flash—1I do think he’s the best living
white guitarist in terms of technique. But
the guy can't write a song to save his life,
and that’s why he hasn’t sold many
records. Unless you've got something
good to play on, you could be the greatest
guitarist in the world and noone’s gonna
ever hear ya!

I got famous and quite wealthy very
young. I think I handled it all right, but it
has its problems. It's hard to deal with
things happening in your life at that age,
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you don’t know whether it's fame doing it
or excess, like taking drugs. You get past
your early 20s and you start working
things out, being happy with yourself. I
was really a happy-go-lucky guy in my
early teens, no worries. Ironically, the
five years of my life when I was famous
were the most depressing five years [ can
remember, and | never want to do it
again. ['ve lived my life as Mr. Rock 'n’
Roll. I'm glad I didn't continue to do it
‘cause it's pretty shallow.

Where I came from, | was broke and
happy. Working-class people who make
some money have this awful fear of going
back. But I had such a bloody good time
that it wouldn’t bother me too much. I'd
go back knowing that I've left a fucking
great track record, especially with the
Smiths. But when I've been connected
with all these other names, | say to
myself, “You've done a lot of stuff.” I'm
really happy. Suspiciously happy. ¥

MARR’S BARRES

N the The's Mind Bomb album,

Johnny Marr brought a var-

iety of guitars in different tunings
into the studio—his usual m.o. If forced to
choose, though, he'll take two: his 1959
Gibson Les Paul and a Fender Stratocas-
ter. "They're the ultimate, really. I'll get
really into Strats for a while but when you
go back to playing a Gibson neck, it feels
like a real guitar.” Still, he speaks highly
of the new stock Fender Strat used on
Mind Bomb and also the Strat 12-string—
"really bright, really zingy." (The Ricken-
backer Marr used with the Smiths is cur-
rently locked away.) Strings are Ernie Ball
regular Slinkies. His effects include a t.c.
2290 delay linked to a Roland GR-50 gui-
tar synthesizer, and an Eventide Ultra-
Harmonizer—"afantastic piece of gear,”
Marr enthuses, "great for pitch.”” His wah-
wah is a Cry Baby; he'll put the circuitry in
an Ernie Ball pedal when The hits the
road. He uses a new Mesa/Boogie Quad
amp linked to a Boogie 295 power amp
and Electro-Voice speakers. Under the
Nils Lofgren influence, Marr plays with a
thumb pick. He has “a couple” of Martin
acoustic guitars, and he tried using a D-28
on Mind Bomb's “Gravitate to Me.” "It
just sounded too rich. | ended up digging
out this old Gibson J-200, which | got
‘cause of the way it looked. It does exactly
what you want an acoustic guitar to do on
the track.”

At home Marr has a new Soundcraft
board, and “loads” of old keyboards,
including a Roland Jupiter 8, a Prophet
600 and Roland D-50. Why? MIDI. “You
plug a guitar into one of those things and
you're playing stuff you didn't realize
you'd ever played. To me that's a real
buzz.”
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Laura Nyro,
queen of the *60s music scene,
vanished into the woods years ago.
Here’s where she went.

r—

LUSCIOUS

Life

g

THERE'S HARDLY a stranger case in the rock era than Laura Nyro’s.
There have been many performers who said they were going to
make their statement, collect their money and get out before they
were thrown out, but Nyro really did it. She didn’t quit for a few
years and then stage a big, media-sweeping comeback. She didn’t
wait until she’d lost her following or her record deal and then head
for the hills. She was really hot, and then she really stopped. She’s
pop music’s J.D. Salinger.

So it’s good news that she has a new album and is back on the
road, and bigger news when she says, ‘“This is not just a summer
tour. We're going to go through autumn and through Christmas. |
really want to do this work for afew years. Maybe 10 years, I don’t
know—as long as I feel very focused with it, as long as I feel the
passion to sing live. What I'm doing is the same thing I did when |
was a kid. It’s so natural for me. I would just go out and sing. For
me singing probably comes before writing, 'cause I sang first.”

Nyro’s in a Virginia motel room, sipping bottled water and
putting her strange career in context. “From the time I couldread,
from six years old, I always loved poetry. I would find these little

By BILL FLANAGAN books of the poets of different countries. I just always loved it, I
trusted it, I found it to be a pure expression of something that was
going on. And all the music that was happening when I was a kid

Photograph by Nancy Le Vine
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was, I think, luscious music. John Coltrane was really
happening, and very late-'50s rock 'n’ roll, very romantic,
melodic stuff. I loved the guys’ voices then, the street
singers—they had beautiful voices. Then the very early-'60s
R&B—there was a lot of music and poetry in life. And I think it
influenced me.”

The young woman from the Bronx, in turn, influenced a
whole generation of singer/songwriters. She married the
poetic sensibility already brought into pop by Bob Dylan to
jazzy, urban R&B. The ramifications of that marriage can be
heard from Springsteen’s “Jungleland” to Dire Straits’ Making
Mouies to most of the songs of Rickie Lee Jones.

Nyro was 19 in 1966 when her first album, More Than a New
Discovery (later re-named The First Songs), was recorded.
Among the songs she wrote for it were “Stoney End” (which
Barbra Streisand took to number six on the singles charts),
“Wedding Bell Blues” (number one for three weeks for the
Fifth Dimension), “And When I Die” (number two for Blood,
Sweat & Tears, because “Wedding Bell Blues” was number
one), and a couple of minor hits, “Blowing Away” (which the
5th D. took to number 21) and “He’s a Runner” (which went on
BS&T’s album). Not bad for a teenager.

Nyro’s versions of the songs were far more eccentric, far
more soulful, far better than the smoothed-over covers.
Imagine if Dylan never had a hit on his own, and was identified
as the guy who wrote those songs for the Turtles, Manfred
Mann and Sonny & Cher. There must have been visions of
Dylan dancing in the heads of the big record companies who
came running to Nyro’s door. Clive Davis and Columbia
Records emerged the winner, waving what the press reported
was the biggest record contract ever—including a $4 million
advance for the young Nyro (and this in the days when $4
million was a lot of money!).

Nyro’s first album for Columbia was Eli & the Thirteenth

Right now my art

very much involves the live art.
There’s no baggage this time. I'm just
going out and singing, not doing something
that’s expected of me. It feels spontaneous

and it’s not abstract.

Confession (1968), which produced two more big hits for the
Fifth Dimension (“Stoned Soul Picnic” and “Sweet Blindness”)
and a smash for Three Dog Night (“Eli’'s Coming”). Nyro’s own
vision was coming into sharp focus. She was a singer of
substantial range who pushed her voice to the edges in bursts
of passion. No matter how many hits she gave others, Nyro
was a little too on for top 40 radio. Eli was a well made record,
with sudden flights of abandon that always returned to safe
landings on conventional structures. And tracks like “Stoned
Soul Picnic” were full of Nyro's love for the early-'60s girl
groups that were—in 1968—completely out of fashion.

Her next LP, New York Tendaberry (1969), was more
moody, more introspective and often abandoned normal song
structures. Nyro would speed up sections on the piano, slow
down again, go off into a middle eight and never come back.

Some parts sounded spontaneously composed. Says Nyro
today, “I was experimenting. I had all this musical energy and [
was exploring writing. And song form.” She laughs. “And
realities.” The Fifth Dimension got only one hit from New York
Tendaberry, “Save the Country.” The next year Nyro returned
to a more organized sound with an album called Christmas and
the Beads of Sweat. Instead of relying on her piano and multi-
tracked voices for accompaniment, she recruited musicians
conversant with her influences. From acoustic jazz she picked
Richard Davis, Joe Farrell and Alice Coltrane. From fusion,
Cornell Dupree, Ralph McDonald and Chuck Rainey. From
Muscle Shoals she recruited Roger Hawkins, Barry Beckett
and Duane Allman. And from New York’s white soul fraternity,
the Rascals. That line-up could have produced a musical traffic
jam, but Nyro’s voice and vision stayed firmly in control.
Christmas and the Beads of Sweat was a more focused album
than New York Tendaberry, but no less accomplished or per-
sonal.

And that was about it. The next year, 1971, Nyro made an
album of reconsidered girl-group oldies with Labelle—Gonna
Take a Miracle. And then she left New York for New England
and quit performing for the first time. “I probably wanted to
move into a quieter phase,” she says now. “That’s initially the
idea. I never know how long it might last. Right now my art
very much involves the live art. That fits me very well now. It
feels spontaneous and it’s not abstract; I have to be there at a
certain time, and I get there and I have my set list, and that’s
it. With this tour a lot of things went wrong at the beginning.
We've worked at very boomy places, my keyboard was not
working when I went out, things like this. At first I would think,
‘Oh boy, we have this problem.’ But my second thought was,
‘You have a commitment.’ Now the idea is to get through this.
It’s been making me strong.

“Like I say, I'm doing what I did as a kid; I'm just singing. I'm
going out at night and I'm singing. It’s so
natural for me to do that.”

What has changed to allow the singer to
feel that way again?

“I'm in unity—there’s no baggage this
time. I'm just going out and singing. That’s
all. I feel a lot of vitality; it’s a way of
celebrating this phase of life.”

What was the baggage that had to be
dropped?

“When you're doing something that’s
expected of you but you don’t have a refresh-
ing energy, and you're really not inspired to
do it. Maybe you just need to get away from
it and come back to it.”

That’s what Nyro’s always done. She
reappeared briefly in the mid-'70s with two
albums—Smile and Nested—that were pleasant and light,
reports from a once-burning urban soul who had found peace
living in the country. She toured to promote those records, was
greeted as a beloved icon and disappeared again. Nyro had a
child then, a son named Gil, and quit working to raise him. In
1984 she gave Columbia a pastoral album called Mother’s
Spiritual, but she neither toured nor promoted it. Now Gil is
10 years old, big enough for Mom to go back to work. “I don’t
consider having a child the sole reason for stopping being on
the road,” she says. “But it had an influence, and it led me into
a different lifestyle, it worked with other things. Road work is
a special kind of work, and takes a particular kind of energy.
You have to.really be up for it. It’s funny, years went by and I
was very busy.” She laughs. “Really. Part of the turning point
was quitting smoking; that was a strong influence on singing
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again. My voice has gotten stronger since last summer. [ was
really happy that I quit that addiction. For many years I didn’t
know if I could. So psychologically it empowered me.”

Nyro reappeared with some live shows in the summer of '88.
At that time she introduced a number of new songs and said
she was working on a studio album to be released—
along with a live record—at Christmas of '88. Neither
album appeared. Nyro decided she liked the live
versions of the new songs better than the studio, and
told Columbia her comeback album would be Live at the
Bottom Line, a mixture of new tunes, covers and old
favorites. Columbia (who had been patient in a way
Tom Scholz must envy) suggested that was a bad
idea—after so many years away, Nyro needed a strong
studio effort to re-establish her career. So Nyro, as
hardheaded as ever, brought the live album to Cypress
Records, who have just released it. Long-suffering
Columbia still has the rights to her next studio LP.

“I had a couple of sessions in the studio,” Nyro
explains, “but my mood was for a live record: the
warmth, the spontaneity. I don’t feel much of that when
working on a studio record unless everything goes
very, very smoothly and quickly. It was very refreshing
to me to just do the recording live. Just going out and
singing and playing the clubs felt right. I thought, ‘This
is it; this is the art, then.’ It’s like John Coltrane Live at
the Village Vanguard. 1t has a little bit of that feeling for
me to work that way.”

The six new Nyro songs on Live at the Bottom Line
are strong. Asked if she’s been writing a lot, she
grimaces. “I have not been very disciplined lately with
writing. That’s something that I have to work on. Once
I really get into that mode it usually starts a chain
reaction and songs start coming to me. Sometimes
there’s other responsibilities or demands of life that
pull me away. Because for me with writing one thing
does lead to another—I have to sit down and work
almost daily. Once it’s got me, forget it. Then I'm right
there. There are so many demands of life, so many
things on my mind, and once that strong musical
thought crosses my mind, forget it—nothing else exists.”

Laura Nyro spent most of the '70s and all of the '80s
living a normal life. Now, as she goes back into the music world,
she finds old fans and her old celebrity waiting for her with
great expectations. She may have walked away from fame, but
fame has followed her.

“I really was like a babe in the woods with it,” she says of her
first celebrity. “I was really trying to figure out who I was and
how to live, in a very teenage kind of way, which means wild
and emotional. It’s very different dealing with it now. I feel very
focused. I feel very understanding. I feel like I do a service. I
understand what my work is in relation to the audience now.
It's a communication through art, it’s finally reaching some
resolve. And truth can be shared through music. For me, in the
work that I do, fame can get in the way. Of course I like being
respected for my work. And [ do want to make a strong musical
statement. The whole fame trip, though, in reality can be very
shallow. I think everybody needs love and respect in their life,
so that part of it I like. When I was very young everything
happened so quickly for me, I hadn'’t really contemplated being
famous. I was writing music, I was just involved in the art of it
at that young age. Then, when it all happened, I did not know
how to handle it. And now—I ignore it. I feel like I have a very
soulful connection with my audience; it’s like an old friend. I
think that a lot of what I’'m singing about is universal—it
reflects how a lot of people feel and reflects their experiences.

“Born a woman, not a slave.”

I do not feel apart from my audience.”

That audience’s loyalty has been long-lasting and sometimes
terribly intense. One must wonder if Nyro has ever regretted
being so honest with her audience, putting too much blood on
the tracks.

“I should have kept my
mouth shut?” Nyro laughs.
She glances at the tape re-
corder and says, “I could say
that about what I'm doing
right now. [ don't care. I don't
care. At this point in my life I
feel that I'm an artist and that
what I do has to do with com-
munications. At this point in
my life I just accept it. I really
do. I'm into treating myself
well and appreciating the
work that I do. I know that
some of it has come off a little
crazy, but I don't really care.
Not at this point. It’s not bag-
gage to me anymore. What-
ever it is, it is. I'm just into
living my life and enjoying it
now and realizing that writing
and singing is all going
through a process over the
many years and reflecting
different stages of life. That’s
how I take it now.

“I’m not into show busi-
ness. I really love different
kinds of art. The energy has
to be right. Right now I'm
completely into my work. But
I wouldn’t do it with half a
heart. Not this work. I clean
my house, maybe, with half a
heart, but not this. I feel like I
have different jobs, especially
in the last several years. |
think when I became more nested I just started taking the
responsibility for what was happening around me, for the
home. It took me several years to actually make a very
independent move.”

Still, as much as the singer demands control of her life and
work, reentering show business means dealing with the
expectations and reactions of her audience. There are songs
that the young Laura poured out and then forgot that some of
her audience have been living with for years. She has to live
not just with her work, but with the public’s responses to it.

“That’s true,” she agrees, and then amends, “or as much as
I want to, as much as I choose to. I now feel pretty much that I
decide what my life is going to be about. Regardless of what
kind of record I put out. Then it was just young and crazy.”

NYRO IS PERFORMING at a small club called the Birchmere, a
bluegrass joint in Alexandria. There are only three back-up
musicians: Jimmy Vivino of Reckless Sleepers, who co-
produced her new album, plays guitar, mandolin and some-
times bass. Frank Pagano plays drums. Vicki Randle plays
bass, congas and percussion. Laura sits behind a small
keyboard. Everybody sings. It’s an intimate show by a
versatile, stripped-down quartet. The only drawback is the
audience, who are for the most part stiffs. The club said they
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weren’t the regular crowd, nor nearly as nice. One regular
sighed, “BMWs here tonight, usually it’s pickup trucks.” They
never make an untoward sound, applaud generously after each
tune and then sit on their hands. They are polite when Nyro
sings her new material, and there are smatterings of first-line
applause for old album songs, but they only really wake up
when she sings her hits. They also love it at the end of the show
when she sings other people’s hits (“Will You Love Me
Tomorrow,” “I'm So Proud,” “Dedicated to the One I Love”).
I feel like a jerk saying this, but I don’t think they know the
difference; they probably figure she wrote them all. They are
an oldies crowd, and seeing them reminds me that Nyro
deserves an awful lot of credit for insisting on building her set
around her new songs, refusing to sell out to the '60s nostalgia
market. At the end of the show these folks leap to their feet
and give her a great ovation. Not cold people, after all; just un-
demonstrative.

The two shows I saw at the Bottom Line last year attracted
different audiences—different from this one in that they were
obviously ecstatic to see Nyro and hear her new stuff, but also
quite different from each other. One night the Bottom- Line
crowd seemed focused on the lyrics, key lines got the
applause—and there were lots of female couples. The second
night it was a more mixed crowd, sexually and racially. There
were lots of the middle-aged black crowd you see at, say, a
Martha Reeves show. That mixed audience applauded less for
lyrics and more for key musical passages, solos and singing.

The different responses to those three concerts demon-
strated Nyro’s diverse strengths: First, she is a bona fide '60s
legend—if she were so inclined she’d qualify for a place in
Casey Kasem’s pantheon or Ringo’s tour bus; second, she is

the soulful singer who wrote all those Fifth Dimension hits, cut
an LP with Labelle and worked with Gamble and Huff. Third,
she is the proto-feminist who announced, “You were born a
woman, not a slave” in 1968 (when the anti-war, black power
and hippie movements were still blithely paternal and sexual
liberation meant Playboy magazine). Since then Nyro has
followed what she calls her “radical feminist bent” from
lamenting male weakness to singing of the virtues of sisterly
support to ignoring men altogether. By the time of Mother’s
Spiritual, Nyro combined celebrations of motherhood,
sisterhood and daughterhood with nature songs of almost
pantheistic rapture. Nyro’'s material celebrates a universe
joyfully complete with women, children, animals and plants.
Men aren’t pictured as bad—they’re not pictured at all.

“Well, you know,” Nyro smiles, “I tell ya—I put a lot of
energy into writing about the male/female dance. Any men who
are my friends, now, I choose as human beings that I like, really
get along with, and can have a decent friendship with. But that
came with maturity. Now the things that I'm writing about that
involve women and men are kind of our world. That’s pretty
universal. My sight turned towards a certain kind of vision and
interest in the world. It just crept into the songs. The song
‘Companion’ says that as far as love goes, it’s a warm
companion that [ want. When I was very young I was looking
for trouble. I didn’t know I was. But now I have too many
important things to do; I don’t want to be drained and I don’t
want trouble.”

On Mother’s Spiritual Nyro sounded like a disciple of Wicca,
singing hosannas to Mother Nature, Hecate and Sophia,
brushing off the “patriarchal great religions” and digging
nature. “I am a tree worshipper,” Nyro volunteers. “I really
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am. I'm happy with the energy of the trees.”

Before the Moral Majority go for their fainting powder, they
might consider this a step up from the almost obsessive devil
imagery in Nyro’s early songs. Satan was waiting for her again
and again in her '60s lyrics. Has she finally shaken the demon
loose? “I think | was drawing from religions when I spoke about
it,” she says carefully. “For the past several years [ have been
drawing from religion, too, but my vision has been using the
imagery of the goddess.” She considers for a minute. “You

BY A CHINESE AMP |

AURA Nyro is “still getting to know” her new Korg M1
keyboard. A stickler for authentic piano sounds, she sometimes
uses a Yamaha piano module. Nyro has completely recast “And
When | Die” on the new album and tour, reclaiming the old
song’s bluesy heart from the common memory of David Clayton-
Thomas' jolly oompah version. Nyro now gets a ghostly string sound, a
bit like a hammered dulcimer, on that song. “The way I'm doing ‘And
When | Die’ now is to get to the essence of the song,” she says. “To the
essence of whot is being said ond the simple musicol line. | switched to a
guitarish sound, but | get the sustoin from the input switch. It takes o while
to orgonize thot. There's o particular sound I'm heoring that | haven't
quite found yet.” Nyro and her bond sing through Beyer microphones.
Jimmy Vivino ploys a Fender Esquire with a Danelectro pickup
glued in. He olso uses a white ‘64 Strot. He plugs into on old Fender
Super Reverb. Frank Pagano hits o white Yamaho Recording drum kit
with Zildjian cymbals. Vicki Randle ploys LP percussion, ond shores a
Fender bass with Vivino. But thot moy chonge with the last-minute orrivol
of full-time bassist Dave Wofford, who just wolked in the door carrying
his Fender Precision Boss, Music Mon 130 head and EV 118 bottom.

know, it’s funny. I'm so with the present—or Mother’s Spiritual
because it's recent and fresher in my mind—I haven’t even
been aware of writing about the devil. I don't even think about
it. But in my early work | seem to remember using imagery
taken from religion, imagery taken from old rock 'n’ roll—using
the culture around me.”

She looks up and says, “You're making me remember things
I haven’t thought about in years.”

So we go back to Mother’s Spiritual and pantheism. What a
strange album to drop into the market in the middle of an 11-
year silence, with no explanation or promotion. “That record
almost didn’t get recorded,” she says. “How can I explain it? [
was very much with a child and the trees and away from the
worldly world. So that feeling—there was a certain mysticism,
living in the country, about that. Those images crept into the
music. I didn’t tour at the time. Like I say, I canonly doitif I'm
really going to be there and take it very seriously, and at the
time it just wasn’t convenient for the rest of my lifestyle.”

So Laura Nyro has never toured just to make money? She
looks startled at the very idea. “I certainly wouldn’t want to do
a tour with an attitude like that. Sometimes you just have to
wait. In pop music everything is real fast. Quick product. But if
you look at the different arts, a sculptor, a novelist, a poet, a
painter—they take a whole life. There are certain times that
are very prolific, and other times when they’re planting seeds.
Because if youreally are an artist, you always are an artist. You
think like this. There’s times when it may seem like nothing’s
happening, but that artist’s seeds are being planted. That’s the
way I have experienced it. And I'm sure that [ will continue in
the same way.” She smiles. “But [ would like to use this energy
for a while now.” %




FI REHOSE from page 24

A band is an avocado seed in the ground
growing. It's not really the best guys—
supergroups never happen. Solo dudes
always come from bands, solo dudes
never make bands. That’s what was so
neat about punk rock: it destroyed
personalities and made bands again, for
a brief period. That’s a natural cycle.
You've got to do that because there is
something neat about a band.

“A band is like a basketball team—it’s
anidealistic, political thing,” posits Watt,
who’s thanked Lakers forward James
Worthy on the back cover of the last
three releases. “It’s something people
can kind of believe in, ’cause it’s greater
than any kind of personal endeavor or
incentive or something. It’s this bigger
thing. In the real world, that never
happens. There’s compromise, there’s
backstabbing. A band kind of idealizes
those things that countries want to be,
cities want to be, families want to be. I
think bands should be in charge of their
own destiny, but on the other hand, Ilike
the idea of this nebulous idealistic bas-
ketball team thing.”

Which would explain the nods to ulti-
mate team player Worthy?

“Oh, yeah. If you ain’t got a good shot,
pass it,” he responds, noting he sees the
same type of idealism running through
basketball teams and good, idealistic
bands, like Firehose. “They’re all things
trying to get us past some of the fucking
bleak realities.”

Watt isn’t averse to addressing some
of these bleak realities in his lyrics,
whether they allude to the Iran contra-
versy, political leaders and their Bozo
behavior or far more scaled-down, per-
sonal expressions, including cryptic
memos to bandmates present and past.
He’s avidly abstract, partly because he
couldn’t be less interested in making
clear-cut Big Statements.

“Even if you make them, that don’t
mean the dude is going to get it, or has to
get it, or wants to get it,” Watt says.
“I've always tried to use leverage—use
that bass as a fulcrum to leverage my
views, to try to get them to think about
what’s up. But I'm not into breaking my
back with the weight of the statement
that will just roll right off their backs.”

Of course, the tradeoff for his eschew-
ing stentorian sloganeering, or just plain
ol’ lyrical directness, is that sometimes,
the dudes (and dudettes) not only don’t
get it, but misunderstand it. Case in

point: “For the Singer of R.E.M.,” a
song on if'n widely interpreted as a
satirical slam at Michael Stipe and Co.
True, it bears a certain sonic similarity to
R.E.M., but so do several other Fire-
hose tunes—that band being one of
Crawford’s key influences. Moreover,
Watt wrote the song at Stipe’s request.
“He came to a show in Athens and said,
‘I'm going to come to L.A. and make [a
solo] album. Will you write me a song?’ |
haven’t had many people ask me to write
a song, so I wrote one,” Watt explains.
The Stipe album never materialized, “so
I asked Edward to do it.”

Given Watt’s songwriting modus
operandi, whatever listeners get out of
his compositions s right—even if it isn’t
exactly what he intended. Indeed, he and
his band are so devoid of self-importance
that there’s a pervasive humility—
equivalent to the customer’s-always-
right attitude—that surges through
Firehose. “I really think,” Watt says,
“the power is more in the listeners than
in the dudes making the sound.” ™

LOUDON.......

song about his own performances.
“Keep lifting up your left leg and sticking




out your tongue,” he sings. “There’s
nothing else that you can do and you're
too old to die young.” Toa crowd who've
just finished cheering the sight of the
singer waving that leg and tongue, “The
Home Stretch” pulls out the rug.

“Then it’s tough to watch me do that,
anymore,” he agrees. “I once made the
mistake, at the Philadelphia Folk Festi-
val about two years ago, of opening with
that song. It was a disaster, it put people
off so much. I've learned I can really only
do that song at the end of a set. That
song can turn on you. When I wrote it |
was exhausted and had been on the road
for eight weeks and was in some third-
rate Austrian town.”

It’s a little like a magician showing the
audience the secret door. Did he ever
hesitate to sing it?

“No, because if you watch a crowd at
the Bottom Line or any joint that I play,
they may seem a little loud and boister-
ous, but they’re basically smart. They
know that this is what it’s about anyway.
I sure don’t have to say, ‘It’s great to be
in Vegas, you people are beautiful!’ In a
sense, they want more of what it really
is. My audience is going to accept a song
like “Thanksgiving.’ They don’t want
the Partridge Family, otherwise they

wouldn’t be there; they’'d be seeing
some other singer/songwriter who does
do that and probably well. They know
what I do, and I know it.”

Wainwright has been publicly pulling
another tooth with a song called “Aphro-
disiac”—about a one-night stand with a
young female singer/songwriter. She
opens for the aging folkie and blows him
off the stage. He describes the “future
next big thing” as “a cross between
Edith Piaf and Little Red Riding Hood,”
and sings that “he could see that she was
ambitious underneath the waif-like
look.” After making “small talk about her
direct box,” the fading headliner takes
the newcomer to bed, and closes his
song with an explanation of why each
wanted to sleep with the other: He was
“lookin’ for something he’d lost.” And
she? “Morbid curiosity.” In concert he
has dedicated the song to Tracy Chap-
man, Toni Childs, Michelle Shocked and
Suzanne Vega. Have any of them—or for
that matter any other ex-opening acts—
contacted him about the tune?

Wainwright turns to his bedroom door
and bellows, “GIRLS! COME ON OUT!”
He snickers, then says with exaggerated
modesty, “They all think it’s about them
and they’re all delighted.”

R Eco R Ds from page 98

bly soulful wail, a howl that seems to
incorporate all the hurt and hope of two
decades plying his trade, right up to his
solo comeback, “I'm No Angel.”

The Allmans certainly deserve this
tribute for musical perseverance in the
wake of personal tragedy. Quibbles: I'd
have enjoyed hearing some of Duane’s
early Muscle Shoals session work with
the likes of Wilson Pickett and Aretha
Franklin, and maybe do without the ill-
fated collaboration between Gregg All-
man and Cher. All told, though, this is a
loving retrospective which takes you
back to those glorious pre-punk days
when Duane duelled with Dickey, Butch
and Jaimoe traded tribal rhythms, Berry
cast the anchor and Gregg growled over
the whir of his Leslie, trying to catch the
midnight rider. — Roy Trakin
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Hard Rock’s Bass Kahuna
Keeps a Cool Head

By Ted Drozdowski

OU KNOW, it kills me when I hear well-known
people in the music business say it’s a tough gig,”
says bassist Billy Sheehan, shim-thin and bathed

in blond locks past his shoulders. “I mean, you
assholes. Go die. Here’s what the music business is all about.”
He chews a forkful of his Caesar salad and begins.

“Granted, it’s hard. | spent years slugging it out, slugging it
out, sweating my ass off. No recognition, no money, no
nuthin’. Playing Stage One in Buffalo, New York, in front of 20
people, getting in a fight after the show because I boned some
guy’s girlfriend the week before. .. nothing but trouble. Every
record company says no: Hi [knocks on table], here’s a demo
tape. ‘No.’ Hi [knocks again], here’s another demo tape. ‘No.’
[again] ‘No, we hate this one, too.’ [and again] ‘You guys
suck. We hate vou.’

“But once you get the spot, you're in the band, your
record’s on the radio and you're touring—what a vacation! Not
only do you get to play music, but big companies want to give
you all the best gear you've ever wanted—for free,” he adds
incredulously. “Not only that, but people want to put your
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picture in magazines and circulate it all
over the world. They write down the
things you say and print them. You stay
in nice hotels, you ride in limos. And
then, people show up at your shows
and buy your records and pay for them.
And I get money for this? Holy shit,
what a deal!

“Lemme tell ya, my finger is numb
from signing autographs. I signed
almost a thousand posters at the
NAMM show in Anaheim last year and
I must have cut a nerve in the tip or
something. People say, ‘How can you
stand signing all those autographs?’ I'm
so glad to do it. It’s the greatest thing
in the world. When I was in third or
fourth grade, I used to dream about
signing autographs. I used to practice
signing my name just in case I got
famous.”

Sheehan finally got famous in 1985,
when Van Halen's displaced mouth-
piece David Lee Roth came calling. Until then, he’d been a
classical scholar—classics like *“You Really Got Me,” “Tobacco
Road,” “She’s Not There,” “Still I'm Sad,” even “21st Century
Schizoid Man.” For 15 years he learned and practiced their
magic in hard-assed, working-class rathskellers from his
hometown Buffalo to downtown Burbank. It was hard work,
didn’t pay much, but at least he was his own boss. His father
always harped about a “regular” job. His grandmother had
never wanted him to touch a rock instrument. “She said to me,
‘As long as I'm alive there will never be an electric guitar in this
house,’” he recalls. “Sure enough she died. And with the insur-
ance money that I got, I bought my first electric bass and amp.”

In 1972 Sheehan started Talas, possibly one of the hardest-
working roadhouse bands ever. By playing a minimum of five
gigs a week, sometimes three a day, Talas built a cult following
and a repertoire. And Sheehan, a self-tagged “strength player”
with an ear for guitar bashers, built his chops accordingly. As
the accent grew from covers to harder, original rock songs to
outright four-barrel pummeling, Sheehan evolved into a
primitive virtuoso who could spin dizzy finger vibrato, pealing
harmonics, two-handed hammering and lead licks better than
‘most any guitarist.

Talas made three albums (Sheehan has also cut LPs with
guitarists Tony MacAlpine and Greg Howe), and Sheehan
briefly toured Europe with U.F.O., navigating a trail for Talas
to follow. Time passed. The band opened for Van Halen on a
leg of its 1984 tour. Roth and Eddie had a tiff, and Sheehan got
an offer that he couldn’t refuse. He made two records with
Roth, guitar Merlin Steve Vai and jazz drummer turned
artillery gunner Gregg Bissonette. The first was a gusty mix of
yucks and mayhem called Eat’Em and Smile. And on its heels
Sheehan became part of one of the most exciting shows in the
arena-rock circus. And a star.

Sheehan and Roth split in 1987 after Roth’s second album,
Skyscraper, was made. Actually, Sheehan got squeezed out,
and he was saddened by it. But today, at 36, he’s still got the
heart of a rock 'n’ roll kid. He’s also the leader of a new band,
Mr. Big, with a new record that’s named the same. The song-
oriented metal/rock/pop outfit also features three young West
Coasters: Paul Gilbert, the impressive 22-year-old former
guitarist of Racer X; studio drummer Pat Torpey, who's toured
with Robert Plant; and singer/ex-bandleader Eric Martin. But
Sheehan, more through default than design, is the star.

‘&'Iﬂ

ruth is, I stole
everything I do
from people like
Bach, Zappa or
Paco De Lucia. If
vou listen to only
metal, you're
coing to be very
tunnel vision in
vour style.

“Back in Buffalo,” he says soberly,
sipping wine a few shades lighter than
his red snakeskin jacket, “there were
40, 50 bands and 30 clubs playing every
day. There were hundreds of players.
We had Christmas parties that were
packed, all musicians. But only one guy
out of the whole scene made it, and that
was me. Every town with a scene
probably has the same thing—Pitts-
burgh, Dallas, Baltimore.... So what
I'm saying is it’s a very tough hustle,
but once you have it under your, uh, uh,
whatever it is you have it under, it’s a
breeze.”

MUSICIAN: Billy, do you really want to

be a guitar player?

’ SHEEHAN: Actually I am a guitarist. |
do play and write on guitars. I've never
been able to really translate what I do
to guitar, though it’s fun to play leads
and it’s good for my left hand to work

on dexterity that’s required on guitar, which is different than

the bass. The first instrument I had was my sister’s guitar.

Eventually I learned so much stuff on it, “Well-Respected

Man,” “Gloria,” that kind of music, that it just became mine.

But [ wanted to play bass real bad, so I was always on the last

four strings.

From there, the first bass player I got into was Paul
Samwell-Smith of the Yardbirds. Having a Rave-Up with the
Yardbirds, 1 can still mimic every note of every instrument on
that record. Then the Vanilla Fudge came out, with Tim
Bogert. Then it was Cream and Hendrix. He was the biggest
single influence on me. Hendrix was the first concert I ever
saw. He came to the auditorium in Buffalo. “Little Wing”? Holy
shit. Killed me. In the second verse, the lyrics say, “When I'm
sad/She comes to me.” If you listen to the record he says,
“When I'm sad/Sheehan comes to me.” It’s plain as day:
“Shechan comes to me.” I was in eighth grade when I heard
this. Freaked out. “Holy shit, Jimi’s talkin’ to me!” I also
thought the Beatles sang “the one and only Billy Sheehan.”
That was alright, but when I finally realized Jimi wasn'’t really
saying “Sheehan,” it was a sad day.

A lot of young guys today, they say, “Ah, Yngwie [Malm-
steen] can play better than Hendrix.” But what they don’t
realize is that the day after Hendrix's first record came out, it
was a different world. But as much as he was Mr. Amaz-o
Guitar, Hendrix was about songs. I learned from that. Songs
make or break you.

The guy who actually started me into playing, though, his
name's Joe Hesse, he works with Chick Corea now [as road
manager]. His house was several houses away from ours on
the same block, and the only thing you could hear, always, was
the bass. I always thought Joe was playing by himself until I got
closer and heard the drums and guitar. I was just a little kid. I
didn’t know what was supposed to impress me. The guitar
players had these little dinky amps, little dinky guitars, but the
bass player had this huge bass with giant strings and cabinets
that three guys had to carry. I figured, well, this must be the
most important instrument in the band, right? Why else would
these guys carry his stuff?

MUSICIAN: What was he playing?

SHEEHAN: “She’s Not There,” that whole '60s British invasion

as we were being invaded. But back then, the bass lines were

very active. It seems that in the last six or eight years bass
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lines have turned into boring things. So
much so that if you start to play a bass
line that’s more elaborate, people go,
“Oops, lead guitar. It’s lead.” But if you
really listen to old Motown, the Bea-
tles, or Spooky Tooth or Humble Pie,
the bass is all over the place, full time.
Cream, it's everywhere. It's just that
people have forgotten.
MUSICIAN: Yet there is a guitaristic
Sfavor to your playing: You use a lot of
harmonics, hammering, and you have a
top-end sound that’s a lot like a guitar.
SHEEHAN: I've played bass in three-
piece bands for almost my whole life,
with no rhythm guitar, so I've always
had to make up for the lack of. I've
always managed to have a dual amp
set-up where one amp does pretty
much straight bass and the other does
this screaming thing on top of it which
would mimic what another guitar
player would do. As a matter of fact,
whenever there were double leads to be done, I'd back the
bass amp down and play along with the guitar player. Talas had
no keyboards, so I had to play the keyboard parts, like in that
Deep Purple song “Burn.” Also, getting $100 a night,
pocketing $33 was much better than $25.
MUSICIAN: Other players emulated Talas in Buffalo, and it
seems that for you it's remained that way.
SHEEHAN: If that’s the case I'm flattered, but it wasn’t always
smooth sailing. The first time I took a bass solo was in the song
“Mr. Big” by Free. At the end of the night I was back in the
dressing room, and there was a big ruckus in the club. I came
out and a fight had just ended. My drummer said there was a
big problem over the fact that I was soloing and people were
there to dance all night. Back then, that’s how club owners
knew to rehire us, ’cause we always got people dancing. There
was quite a controversy. People told me, “You can't play bass
like that, it’s bullshit.” Even the guy who started me off playing
said, “You can't play chords on bass, you just can’t. It's
impossible.” So I did get quite a bit of resistance, though not
from my band. Even now I'll still see guitar players interviewed
in magazines saying, “Ugh, that Billy Sheehan shit.” Sorry! It’s
funny 'cause just playing around with certain guitarists, who
are expecting me to be soloing my ass off the whole time, they
are always really surprised and say, “Hey, you're playing the
root note.” Of course, that’s what I love to play, just honking
away on the groove thing. Unfortunately because I like to do
some hammer-ons, some wild stuff here and there, people
think that’s all I'm going to do.
MUSICIAN: Maybe one reason you get that reaction is because
you're seen as a metal player, and if you were a jazz player it
would be “okay.”
SHEEHAN: Yeah, 'cause I know someore is going to make a
heavy-metal bass with one E-string, frets up to the A and that’s
it. There's a lot of metal players that tend to do that, because
it's a lead guitar world, you know. But I'm not just a heavy-
metal player. Granted I love thrashing heavy metal, but I like a
lot of music. I love Whitney Houston's “Greatest Love of All.”
It will bring tears to my eyes. Blue Rodeo, new band with a
rockabilly sound, kind of Tom Petty. Great! I love Tom Petty. |
love the Byrds. “Eight Miles High” was the first thing I ever
bought. I love Armored Saint. King’s Axe....

The funniest thing is that when I was really starting to play
stuff, I would pull things from Bach, Frank Zappa, Christopher

“Songs make or break you.”

Parkening or Paco De Lucia, the best
guitarist on the planet as far as I'm
concerned. And I would play them in
the middle of this metal solo, and
people would be going, “How did you
ever come up with this shit?” Truth is,
I stole everything. And if you listen to
only metal you are going to be very
tunnel vision in your style.

MUSICIAN: You've said that your entire
playing style is based on a system using
three different patterns. How did you
realize that?

SHEEHAN: | was always doing finger
exercises, and [ was always doing them
in one position. Using three notes, first
string, in one position. You can play,
like, an A major scale, doing all notes
up the scale. ] would actually start in A-
flat [sic], because the fifth fret on the E-
string is an A-flat. And you're gonna do
three notes per string. So A-flat, A, B,
uh...What’s the next note? B-sharp?
Oh, C. Switch to whole steps: D, E, G-flat. Or G uh... Yeah,
G-flat. Now vou kinow how much I know about theory. I play it,
but I don’t know it. And then I'd go on to the G string and play
A, C, or A, B, C-sharp again and D.

So I found out after a while that there were only three
different patterns: two whole steps, a half-step and a whole
step, and a2 whole step and a half-step, on every string. So [
was able to figure out that everything [ was doing was based on
one of those three patterns. Once in a while I get ona harmonic
line or a chromatic thing, but they're rare in actual practice. So
eventually I broke down everything I did to three patterns. It
helps, because you can exercise those three patterns to death,
so you can play them with any finger. any position. Then when
it comes down to rock 'n’ roll, thereisn’t anything that you can’t
do. You just sort of coordinate them into music.

There was a long time that I did that but still had no idea what
I was doing. 1 just played by ear, working with what sounded
right. And a lot of times my ear would make mistakes, big
mistakes. I had a big problem with some sharps and flats with
scales. As I learned what the modes were I straightened that
right out—my ear improved as my hands improved. A lot of
drummers talk about hand-to-eye coordination. It’s actually
hand-to-eye-and-ear; you can see patterns, feel the patterns
and hear the patterns.

MUSICIAN: What kind of practice regimen do you have now?
SHEEHAN: | practice all my patterns and finger exercises.
Then I begin to play, kind of watching what I'm doing. When |
get into something that’s kind of neat, I make a note of it. So
I'm trying to come up with a lot of new things. For example, a
lot of guitar:sts are into sweep picking. I've come up with a bass
finger-picked version of that. I've seen a lot of guitarists who
are just amazing at it, but they do it in a way that’s so light that
they’ve obviously worked it out in their bedrooms. When they
get up onstage | just don’t hear it. The rippin’ was all in the
dressing room.

Bass is really a strength instrument. It really takes a lot of
practiced execution to do it live. When I do my hammer-on
stuff, I always put one finger behind my index finger so there
are two together. I see guys who can do bass hammer-ons in
ways that I couldn’t even think of, but live, you can’t hear
anything, it’s gor.e. Where with me live, I can do something
way simpler and have it be there, and people get the impres-
sion that I know a lot more than Mr. Fancy Stuff, but in actual
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fact I don’t. He just doesn’t understand
that live thing, whereas I barely took
two weeks off from 1972 to 1985. g
MUSICIAN: What about your instru- =
ments? You're not a fan of bolt-on necks,
are you?

SHEEHAN: Actually I am, of their tone
and the idea that you can change a
neck. But the thing I hate is that Ido a
lot of vibrato by pushing on the back of
the neck, and a bolt-on neck will shift
from side to side. So I lay my bass
down on the floor, stand on it, and
torque those four screws down as hard
as | can. And that distorts the plane of
the neck—so I've got my neck all
shimmed so it doesn’t move—razor
blades, picks. My Fender is my bass,
the first one I ever bought. My
Yamaha, all my other basses, are built
after the Fender.

I recorded the new record on the
Yamaha, the BB3000. Way more accu-
rate, tone is great, DiMarzio pickups on it. We used a.120 low
Rotosound E-string, which is huge, and put vise grips on the
headstock for extra mass because the .120 is so big that its
vibration actually overwhelms the bass. Usually I use a .110.
The low-E string on the bass is usually a little sloppy, so I use a
D-tuner a lot.

MUSICIAN: Have you ever used picks?

SHEEHAN: No. I just had them made up to throw into the
audience. I was jealous. All these guitar players were throwing
their picks out. I couldn’t throw my fingers out. People would
come up and say, “Billy, could I get a pick?”” And I'd say, “I don’t
use a pick, I play with my fingers.” “Oh,” and they'd look all
puzzled, “I guess you're right.”

MUSICIAN: Maybe it was because of the way you use harmonics.
Most guitarists get them by using the pick and the meat.
SHEEHAN: Yeah. I do pinch harmonics with my fingernail. You
can actually hear it in this wine glass, believe it or not. [Wedges
a fingernail over the glass’ lip, steadies with his thumb and
pinches off.]1 Ping. See. Ping, ping. It works great. You get
screaming, reaming harmonics out of it, but it’s not with a pick.
MUSICIAN: How did you get the inspiration for that?

SHEEHAN: Billy Gibbons. He’s the guy I got hammer-ons
from, too. From "“Tush” or something like tha:, where he’d hit
the note and press it an octave higher. You see, ZZ Top opened
up in Buffalo for Alice Cooper on the Billion Dollar Babies tour
in, like, *74. That’s when I got that off him. Then about '78 or
'79 Van Halen came out and shattered my dreams. I thought |
was the only guy that did ’em. Suddenly it was: Guess what,
Bill, there’s another 100,000 guys that do 'em, too. But I'ma
real fan of ZZ Top. “Addicted to That Rush,” the Mr. Big singie,
it's really “Heard It on the Ex,” almost the same beat. If I can
pull from them, I'm almost proud of it.

MUSICIAN: You keep mentioning how different guitar players
have touched what you do. Did working with Steve Vai in the Roth
band push your playing a little further?

SHEEHAN: Not really, 'cause my thing was pretty much
established by that point. The last player before Steve that
really moved me was Yngwie. Talas did a tour with Alcatrazz
when Yngwie was in the band, and every single night I'd go on
knowing he was going to follow me, so | had to just burn, you
know. I had to make it as tough an act to follow as I could. My
playing did go majorly out of control as a result. I had to reel
back in later.

“Bass is really a strength instrument.”

If I had been playing with Steve
without Dave it would have been differ-
ent, I think. But Dave was a calming
factor. I actually don’t know how play-
ing with Steve alone would have
worked, 'cause Steve really was never
a club player, never played a million
copy tunes. To me, most players who
do play a million copy tunes have a
different approach. There’s kind of a
similarity. But there’s nobody like
Steve. He’s all alone in the ozone, a
unique player who will inspire a lot of
players. And fortunately he’s now in a
band that will have a lot of commercial
success, Whitesnake. But on his own,
I don’t know if he would have commer-
cial success, though he would certainly
have untouchable artistic success.
MUSICIAN: I was surprised he joined
Whitesnake instead of forming his own
band. I thought he was ready to step out
as a leader.

SHEEHAN: I'm sure he’s gonna do a solo effort as well. But I'm
glad he's in Whitesnake 'cause he's also gonna get that
exposure. Which is important. Musicians, if they expose
themselves to broader markets and are a little eccentric or out
there, as Steve is, will educate a lot of people, turn them on to
things they normally wouldn'’t hear.

MUSICIAN: You and Steve, as you mentioned, have completely
different backgrounds. He's Berklee-trained and a master
transcriber, you learned in the trenches and don't write notation.
You also seem to have very different personalities.

SHEEHAN: Yeah, Steve’s a vegetarian, you know. I don’t think
he’s ever beenina fight, whereas I've been in a couple of them
myself. And I do have to have a burger once in a while, to get
some meat aggression in me. Though Steve has certainly been
an inspiration on my diet.

MUSICIAN: How did Dave Roth communicate with you guys?
SHEEHAN: Well, he was a good moderator. He’s a good leader,
good at being able to tell you how far to go or not to go. He was
very instrumental in how far the Smile record went. You know,
“Billy, double that line in ‘Elephant Gun,’” that really weird line
that me and Steve do together. That’s really cool. He kind of
changed musical directions for Skyscraper, and that wasn’t the
direction I was in, which is why it eventually didn’t work out.
But for a lot of Eat’Em and Smile, the depth of the record was
very much Dave. He needed Steve and I to do it, but a lot of it
was his directiorn.

MUSICIAN: The highlight of the Roth tour was the double solos
spot you and Steve did, which evolved to about 20 minutes of
metal improvisation: fast, ideas popping out all over the place,
you guys pacing note-for-note.

SHEEHAN: Yeah, it was wild. There was a lot of magic in that.
We started the tour doing separate solos, and Dave had the
idea t» do a rock 'n’ roll tractor pull. All the soloing that I did
was pretty much cut from pieces I had done before, although it
may have seemed off the cuff. It worked great. Unfortunately,
neither of us have done it since. But I'd like to carry that kind
of interplay further with Paul Gilbert. He's a pretty amazing
player. I can have a hard time keeping up with him.

The stuff Steve and | did was classic for its time, but | didn’t
know what was going to happen with the Skyscraper record.
When [ finally got involved in the sessions and heard what was
going down it was different than what | was into. Lots of room
for Steve, but the bass was pretty much confined.
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MUSICIAN: So when did you leave Roth's band? financial. . . you know, my moods, everythingis my playing. But
SHEEHAN: October 3, 1987, the day after the earthquake [in fortunately Talas always had great drummers. And Gregg

I hate to be sexist, like sex is a com-
modity, but I love women and I respect
women, and I care very much about
| them. I've never abused one, and it’s

very important to me that they are
there, because it’s a big part of my life
and [ would be a liar to say that it wasn’t.
I'm not trying to justify it, but it has been
a big motivational force in my life. To play
in a band, initially. When I first saw the
Beatles on “Ed Sullivan,” the girls
screaming, | said, “Hey, wait a minute;
this is it!” That’s exactly the inspiration.
Thank God that’s parlayed itself into art.

As far as tension on the road, I'm so
glad that there are ladies that want to
hang out with us. Because, even if we

Cesar Rosas or don’t get laid. ... We don’t do that just to
get laid, but just to hang out with and flirt

Los Lobos : * 9 | around with, just hang with people.
and i 7' Communication is a real tension reliever.
4 7 A lot of times after a show, people never
= ‘ expect it, they expect limos and shit, but
- I just like to hang out. “Hey, how’s it
= g going, how was the show?” Or, “Do you
5 want me to sign something? Who's your
SEND $3 FOR CATALO6G TO: | favorite band?” Just talk to me, you
CHANDLER INDUSTRIES know. Talking to people at shows, meet-
590 19th AVENUE ing people, finding out what they're like,
SAN FRANCISCO, CA 94107 | is worth its weight in platinum shavings.
415-626-1742 Much more than being whisked away in
any fucking limousine. Those moments
Photo: Cesar & Ruby Rosas | are much more important to me than
being a fuckin’ dick and getting a steak
and a lobster at every hotel, alone, with
room service.
MUSICIAN: So you're saying you want to
maintain some kind of connection with
your fans?
SHEEHAN: Yeah, because ['ve lived off
of people coming to see me play for so
long. I’ve made all my money from
people paying their $3 at the door. If |
didn’t please them I would have gone
broke and [ couldn’t have played. My
fans kept me alive. %

TU BES from page 86

H&K introduced a new bass preamp: the
Fortress. An interesting 1U rack unit
with a separate foot controller, it com-
bines tube and solid-state gain stages.
The tube stage can be taken in and out of
line at will, or used alone. You also get
built-in, defeatable compression and six
CRRL LALLM | bands of EQ control, all for $899.
— = Peavey is another company that has
been bolstering the Tube Reawakening
for a while now. And at NAMM, they
L‘%TEUD @[;D’Cb]{_’_wj premiered updated versions of their
e Triumph 60 and 120 Plus tube amps.

STATE OF THE INSTRUMEBNS: . )
STEINBERGER SOYND CORPORATION « 122 South Robinson A Newburgh, New Yo g\ 125% Essentially they've redone the EQ on
. ou’ obDinson Avenue » Newburg ew g » . y . . X
! Telephone: (314) 565 4005 « FREE BROCHURE « Fax (914) 565 4027 the Triumphs’ two distortion channels—

o L2 > *“crunch gain” and *ultra gain”—going to

Serious About Tone.

Photo L.L Staley
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an active design with three bancs.
They've also repositioned the preamp
tubes inside the cabinet to avoid nasty
microphonic skirmishes with the speak-
ers. Peavey’s Bandit 12 was also in for
an EQ overhaul, gaining new frequency-
selection capabilities on the mid band.
But look, let’s not be tube snobs here.
Also blasting the deserted NAMM floor
was a great new stereo, rack-mountable
head from Pearce: the “No Tubes”
people. It's called the G2r and, yes, it

What, you want more of this stuff?
Okay, NAMM had numerous high-drool
items for bassists, along with the
aforementioned Fortress. Trace Eliot
has revamped its bass heads. Their
150W and 250W head have become
200W and 300W models, respectively,
and they’ve discontinued their old 350W
head. The 11-band graphic EQ on the old
models is now a 12-band on the new
models, having grown a 30 Hz slider to
accommodate those deep, deep five- and

MUSICIAN WEAR has the power to make otherwise intelli- six-string basses everyone is playing
e VNS Wl g e gent humans slaver like tho§e halfwit T\ these Qays. There’s a'lso lots of new
A S tes'tlmomal'?ds: “Gee, | can't beweeveit's convenience fgatgres like a headphone
~ g solid state!” The two 100W channels can jack and LED indicators on the remote

= be used separately; or, if you're really footswitch. On a humbler level, Trace
c e into brute force, they can be mono- Elliot has also introduced a 100W amp,
D $§50.0 bridged. Channel one is nominally the the AH100 with a seven-band EQ. It can
E $9.00 overdrive channel and channel two nomi-  be had as a stand-alone head for $794 or

Add $3 00 postage and handling for all orders
Outside U S. add $8.00, U S. funds only Please

allow 4-6 weeks for delivery

nally clean. Both give you a three-band
active EQ (with mid sweepable between
20 Hz and 6 kHz), presence, drive and

in a combo configuration, with one 15,
for $1550.
Finally, Randall has a new bi-amped

Name master volume controls. And hey, bass amp, the RB 2000. Its high-fre-
Add lookin’ for effects loops? How about quency amp puts out 150W and its low-

mono ones for each channel plus a mas- frequency amp a bruising 370W, both
City ter stereo loop? For extra fun there’'s a into 4 ohms. There’s a seven-band EQ,
State Zip 16-bit Alesis effects chip built in, with 16  built-in compressor and two effects
Sand Cheolcor Money Order to different programs. The head alone goes loops—one for each amplifier. Now if 1
NEW ENGLAND PROMOTIONS for $1295; for the proverbial few dollars  could only decide whether I prefer the
mmnm mnore, it can be mounted in various Hot Pink or Red Lizzard [sic] finishes. ...

cabinet combos.
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Nothing beats the thrill of
playing live. This stage survi-
val guide covers all the as-
pects of the live gig. From
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your act and instrumentation
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Playing Live delivers the
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deliver your best perfor-
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—after sound is produced but before it reaches
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Y NOW YOU'VE PROBABLY heard the word about June’s annual MI trade show in Chicago. Was it

B a bit slow? Well, pundits dubbed it “the Wake on the Lake.” An oft-repeated joke asked what was the

difference between Elvis and summer NAMM, the answer being some people think Elvis is alive.

Most of the press corps scrawled R.1.P. on their badges and looked for the bar. But like Mark Twain, reports

of the summer NAMM’s demise may be premature. Before you send flowers, consider that many of the
discouraging words about this Chicago show were a result of some definite prejudices.

First and foremost is anger at the NAMM organization that puts on the two shows each year. Face it, the
winter Anaheim show has becore the hot ticket, while the summer version has grown steadily sleepier in
dealer orders, traffic and new products. Since it costs a bundle to exhibit, there’s been a growing movement
in the manufacturing community to scale down or bypass the summer show, culminating in a number of major
players skipping last year’s festivities in Atlanta. Sensing a potential threat to its revenues, NAMM officials
last fall amended their bylaws to stipulate that exhibitors must attend the summer show if they wanted to keep
their advantageous booth positions for the winter one. With a gun to their heads, most every major
manufacturer showed up, though some came in much reduced force. Roland, for instance, booked a small
room away from the main floors and made the extreme difficulty of locating it part of an amusing ad campaign
in the show’s daily paper, Upbeat. Most exhibitors didn’t see even that much humor, and a general cloud of
resentment hovered, producing a kind of “Is this all we get for our money?” attitude that filtered into the
general mood of the show.

ILLUSTRATION BY TiM TEEBKEN
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But was it really all that dead? Gosh, I
didn’t think so, especially compared to
last summer’s show. Yes, there were
fewer bodies overall, but amidst a sea of
tranquility certair booths were going
bonkers. Even execs at Korg, one of the
leaders of the dissident faction, were
heard to admit afterwards they were
glad they’d come, not surprising given
packed conditions there all three days.
Companies who booked space down-

Fostex 2016 (top), a 16-channel mixer for a mere
$400; (below) Digitech MEQ 28 programmable EQ.

stairs, though, had more to complain
about. This lower of the two large exhib-
ition halls at massive McCormick Place,
traditionally the home of the cutting-
edge MIDI software brigade, was shock-
ingly under-manned and only about half-
full—cavernous empty spaces could be
glimpsed behind the back wall of cur-

tains. Considering that in years past this .

floor was the spiritual epicenter of
NAMM’s vigor, it was downright creepy.

But even subtracting a quarter of the
usual attendees, alat of new product was
coming down the chute, especially in the
realm of the guitarist. Now very few of
these were of the breakthrough variety,
but rather of the meat 'n’ potatoes,
working-player type, more useful than
utopian. This did not at all sit well with
most of the tech press, accustomed as
we’ve been to a steady diet of digital
breakthroughs and screaming visionary
headlines (no matter that many of these
breakthroughs later proved premature
or oversold). Dazed by the high-tech
vacuum, the scribes flocked to see
Roland’s new 16-bit S-770 sampler and
listened reverently to this $8000 box
sampling the caylights out of a CD while
Roland’s Eric Persing twiddled his
thumbs (seldom has so much keyboard
talent been so underused). It was uni-
versally hailed as the show’s only “real”
news. that and Korg signing on the old
Dave Smith-led ex-Sequential Circuits
R&D force. But the press may’'ve
missed a lot of action at summer NAMM
that wasn't about the high-tech future,
but rather about the flawed present and
the penetratiun of technology to ordi-

nary, boring working stiffs who don’t
give a damn about an $8000 sampler but
who may care a lot about $500 multi-
effects, finally going wireless or making
their P.A. sound better. Was Chicago
NAMM dead? Not for these folks. May-
be not as much flash, not so much sizzle,
but plenty of steak, just as you'd expect
in a beefy town like Chicago.

To prove my point, I've picked two
down-to-earth winners as top new prod-
3 ucts of summer NAMM,
based on utility and
price. One is a little $300
two-track sequencer
from Brother, a home of-
fice computer products
company. The MDI-30
may only hold a lowly
7000 notes and has fairly
minimal editing facilities,
but it does have—ta da
—a 3.5-inch disk drive
on it. Shrewd MIDlites
will immediately see
uses, say, taking on live
gigs instead of that fragile personal
computer in your studio—just dump the
working versions of your MIDI se-
quences into the little two-track and
bring that, loading song by song. You
won'’t find another disk-drive-equipped
sequencer for twice the price. (If 7000
notes isn’t enough for you, there’s a
14,000-note model for $80 more called
the MDI-40.) And don’t overlook its
uses as a MIDI system-exclusive librar-
ian. Korg didn't—they had one modified
for use with an M1. Call (201) 981-0300
for more data to file. Another new item
at NAMM with good value as a sysex
storage is the DataDisk, a $400 rack-
mount librarian that Alesis cooked up
primarily for its own gear but is emi-
nently useful for most anyone else’s.

My second big-winner pick is the Fos-
tex 2016, a rack-mount 16-channel line
mexer that goes for—what, $400? Well,
it couldn’t have any effects busses for
that price, could it? How about two per
channel. And perhaps most impressive is
its ability to be run as two independent
eight-channel mixers, each with its own
effects. Drawbacks? Sure, only 80 dB of
noise floor, unbalanced connec-
tions and no XLR inputs,
and certainly no EQ any-
where. But we're talking £
25 bucks a channel 4#
here, which cuts in 28
half the current &
standard. And
this isn't a tease
—the Fos-
tex 2016 is cur- =
rently available,

Disk drive price breakthrough:

$300 Brother MDI-30 sequencer.

not promised by Christmas. Now I can
hear the howls of the press corps. A
dinky sequencer and line mixer chosen
as the two best products of NAMM?
Wotta hick! Then they’ll go back to
cruising the aisles for hip new state-of-
the-art wonders they’ll be using free of
charge in the course of writing reviews.
But hey, the more likely you are to spend
real money on music gear—especially,
God forbid, your own—the more impor-
tant these price performance break-
throughs become.

If sheer weight of numbers has any
effect, the trend of the show and of 1989
has to be Guitar Boxes Take to the Rack.
There are two schools of thought on this,
the first being the rash of multi-effects
that include not only the old reverb-
delay-modulation standbys but now also
distortion, parametric EQ, compression
and more. The second school believes
that no digital box can really do scream-
ing tube-type distortion, and thus offers
specialized rack-mount boxes, many of
which have actual, glowing vacuum
tubes in them. It seems dozens of both
kinds of boxes, half-rack and full, have
appeared lately, some at Chicago.

In the all-in-one categery I was im-
pressed by the Yamaha FX500, a $500
half-rack unit that chains up to five stages
together. Crunch is here aided by a
separate compression in addition to the
distortion stage. The reverb part seems
SPX90ish, which is Yamaha-ese for very
nice. The FX500 is 16-bit, has a lot of
dynamic MIDI capability and a big display
window, and even throws in a headphone
preamp and jack for portable practice.
Very competitive. Then there’s the
Roland GP-16, a $1200 box that has,
omigod, 16 effects, including all of the
above plus picking filter (remember the
Mutron), pitch-shifts, phase-shifts,
auto-pans and other cool stuff. Sure they
can be chained in any order, you bet
there are three sets of stereo outputs
with some circuit-tweaking for each form
of amplification, and yes there’s a new
multi-stage noise shaping (or MASH)
form of analog-to-digital conversion
that’s supposed to be equivalent to 18-bit
something or other. I mean, this is top-
shelf, seize-the-high-
ground kind



noticeable six-string trend
has been the proliferation
of fancier axes, often well
above the $1000 barrier.
Maybe the $2000 benchmark for a
good keyboard has changed gui-
tarists’ buying habits, or maybe
manufacturers just figured it wasn't
much fun knocking off Strat copies
for peanuts. Whatever the reason,
Chicago NAMM was busting out all
over with great new instruments.
Here are our 10 favorites, in no
particular order of importance.

Hamer Chapparal: Although
neck-through-body designs are
Hamer’s usual M.O., they made a
bolt-on exception for this new ver-
sion of their Chapparal, perhaps
the closest to the Strat of any of the
guitars on this page. Sacred tradi-
tions are broken by using Honduras
mahogany on the body and cutting
away the neck to the twenty-fourth
fret, as well as the punchy Slammer
humbucking and two single-coil
pickups. The locking tremolo is
mounted closer to the body than
most, with a cavity cut out for
maximum pull potential. A fast axe

for $1500.

Heartfield EX-11: Why Fender
feels the need to distribute a new
guitar line may be a mystery (other
than the fact they’re made by the
big Fuji Gen-Gakki plant that builds
Squiers), but the Heartfields can
stand on their own. A sophisticated
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HAMER CHAPPARAL

active electronics setup, handsome
flame maple top, a maple neck set
into an alder body, the Floyd Rose
tailpiece and just a nice, fast feel
make the $1329 EX-1l a definite
keeper. Don'tjudge the Hearffield
line by the cheaper and unsatisfying
RR versions, by the way.

Washburn Atlantis: Some
players can never get enough fret-
board, and for them designer
Stephen Davies came up with a
cutaway neck that offers up to 36
frets(!) of playing room. His latest
cutaway model, this one a bolt-on
with 26 frets, is the American-made
Atlantis EC26, which packs
Seymour Duncan “JB” and single-
coil pickups, Sperzel tuning ma-
chines and a Kahler whammy for a
neat grand.

Peavey Odyssey: Subfitled
"Peavey remakes the Les Paul,”

the Odyssey has some styling inno-
vations you'll either love or hate,
but the sound is all there. The tri-
angular neck inluy and blue-green
finish are especially striking on this
$1000 beauty. If you're more tradi-
tionally inclined, try the $800
Peavey Generation ll, by far the
best Tele variation we saw

at NAMM.

Heritage Parsons Street V:
These are the workers from the old
Gibson factory in Kalamazoo that
closed down a few years back, and
they decided to carry on under the
Heritage moniker. The Parsons
Street line is a modified Les Paul
design that retains that old-time
feel. The basic model is $1300, with
options like active humbuckers or
piezos. If you want to get real tradi-
tional, though, the Heritage Sweet
16 is a terrific update of the L-5.

PAUL REED SMITH SIGNATURE

RITZ NEPTUNE

Why don’t more manufacturers
make pickguards out of maple?

Steinberger GR-4: You may

recall the M series that came out last
year, the first Steinberger that didn’t
look like a box. Mike Rutherford of
Genesis put it to immediate use, but
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that wasn't metal enough for the
kids, so Steinberger’s got a new R
{as in Rock) series of the design that
certainly should be. The opening
salvois the $1190 GR-4, loaded
with two Duncan Hot Rails pickups
and a humbucker. The body is maple
with a composite graphite neck, but
unlike the M series, it has no binding
and thus more rounded edges. The
whammy bar is not the usual Trans-
Trem, but a more metalist model
called the R-Trem, optimized for
dive bombing.

Ibanez American Master
Series: Ibanez has been working
the metal side of the street, but here
comes back to the center with a
classy Stratish update. Attractive
maple binding and back with the
neck setinto a mahogany body for
extra sing, the American Masters
come with a pair of humbuckers
with coil splitting via a five-position

Paul Reed Smith Signature
Series semi-hollow body:
Only Smith could price a guitar at
$2900 ond not draw a laugh; to a
growing number of players they're
worth every penny. This model is
akin fo its Signature series cousins,
with two humbuckers, the famed
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PRS five-position tone control and a
lovely rosewood neck with bird
inlays, but its body has been hol-
lowed out—without sound holes—
for a rounder, mellower tone. Sim-
ply superb.

Yamaha Image Custom: Extra
points for the original arched-top
body shape designed by Martyn
Booth, plus fabulous extras like little
red LED:s for fret markers, locking
tuning machines, a new active/pas-
sive Hybrid Integrated Pickup Sys-
tem (H.|.P.S.) and a custom two-point
fulcrum tremolo bar, all for $1500
list. An all-around great axe.

Ritz Neptune: Apparently Wayne
Charvel’s marriage to Gibson was
an unhappy one, because his
designs are now being touted by the
new Ritz Guitar Company. They've
got the familiar slanted-body top

switch and a Floyd Rose trem-
olo. The prettier of the two-
some is the $1500
MA3HH. And speak-

ing of pretty, you
should check out

the paint jobs com-

ing out of Ibanez’s

custom paint shop

—nmy favorite is

Dali's melting clock
painting but all

sorts of horror and
surrealist imagery

is available.

we’'ve come to know as Charvel's,
some more dramatically sloped
than others, but what sticks out here
are the materials—lovely pieced-
together sculptures of various rare
wood types in their Exotic series.
Even more amazing is the Neptune
series, which uses sea shells inlaid
into a body finish in one continuous
surface. Absolutely breathtaking,
and truly worth the extra weight
{about as much as a Les Paul).
Electronic and tremolo options are
extensive and the prices, around
$1600, are entirely reasonable for
guitars as remarkable as these.




of stuff. And Tom Scholz continued his
MIDlization march by introducing the
Rockman XPR multi-processor which
has a few new distorto-wrinkles, includ-
ing something called Lead-Leveler and
six separate distortion-processing cir-
cuits, as well as five-band graphic EQ,
full stereo chorus, delay and reverb, and
other goodies, all for a robust $850.

On the other side of the street were
the specialized tube-mongers, led by a
German firm, Hughes & Kettner. Two
little boxes named the Cream Machine
and the Crunch Master have been
knocking around for many months but
are finally in America. The $350 Cream
Machine slides more toward the tradi-
tional British, saturated-tube Marshall
sound, including a separate “tube amp”
volume knob on the back. The $370
Crunch Master veers more to the Amer-
ican/Fender side, with a three-band
equalizer and broader range of distortion
capability. Both have outputs for clean,
crunched or mixed signals for different
processing setups, and have a great
“Cabinetulator” feature that electroni-
cally reproduces the voicing of speaker
cabinets in a direct-line output for re-
cording or DI. Hughes & Kettner make
this feature available in a cute little $99
red box. Five thousand are in service in
Europe and the U.K. This company also
did some interesting work in MIDI-
programmable amplifiers and has a nice

$1000 tube amp system called the ATS.
And speaking of three-letter products,
there was a nice $300 preamp from ACT
(Analog Control Technology) of
Kalamazoo that used two 12AX7 tubes
for true authenticity.

Other crunchy multi-effect action
included the MM4 Metal Machine from

Digitech, which has reverb, EQ o

and delays as well as compres-

manufacturing it all along and decided it
was too good to let go. The SDR-1000,
vou may remember, sounded excellent
and was capable of running two different
programs on each half if desired for its
$1000 tag.

But a far less familiar entry to the
rack-niount sweepstakes was Mesa/
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sion and distortion. And Digitech
also came up with a big MIDI-
programmable graphic EQ re-
lease with three $550 units, the
MEQ 28, 14 and 7. These use a
button for each ISO frequency
center and an alpha knob for
setting levels—now that’s user
friendly. And Digitech also
brought out a beefed-up DSP-
128 called the DSP-256, as well
as a scaled-down version of their
Smart Shift harmonizer num-
bered the HM4. Alesis was back
with yet another MIDIVerb up-
date, this one numbered III but
closer in nature to a QuadraVerb
since it has four separate stages
that can be chained together.
Lexicon continued its successful
LXP series with a $500 multi-
effects box, the LXP-5. And
Sony brought back the SDR-
1000 reverb that Ibanez stopped
selling—it seems they were
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VACUUM TUBES HEAT UP NAMM

T'S BEEN BUILDING
for a while now; but we
currently seem to be in
the midst of a Vacuum
Tube Renaissance. In fact, one of the
most exciting things on the o’ NAMM
floor was Seymour Duncan’s new 84-40

tube amp/speaker combo. For a 40W
amp (into your choice of one 12 or two
10s), the thing lets out a monstrous
roar. And it distorts so sweetly—a
talent the Duncan guys attribute to the
four EL-84 tubes they use in the power
amp stage. The preamp stage is all-
tube too, though. You get two chan-
nels: clean and distorted, the latter
with a three-band passive EQ. There’s
an effects loop that slithers in between
the preamp and power amp stages.
They’ve even thrown in a good old-
fashioned spring reverb—no extra
charge on the $595 list price.
Longtime amp champ Paul Rivera (an
L34 man, for those of you who obsess
over tubes) has come out with a line of
combo amps. It’s designed around
three different heads—a 120W stereo,
a 100W mono and a 60W mono. You can
get any of the heads in a stand-alone
configuration, or mated with a variety
of speaker loads in a combo rig. At the
heart of each model are two channels,
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one with Rivera’s SL “metal crunch”
voicing and the other with his M “Fen-
der/Dumble/Boogie-style” voicing.
Each channel has three-band EQ; and
on channel two you can kick in Rivera’s
patented Ninjaboost. The design also
includes Rivera’s Slavemaster load
resistor/power attenuator circuit,
which can be applied to either channel.
The Slavemaster has its own effects
loap, in addition to a main effects loop.
There's built-in reverb and—on the
120W stereo models only—chorus.
Lots of options in a line that ranges
from $999 to $1799.

But there’s even more good news
from Tube Town. After a few false
starts on these skores, Germany’s
Hughes & Kettner has finally set up
regular U.S. distribution. Which means
we should all have much freer access to
the company'’s killer tube preamps,
MIDI-smart/all-tube combo amps and
other goodies. At this NAMM show,
CONTINUELD ON PAGE 78



Boogie, who brought in a primo MIDI
Matrix switching system with 10 func-
tion switch inputs, six effects loops, an
A/B switcher that’ll switch inputs and
outputs, and even a fancy Abacus MIDI
foot controller for program switching, all
for a grand. Bob Bradshaw, look out!
(The foot controller is also available
separately for $380.) Mesa/Boogie is
also re-releasing one of its vintage
models and has a great new Sus-4 shock-
mount rack system that should increase
the survivability of all those racks we’ve
been talking about. Prices range from a
$175 4U job to a $335 20U model. Of
course, if you can’t afford that, Gibson
has a new molded-plastic Gigrack with
six rack spaces and a cover, case and
carrying handle. Hey, it's a rack-mount
world. You can't just let 'em pile up on
your amp, you know.

Another big trend at NAMM was
Mike Companies Start Making Their
Own Wireless Systems, perhaps in-
spired by Shure’s big offensive last year.
There was Electro-Voice's GS-1000
(guitar) and MS-1000 (mike, with an N/
DYN 757 capsule) units, which are true-
diversity, use DNX companding circuitry
and transmit 50 mW of power, the legal
maximum. At around $1200, these are
definitely pro-oriented. Then there are
two new guitar systems from Beyer, one
the NE 42.10 non-diversity wireless and
the other the NE 42.20  true-diversity
receiver, either to be matched with the
TS 42.10 transmitter. Strong selling
points include the four-position sensitiv-
ity switch for different guitar inputs, low-
noise LN companding, a squelch circuit
and an equalizer network to match vari-
ous amplifier voicings. It’ll handle a
hundred feet of range with no problem.

Then there's the Audio-Technica sys-
tem, including the ATW-1031 for guitar
and the ATW-1032 for mikes. Both are
diversity systems for around $750,
altogether competitive considering
there are LEDs for viewing RF and audio
levels, noise-handling circuits and 200
feet of range. On the upper end, Sony
brought out a new $4800 job, the WRR-
28 UHF wireless system, but for those
of us on beer budgets Sony recommends
their slightly older VHF 410 and 420
units, priced around $1100. And even
Peavey’s getting into the fray with its
tiny Wavelink belt-pack guitar setup. It’s
much-reduced (the transmitter weighs
only 3.8 ounces) but it has companding
and filtering circuits, a simple sensitivity
control and can run on any of six operat-
ing frequencies. Does this mean Fostex
and AKG, the last major mike companies
without wireless units, will be coming
out with theirs next January? Stay tuned.

When it comes to working musicians,
ncbody works harder for their money
than those singles and duos that fill the
lounges of America. And P.A. systems
for these poor souls have always been 1)
too heavy and 2) too directional. After

Holy Gralil of spreading the stereo image
throughout the whole listening environ-
ment. Those still serving in those par-
ticular trenches will call Unique Musical
Products at (217) 342-9211 and make
further inquiries.

Crunch city, here we
come: Roland’s fancy
GP-16, Scholz R&D's
Rockman XPR and
Hughes & Kettner's
tube preamps, the
Crunch Master and
Cream Machine

all, you can’t point your Twin or P.A.
cabinet at those old ladies in the front
row—it’ll straighten their permanents.
A new, very portable system cailed
Dawn is what a lot of these lounge lizards
need. It’s somewhat revolutionary be-
cause it’s highly unidirectional, since the
speakers point straight up and then the
sound is radiated to all points around the
cabinet. The stereo image is maintained
in an impressive portion of the room.
How do these 'itle cabinets kick out the
bass? They don’t—a bigger throat-
loaded subwoofer in the middle provides
the lows, which tend to be more un-
idirectional anyway and don’t need to be
split. The bandwidths of the two Dawn
systems were impressive indeed.
though the beefier MI-510, which sells
for $750, is probably the one I'd recom-
mend, as opposed to the smaller $500
MI-36. (A larger MI-1015 is also on the
way.) The MI-510, once collapsed, can
be packed away into one 32-pound pack-
age you can carry out in'one hand—that
includes the stand-mounts. Since I've
personally done a lot of time :n the
lounges, I thought the Dawn system was
the most original and overdue product at
summer NAMM, particularly because
P.A. makers have long been chasing the
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Mike honcho Audio-Technica's entry into
the wireless wars, the ATW-1031

Of course, for those who don't want
their P.A. to be at all subtle, JBL has
some new speaker activity of its own.
The idea was to make use of that whoosh
of air the speaker cone makes as it goes
out the back. Why not use that air to help
cool the magnet down, improving stabil-
ity at higher power levels and allowing
you to lighten the speaker since it
wouldn’t need such big heat sinks? So
JBL’s engineers started drilling holes in
their magnet systems in search of the
perfect arrangement. At one point they
got up to 40 very small holes (which
worked okay but whistled terribly) and
finally worked their way back to three
good-sized ones. This became known as
their Vented Gap Cooling arrangement.
It’s tascinating to watch the speaker kick
out bass frequencies while enough air
comes cut the back to blow out a match.
And the speaker itself is said to run up to
100 degrees F. cooler, which is damn
cool The first of the JBL Vented Gap line
are the 2206 (12"), 2226 (15") and 2241
(18") models. And who says there are no
new ideas in sound reinforcement? Then
again, some of us would settle for some
old ideas priced cheaper, such as the
MX-700 power amp from QSC. Packing
225 watts into four ohms for a measly



$600, it’s what the copywriters call cost-
effective and I call a bargain.

One of the biggest NAMM newsmak-
ers was Tascam, who unveiled not only
the 644 cassette multi-tracker we told
you about last month, but an eight-track
version with 20 inputs along the same
line called the 688 and priced at $3300
(that includes a nifty meter bridge).
Tascam also finally got their $2000
MIDIlizer released—although we told
you about it last year, it’s only now finally
hit the market. But perhaps their biggest
ace in the hole was their new one-inch
24-track deck, the MSR-24, the ultimate
in two-headed tape decks. It'll do sync

lock-ups, auto-locates, has dbx defeata-
ble in groups of eight, and generally
brings completely professional specs to
a recorder that costs less than $15,000.
Okay, that’s what a new car goes for, but
it’s significantly less than any 24-track
deck I know of.

Other recording news included a new
member of Fostex’s 4000 series, the
4020 Event Controller. This $1300 rack
will run eight relay contacts off of
SMPTE time code for up to 999 events.
It’ll start sequencers, cart machines,
bypass effects units, start and stop CD
players and other difficult studio duties at
any SMPTE address you ask. It’ll also
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run off MIDI commands, has two RS-422
serial ports, is supported by Fostex’s
F.A.M.E. automation system and
doesn’t need any other 4000 Series
product to do its job. Also winning extra
points in the recording studio environ-
fment was a vigorous presentation by
Conneaut Audio Devices (CAD) of Con-
neaut, Ohio. They make a very good-
looking line of mixers, processors and
microphones—in the latter category,
CAD was showing a potential competitor
to the vaunted Neumann U-47 mike
that’ll sell in the 700s. Keep an eye on
this one.

No account of NAMM would be com-
plete without mentioning Roland’s revi-
val of the Rhodes piano. This is an en-
tirely digital, sample-based recreation of
the '70s classic, done with significant
input from Harold Rhodes himself. Even
allowing for some interesting tweaking
of the sounds, it’s difficult to see exactly
why Roland undertook a project of this
magnitude other than as a way to reach a
portion of the electric piano market that
mistrusts newer technology or the Ro-
land nameplate. The new Rhodes mod-
els were unveiled with a long medley of
"70s classics, underscoring a definite
back-to-the-future theme, but for this
writer just getting rid of the back-break-
ing weight of the old Rhodes is still not
enough to warrant a sequel. Hey, these
are the good old days.

That’s all I've got to say about Sum-
mer NAMM at the moment, but look
elsewhere on these pages. Read the
accompanying stories on hot new
guitars, tube amps and MIDI/synth
happenings. Then come back and tell me
this was a dead show, I dare you. Wake
on the Lake? It sure kept me awake.

Wide awake. M

M l DI from page 91

panel, fibre-optic connectors—to create
a MIDI super system, or, in other
words, a Local Area Network. But the
real kick in the waterproof jodhpurs is
that any data format can be converted to
MediaLink. This includes digital audio,
SMPTE...you name it. Of course that
doesn’t mean too much right now, since
there’s presently no hardware for con-
verting any of these things into Media-
Link. So, for $1500, the MidiTap is a
good MIDI patchbay today and...may-
be...the heart of a true virtual studio
tomorrow.

Through aman’s eyes, I suddenly saw
the folly of my boyish ways. There’s no
such thing as a dead NAMM show. Hey,
just ask Roy Orbison, or the Ayatollah. ..
Any of those guys’ll be glad to back me

up. W
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Stalking the Wild MIDI Machines

HIVERING, THE IRON-
gray taste of sleep still in
my mouth, I focused my
eyes on the empty ex-
panse in front of me. Vast and desolate,
as though forsaken of all God’s crea-
tures, it wasn’t what I'd expected
NAMM to look like. Where were the

By Alan di Perna

punching up one great sound after
another from the U-20’s bank of 128
presets, ferocious in 30-voice polypho-
ny. There were acoustic instrument
timbres and even samples of wild D-50
sounds. Once I'd exhausted these, 1
discovered that the $1700 U-20 will also
play ROM cards from the Roland U-110

Roland entered the 16-bit sampling waters with the $8000 S-770.

bellowing herds of hot new products?
The call of the wild dealers, eager to
restock their hometown music stores?

Looking back, I met the accusing gaze
of my faithful Indian guide, Chief Running
Status. “A true hunter can track down
fresh MIDI gear anywhere,” he said,
reading my mind. Indeed, how many
devastatingly lean NAMMSs had he sur-
vived without complaint? The weathered
lines on his face bore silent testimony to
more severe product blights than this.

Suddenly, as if to prove the truth of his
words, the dogs set up a deafening howl
and lit out toward the Roland exhibit.
Sure enough, they'd cornered the most
powerful sampler Roland has ever intro-
duced—the S-770. No 12-bit cub, this
one towered before our ears: a 16-bit
linear giant!

“There it is, kemosabe: a fully grown
sampler. With a standard SCSl interface,
AES/EBU digital inputs, sampling at 48,
44.1, 24 and 22.05 kHz, 24 voices and
two Mbytes of internal RAM—expand-
able to 16. And for $7995, it’s yours!”

A twig snapped behind us. We whirled
around and found ourselves face-to-face
with Roland’s new U-20 sample player,
its 61-note, velocity- and aftertouch-
sensitive keyboard gleaming in the
morning light. Before I knew what had
happened, 1 was just inches from it,

sample library, and that all these sounds
can be pumped through an onboard digi-
tal reverb chip—the same one Roland
uses in the R-8 drum machine. I caught
my breath just in time to master the U-
20’s six-part (plus a drum track) multi-
timbral capabilities. “Got it,” I yelled.
With the scent of MIDI data strong in
our nostrils, we had no trouble tracking
down the Korg booth. There, a family of
new synths, the T1, T2 and T3, grazed
peacefully. “If you know your M1 lore,

weighted wooden keyboard and an extra
512K of RAM for loading even more
sounds. The T2 has a 76-note keyboard
and the T3’s the family’s 61-note calf. On
the T2 and T3, the 512K RAM block is
available as an add-on option.

“And see that rack-mount unit dodg-
ing into the underbrush there? That’s the
Korg M3R. Essentially, it’s a single-
rack-space version of the M1R without a
sequencer. You get the same amount of
programs and combinations (100 each),
and even some sounds not found on the
M1 or MIR. A neat kill for around $1200.
Sounds can be edited on the unit itself,
or you can use the optional RE1 remote
editor for a larger display window.”

Then Chief Running Status led the
way to a clearing, ringed with majestic
pines. In its center stood a full-sized
keyboard and a sleek half-rack module.
“The big feller is Kurzweil’'s K1200, an
88-key version of their K1000. And the
little one is the new Kurzweil 900MX
micro expander. It has 60 of Kurzweil's
best sampled sounds and four Mbytes of
memory onboard, with an additional 30
sounds available on ROM cards. There’s
12-voice polyphony and five-part mul-
titimbral capabilities—all for $959.”

A realization came to me. “If E-mu
doesn’t get the Proteus out on the mar-
ket soon, they’re going to wake up to find
that someone’s eaten most of their
sales.”

Korg tweaked its hit M1 into the more potent T series.

you won’t have any trouble with these,”
Running Status whispered as we
crouched in the damp foliage. “They’re
basically M1s with twice the ROM pro-
gram memory (eight Mbytes), new
sounds, built-in 3.5-inch floppy disk
drives and enlarged, improved LCD
displays. Sequencer memory is up to a
big 55,000 notes. See the T1 there? He’s
the bull of the herd, with an 88-note

[0

“You catch on fast, kemosabe. That’s
the law of the synth forest.”

Suddenly Chief Running Status
dropped to the floor with a cougar’s
silent wariness. He placed an ear to the
ground and listened intently. “Big buzz
from the computer industry,” he pro-
nounced gravely. “Coming this way.” It
wasn't long before a compact but power-
ful creature hove into view. “Now what



do you call that?” I asked in bewilder-
ment. “Atari calls it Stacy,” he replied.
“It’s the portable version of their ST
computer: specially bred for survival in
the wilderness, with a track ball instead
of a mouse and a hi-res monochrome
LCD instead of a monitor. But you can
plug in a mouse and a monitor if you
want; so it’s easily domesticated.
Energetic little critter too; it can run for
up to 35 hours on eight C batteries. It
comes with one Mbyte of memory and a
3.5-inch drive for $1495. You canalso get
two or four megs and a second floppy or
20 Mbyte hard drive.”

My eyes widened. “Now musicians
can use all their favorite ST software out
on the gig trail.”

“That’s right. And never forget:
bringing sequences on the road is one of
the biggest problems the MIDI out-
doorsman faces. To play back your
sequences, you need something rugged
and uncomplicated—like one of these.”

He held out a 1U rack-mount unit: the
Midibuddy from Acme Digital, making its
first expedition to NAMM. “This is what
you call a disk-based spooling sequencer.
You just play a sequence into it, via
MIDI, from your home computer. Then
you bring the Midibuddy on the road to
play your sequences. It’ll sync to and
generate MIDI clock with song position
pointer. And you can get an optional
SMPTE reader/writer for just $100. The
sequences are read right off the disk, so
you're not limited by the device’s inter-
nal memory. There’s even an optional
SCSl interface and 40 Mbyte hard drive.
The Midibuddy is also a programmable
patchbay and MIDI processor/mapper.
And it’s got an RS232/422 port for direct
communication with other computers. It
could be a man’s best friend (next to ol’
Shep here) for $995.

“But for a cheaper, smaller—if less
powerful—approach to taking your se-
quences on the road, try one of these.”
Running Status tucked a small device in
the pocket of my flannel hunting shirt. It
was Anatek’s Pocket Record ($149), also
new at NAMM and due out in October.
“It’s a 15,000-event single-track MIDI
data recorder that’ll slave to MIDI clock,
among other accomplishments,” he
explained. “And like all of Anatek’s
products—including their new Pocket
Transpose ($129), it runs on neither
batteries nor main power, drawing its
juice from the MIDI cable itself.”

As Running Status imparted his prod-
uct wisdom, a strange, deeply spiritual
transformation took place. The barren
NAMM landscape became a lush forest,
teeming with new tech ideas. Like
MusicSoft’s TransMidi ($499.95), a

device for sending MIDI data over a
conventional wireless rig. And Di-
gidesign’s DAT [/O ($995), which trans-
fers audio data in the digital domain from
a DAT player to the Apple Mac, where it
can be edited via Digidesign’s Sound
Tools system and then transferred digi-
tally back to DAT....
Ahhwwwwooooooooooohhh! An
eerie howl broke my transcendent vis-
ion. “Lone Wolf,” Chief Running Status
solemnly declared. He was right. Lone
Wolf, the new L. A.-based company, was
introducing their MidiTap. It’s all got to
do with Local Area Networks (LANSs),
the latest acronym from the land of Big
Computer Doublespeak. From the out-
side, the MidiTap looks innocuous

enough: a 1U rack with four sets of MIDI
ports, an RS232/422 interface and a
fibre-optic connector. And in effect, the
MidiTap is a MIDI patchbay—familiar
enough territory for a real MIDI man.
Any MIDI input can be routed to any
MIDI output. You can store 128 of these
routing configurations—called LAN-
scapes—in memory.

But how does the routing take place?
Ah, that’s where the trail twists. Once
inside the unit, MIDI messages and all
other incoming data get transformed into
a high-speed, fibre-optic data protocol
called MediaLink. This means, among
other things, that multiple MidiTaps can
be interconnected—via those rear-
CONTINUED ON PAGE 88

“A Great New Way to Play Rotosound”

Th'-sr strings, custom  gauged
by Billy Sheehan, provide the
time tested, world famous, Rotosound
Swing Bass set with two special
advantages:

1) A slightly lighter “G" string (.043), this
provides a more even string to string
tension across the neck and also makes
bending easier

2) A heavier “E” string (.110), which
again provides a more even string to
string tension, eliminating string “flop” or
“rattle”, and makes for a tighter low end
with increased mass for more volume in
the lower register. The (.110) gauge also
facilitates tuning to a low “D" without the
string bottoming out or loss of proper
intonation.

Hear them for yourself on Billy's latest
album featuring his new band “Mr Big" or,
better still, see him on his worldwide tour
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BATTY PRINCE,
TORN BETWEEN
GoobD AND EviL

P R I N C E

Batman
(Warner Bros.)

MAVIS STAPLES

Time Waits for No One
(Paisley Park)

cade, when Prince’s musical pow-

ers made his eventual superstar-
dom a sure thing, all anyone wondered
about Prince was, as Controversy teas-
ingly enquired, whether he was black or
white, straight or gay? Now it’s not so
easy. After frittering away the audience
he gained through Purple Rain, Prince
seems more puzzling than that. Sure,
he’s probably the most gifted pop musi-

BACK AT THE beginning of the de-

cian of his generation, but what good ,

does that do when records like Lovesexy
are borderline nuts?

Perhaps an answer can be found with
Batman, and, to a lesser degree, Mavis
Staples’ Time Waits for No One. Al-
though both albums are musically de-
manding, they’re also listenable in a way
Prince albums haven’t been since Purple
Rain. Part of that has to do with the
straightforward funk base both albums
build from, but this isn’t simply a matter
of getting on the good foot. What makes
these albums so approachable isn’t the
funk but the focus; finally, Prince is
working within a framework that can
keep his internal demons in check.

If Batman seems an unlikely solution
to Prince’s problems with content,
forget the plot and concentrate on the
morality play underneath. As Prince
sees it, Batman is about a man (Bruce
Wayne) burning to do good (quench
crime and love Vicki Vale), yet aching to
do bad (kill criminals and avenge the
blood of his parents). Then there’s the
Joker, an id incarnate who, like Milton’s
Satan, seems to get all the good lines.
Because we’ve read the comic, it’s
obvious how this power imbalance
should be resolved, but what makes
Batman so interesting is Prince’s abso-

lute hesitance to bring about that conclu-
sion; no wonder “Batdance,” which
closes the album, shudders at the brink
of sensual abandon before Prince
screams, “Stop!”

Musically, Prince maintains that sense
of brinksmanship by keeping the music
forever on edge, spiking the bottom-
heavy grooves with sampled dialogue
and bits of jazzy dissonance. Batman's
songs are anxious and tense, as if sung
by a man watching his own fuse burn
down to the nub; the Joker’s numbers,
on the other hand, have a sassy confi-
dence that makes you wonder who our
hero is really rooting for. And Vicki?
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Let’s just say the sugar walls have never
sounded sweeter anc leave it at that.

Given Batman’s lust for one thing or
another, you might expect the worst
from Prince’s production of Mavis
Staples’ Time Waits for No One. Surpris-
ingly, the material is wonderfully appro-
priate, while Prince’s contributions are
at once supportive and provocative.

As with Batman, the key seems to be
Prince’s ability to write in character.
Rather than approach the mating game
with predatorial hunger, “Interesting”
contrasts his funk against the singer’s
bemused detachment, letting the song
play a more subtle power game. Simi-

JB HOPKINS
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larly, “Jaguar” sidesteps its pursuit-and-
capture plot by emphasizing a feline
metaphor that finds a very respectable
home for Staples’ hungry growls.

It remains to be seen whether Prince
can maintain the sense of balance he
exhibits here; his, needless to say, has
not been the most predictable of
careers. For the time being, let’s just
close with a quote from Batman:

I’ve seen the future, and it will be

I’ve seen the future, and it works.

— J.D. Considine

WORLD SAXOPHONE
QUARTET

Rhythm 'n Blues
(Elektra/Musician)

the music of Ellington/Strayhorn on

its own terms a couple of years ago,
so they now tip their mouthpieces to the
vernacular music of their formative
years. Aside from the three originals,
the six arrangements here comprise an
overview of '60s soul that ranges from
James Brown (“Night Train”) to Gamble
and Huff (“For the Love of Money”).
These are not reverent reconstitutions
of the Famous Flames’ tight, blaring zig-
zags or the monolithic Stax brass/reeds.
WSQ interprets with an often kinetic
majesty that claims R&B (emphasis on
rhythm) as much as part of their outlook
as free jazz, or the smooth blend of a big-
band reed section. I'm surprised they
didn’t do it sooner.

It's as arrangers that WSQ have
shown the most growth; we always
knew they could play. Alto saxophonist
Julius Hemphill’s loping take on “Let’s
Get It On” evokes a satin-sheets texture
with Oliver Lake’s soprano sax as the
lead voice. On the other hand, “Night
Train” explodes with darting, interlock-
ing polyrhythms that turn progressively
wilder with each chorus. Hamiet Bluiett
crafted this one as well as his own “I
Heard That,” a part of WSQ’s live shows
for some time but recorded here for the
first time. David Murray’s tenor sax

J UST AS WSQ triumphantly addressed

swirls and climbs granite cliffs of horn
riffs, anchored in place by Bluiett’s
baritone sax. The quartet’s clarity,
power and uniform texture are nothing
short of grand.

Otis Redding gets two tributes with
“Dock of the Bay” and “Try a Little
Tenderness.” The former is an over-
rated song by Redding’s standards and
fails to tell us anything new about either
WSQ or Otis. Murray’s rhapsodic treat-
ment of the “Tenderness” ballad seems
elegiac and oddly out of place until the
background figures quietly ascend. Then
Murray’s tenor flops and turns with
keening agitation; the tune winds down
quietly in a kind of post-coital reverie.

When WSQ started over a decade
ago, their stock-in-trade was abstract
four-way blowfests. They've retained
their vigor, refined their textures and
have grown into standard-bearers of the
new jazz. — Kirk Silsbee

KOOL MOE

Knowledge I's King
(RCAJive)

E MAKES hit records. The girls
Hwon’t leave him alone. The man
considers his spiritual healing
powers comparable to those of Christ.
And yet, rapmaster Kool Moe Dee ap-
pears to be a troubled soul on Knowledge
Is King, his third LP. The boasts are
tiresome, and the consistently glum tone
is symptomatic of a first-class sourpuss.
Not that you'd wanna complain to his
face, 'cause Kool Moe’s skills are formid-
able. A blunt, meat 'n’ potatoes kinda
dude, he reels off a flurry of rapid-fire
rhymes with sullen authority, while the
beats mix solid pounding and righteous
James Brown riffs. Although the angry
throb of “I Go to Work” won’t win
awards for innovation, it satisfies in a
primal way what fancier stuff can’t.
Maybe Kool Moe needs a break from
the cutthroat rap wars, though: He
seems stifled by the tough-guy role he’s
fashioned for himself. Whether KMD’s
“rollin’ over rappers like a U.S. tank”
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(“Get the Picture”) or obliterating the
competition with atomic force (“I'm
Blowin’ Up”), you get the feeling our
hero hasn’t had much fun lately. Kool
Moe brings the same combative spirit to
matters of romance, chasing off gold
diggers with the paranoid “They Want
Money.” (“Hear dollar signs in your
careless whispers,” he snarls.) Lest
potential honeys get too discouraged, he
describes his ideal mate in the atypically
loose “All Night Long,” a hip-hop deriva-
tive of “The Dating Game.” However,
the superwoman he requires could only
exist in the grandiose cartoon world that
nurtures his own star persona.

When fantasy gives way to reality,
KMD'’s narratives take on a power lack-
ing elsewhere. The streetlife snapshots
from “The Avenue,” the anti-materialist
slant of the title track and the bitter saga
of racist oppression in “Pump Your Fist”
resonate with urgent, unfeigned pas-
sion. Finally, the grim demeanor makes
sense. Maybe Kool Moe Dee ought to
drop all that self-important jive and stick
to dispensing harsh, necessary truths.
Knowledge Is King misses more often
than not, but when it connects, watch
out. — Jon Young
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THE KINSEY REPORT
Midnight Drive
K ENNY NEAL

Devil Child
(Alligator)

persist today as a hand-to-hand

tradition is directed to this pair of
Alligator albums by second-generation
bluesmen, who are continuing to build on
the formidable foundation of their
fathers. Literally. While guitarist/vocal-
ist Donald Kinsey (one of three siblings
in the Kinsey Report) has played with
artists as diverse as Albert King, Bob
Marley and Peter Tosh, he’s worked for
many years behind his father Lester “Big
Daddy” Kinsey, a Gary, Indiana-based
bluesman. Guitarist/singer/harp player
Kenny Neal’s pappy is Baton Rouge’s

! NYONE DOUBTING that the blues
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Introducing the DSP-128 Plus.

Ignore the fact that the DSP-128 won
the “Best New Rack-Mounted Signal
Processor” for 1988. Now there’s the

- DSP-128 Plus.
New features.
New power. New
performance.
New promise.

Four effects
at once.

The DSP-128
Plus will blow
you away with its
innovation and
flexibility. It’s a studio-quality, perfor-
mance-oriented multi-effects processor.

And now it’s capable of producing
up to four digital effects at the same
time, along with an enhanced 20 Hz to
20 kHz bandwidth.

There’s reverb effects, chorusing,
flanging, delay, multi-tap delay, graphic

Most innovative product, 1989 iMusic
and Sound Awards Presentation.

Foort controller included.

and parametric equalization. We've even
provided a control pedal so you can tap
into those effects without missing a note.

What’s more, it’s fully programmable,
with 128 user-defined memory slots. And it
offers MIDI continuous control for virtually
unlimited real-time programming power.

The custom 20-bit VLSI engine pro-
duces unbelievable dynamic range and
computing power.

Forget everything you ever knew about
the DSP-128. Just remember to ask for a
demo of the DSP-128 Plus at your Digi-
Tech dealer. For a full-color product
sheet, write DigiTech, 5639 South Riley
Lane, Salt Lake City, Utah 84107. Or
call (801) 268-8400.

2 Digilech.
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Start at the top

*Guitar for the Practicing Musiciun, #1 Product for 1988.
DigiTech is a registered trademark of DOD Corp. © DOD Electronics Corp. Manutactured in the U.S.A.



Raful Neal, a harmonica player in the
Slim Harpo mode.

The Kinseys have evolved quickly into
a sophisticated blues-rock band. Mid-
night Drive, a sequel to 1987’s concus-
sive label debut Edge of the City, shows
off the same streamlined contemporary
sound that distinguished its predeces-
sor. In tandem with rhythm guitarist Ron
Prince, brothers Kenneth and Ralph
Kinsey lay down a flexible bottom for
Donald’s clear-voiced singing and limber,
imaginative soloing. The caliber of the
writing usually equals that of the singing
and playing. Slices of street life like
“Midnight Drive” and “Nowhere to Go,
Nothing to Lose,” the seething protest
number “Free South Africa” and a
slightly funked-out cover of Percy
Mayfield’s “River’s Invitation” stand out
in a strong repertoire. With Midnight
Drive, the Kinsey Report maintains its
rep as one of modern blues’ most for-
ward-looking units.

Kenny Neal’s bayou boogie is rooted
more deeply in the past, but Devil Child,
his second album for King Snake Produc-
tions’ Bob Greenlee, is still an unassum-
ing and hardly antique delight. Neal's
rough voice, steely Buddy Guy-like
guitar and rough-hewn, lazy harp are
heard to best advantage on comic num-
bers like “Bad Check,” “Can’t Have Your
Cake (and Eat It Too)” and “Yack Yack
Yack,” although he proves his way with a
deeper blues on the wrenching “The Son
I Never Knew.” In Neal’s able hands, the
old Excello Records swamp thang stays
rigorously up-to-date. — Chris Morris

LEO KOTTKE

My Father's Face
(Private Music)

great sense of humor, because he’s

going to be haunted by geese farts
till the day he dies. The guitarist com-
pared his voice to them back in '69, on
the liner to 6 and 12 String Guitar, and
Leo—babe—if you hadn’t brought it up,
we never woulda thunk it. Twenty years

GOOD THING that Leo Kottke’s got a

later, on his third album for a new-age
label, the barn door’s open and the geese
are farting again.

This is as it should be. While Kottke’s
been hard at work honing his unique
guitar style—not to mention being busy
making an honest living—others have
borrowed from him (and from John
Fahey, Peter Lang, even Sandy Bull),
dressed up their respective ramblings
with digital sound and boring cover
landscapes and confused the hell out of
anyone who ever thought they liked
hearing an acoustic guitar. So after two
instrumental albums with bassist Buell
Neidlinger producing—nifty albums that
might as well have had “File Under New
Age” stamped larger than Kottke’s name
on the covers, because Private Music
mostly releases that kind of music and
mall record store clerks are getting
younger every day—T-Bone Burnett
has stepped in, brought Los Lobos’
David Hidalgo with him and unleashed
the geese on close to half the songs on
this record.

What we end up with is a largely
improved version of Time Step, Kottke’s
final Chrysalis album, released in ‘83 and
also produced by Burnett. Sure, there’s
a new-age spin to be found on My
Father's Face, but despite the odd glock-
enspiel and tympani, this is Kottke’s
admittedly strange vision of pop music,
and it works. Most notably on “Jack Gets
Up,” I'd say, which successfully com-
bines the near-psycho lyrical premises of
Neil Young’s “Last Dance” and Leonard
Cohen’s “Dress Rehearsal Rag” into a
strangely mirthful spoken verse that
includes the album’s title and bonus
shaving references. No one else could—
or would want to—release this song,
which is its ultimate charm.

That Kottke once recorded the near-
gloomiest dirge of the '70s—Green-
house’s “Tiny Island,” which I only
mention because you really ought to hear
it—and still manages to give his albums
names like Regards from Chuck Pink,
speaks volumes about letting the geese
fart where and when they may. In or out
of the new age, Leo Kottke still isn’t
walking like a duck, and we should be
grateful. — Dave DiMartino

HEINER GOEBBELS/
HEINER MULLER
The Man in the Elevator
(ECM)

a who’s-who band from the ranks
of the jazz-pop avant garde and
bemoaning civilization run amok, West

B Y MADLY FUSING idioms, assembling
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German keyboardist and idea-man
Heiner Goebbels has created a sprawl-
ing, many-headed beast of a record. It
could have been doomed from the out-
set, a big concept whose time should not
have come. Instead, The Man in the
Elevator is a fine example of new-music
experimentalism that hits paydirt. Goeb-
bels adheres to the belief that forms,
disciplines and rules were made to be
broken, and the end result is by turns
playful, ominous, sultry and badass

funky—a polystylistic fever dream.

Setting a text by the prolific German
playwright Heiner Miiller that’s ringing
with Orwellian overtones, Goebbels
fashions a suite that moves seamlessly
from idiom to idiom. Addressing musical
and cultural language as something
elastic, suitable for stretching, Goebbels
plots this “aural drama” with multiple
points of departure and arrival. The
initial sweep of sound and meandering
narration deposits us deep in a lounge-y,
lopsided calypso vamp. Arto Lindsay,
with his irony-laden plainsong voice,
repeats the phrase “Five minutes too
early would be what I'd call true punctu-
ality” like the mantra of an urbanite
caught in the grinding machinery of the
fast track. Lindsay plays the tale’s unoffi-
cial protagonist (something like Jonathan
Pryce’s character in Brazil), the nice
American boy trapped in an elevator to
hell. His opposite number, Emnst Stotz-
ner, sputters angrily in German.

Goebbels’ structure allows for de-
posits of kitschy cabaret, of free playing
over quirky rhythm beds and crunching
power guitar chords. We hear echoes of
the Beatles, Django Reinhardt and M-
Base rising through the mist. Into this
landscape of madness and dread, Fred
Frith tosses erratic/erotic guitar sounds,
George Lewis plays a mostly supportive
role on trombone, while the incisive Ned
Rothenberg contributes signature sax
excursions and Don Cherry puts in some
plaintive bent notes.

But Elevator is not so much a show-
case for players as it is a new kind of
musical theater. Goebbels embraces the



Perfect Pitch method verified at Ohio State University!

They

laughed at me

and doubted me....
until | showed them the
secret to Perfect Pitch!

A true story by David L. Burge

e were in ninth grade when | first heard
that Linda had “Perfect Pitch.”

Supposedly, she could name any pitch by ear!
1 was told she could even play any song after hear-
ing it on the radio!

L doubted it. How could she know F# or Eb just
by hearing it? An ear like that would open up
unlimited possibilities for any musician.

It bothered me. Did she really have Perfect Pitch?

“Yes,” she told me casually.

Perfect Pitch was too good to be true. | rudely
asked, “Can [ test you sometime?”

“OK,” she said cheerfully.

Now | was going to make her
eat her words...

I carefully picked a time when Linda had not
been listening to music. Then | challenged her to
name tones for me—by ear.

I made her stand so she could not see the piano
keyboard. | made sure other classmates could not
help her. Everything was set just right so | could
expose this ridiculous joke.

Nervously, | plotted my testing strategy. Linda
appeared serene. With silent apprehension |
played a tone: F#. (She'll never guess F#!)

! barely touched the tone. Instantly she said,
"F#

1 was astonished.

I quickly played another tone. She didn't stop to
think. Immediately she announced the correct
pitch. | played more and more tones here and there
on the keyboard, and each time she knew the
answer—without effort. She was SO amazing—
she could identify pitches as easily as colors!

“Sing an Eb” 1 demanded, determined to mess

nothing worked. | simply could not recognize the
tones by ear. It was hopeless.

After weeks in vain, Hinally gave up. Linda’s gift
was extraordinary. But for me, it was out of reach.

Then came the realization...

it was like a miracle. And it happened all
because | had stopped trying so hard. 1 had
stopped straining my ear and started to listen
NATURALLY. Then the incredibile secret ta Perfect
Pitch jumped right into my lap.

I began ta notic e faint “colors” within the tones.
Not visual colom—but colors of pitch. They had
always beer there. But thiswas thefirst tinae | had

Of course, music professors were highly skep-
tical when | started teaching Perfect Pitch years
later. Most would laugh at the mere suggestion
that anyone could have Perfect Pitch. But when |
showed them how to hear the pitch color them
selves, they changed their tune!

Now there’s more proof...

Research at Ohio State University has now
independently verified my Perfect Pitch method
(March '89). Their findings? It works, according to
OSU researcher Dr. Mark Rush in an interview
with The Harttord Courant (call our studio below
for more info). | was pleased. They're just now
finding out what thousands of nmwusicians I've
taught already know: that you really CAN have
Perfect Pitch if you know how to listen!

YOU can have Perfect Pitch too, but you
have to discover it. All you need are a few basic i
structions. I've put everything | know into my
Perfect Pitch” SuperCourse™ available on audio
cassettes with handbook. The Color Hearing
Technique I'll teach you is totally guaranteed to
work for you, regardless of your style, instrument,
or current ability level. It's easy—you don't even
have to read music!

Like most musicians, you will immediately hear
the beginning Perfect Pitch colors—or you can
return the Course for a tull refund. You've got my
word on it.

Or you can check out your progress for 40 full
days (use the handbook and first two tapes). It you
don’t experience a distinctly sharper, more musical
ear by that time, just return the Course and I'll make
sure you still get your tull refund—no questions
asked! I'm eager to prove that you can have Perfect
Pitch, too!

If you'll try the Course right now, we'll also
include my 90-minute companion cassette on
Relative Pitch, which you can keep FREF even it
you return your Pertect Pitch course!

Imagine your friends’ disbelief when YOU can
name tones and chords with laser-like precision!
Don't laugh! At least not until you've heard the
secret for yourselt!

Hear the simple secret to Perfect
Pitch! Order your tapes NOW!

Call 24 Hours and charge your Visa/MasterCard:

(515) 472-3100

her up. Quickly she sang the proper pitch. | asked

ever really “let go” enough ta hear these pitch [l N _ N N — N

for more tones (trving hard to make theny increas-
ingly difficult), but she sang every one perfectly on
pitch.

I was totally boggled. “How in the world do you
do it?” | blurted.

“l don't know;” she replied. And that was as much
as L could get out of her!

The reality of Perfect Pitch hit me hard. My head
was dizzy with disbelief, yet 1 now knew that
Perfoct Pitch was real.

I couldn’t figure it out...

“"How does she do it?” L kept asking myself. On
the other hand, why can't everyone identity tones
by ear?

It dawned on me that most musicians go their
entire lives without knowing C from C#, or G
major from F major. That’s like an artist who paints
picture after picture without knowing green from
orange. It seemed odd and contradictory.

I found myself even more mystified than before
I had tested her.

Humiliated and puzzted, | went home to work
on this problem. At age 14, this was a hard nut to
crack.

You can be sure | tried it myself. | would sweet-
talk my brothers and sisters into playing tones for
me, then try to determine each pitch. Almost every
attempt failed miserably.

I tried day after day to learn the tones. | tried to
visualize the location ot each pitch. Ttried playing
theny over and over in order to memorize them. But

colors which reside in every tone.

Now | could name pitches by ear! It was simple.
An F# sounded one way—a Bb had a distinctly
different spund. It was as easy as naming red or
blue.

The tealization struck me: THIS IS PERFECT
PITCH! This is how Bach, Beethoven and Mozart
could mentally hear music on a page—and
identify tanes, chords, ard keys at will—by fisten-
ing to these pitch colors. It's that simple!

I became comvinced that any musician could
have Perfect Pitch by just knowing this secret of
“color hearing.”

When | first told my close friend Ann, she
aughed. “Oh, | could never have Perfect Pitch,” she
asserted. “You can develop a good Refative Pitch
[the ability to compare one tone with another],
hut you have to be barn with Perfect Pitch.”

“That’s because you don't understand what
Perfect Pitch is,” | said. "it’s easy!”

! showed her the scecret and she heard it im-
mediately. Soon she too could name any tone
and sing any pitcn requested. We became instant
celebrities, £veryone was amazed.

As a keyboardist, Perfect Pitch allowed me to
progress faster than ever thought possible. 1 com-
pletely skipped vver required college courses.
Perfect Pitch made everything easier—performing,
CQMPOSING, arranging, transposing, IMprovising—
and it skyrocketed my enjoyment as well. Music
s definitely a hearing art.

===

|7l try it! Send me David L. Burge's PERFECT
PITCH* SUPERCOURSE™ with the 40-Day Money-
Back Guarantee that he describes above, Endosed
is my check or money order for $85 plus $4 shipping,
(NEW: Course now includes handbook plus siv audio
cassettes, including NEW Perfect Pitch Solo Tape
and 90-minute bonus tape on Relative Pitch!)

NAME
ADDRESS

vy STATE 7P

Please allow 3-5 weeks tordelivery, Tor 1 week delivens trom
our studio, add $2 and write “RUSH! on vouc emelope
Canadians may emit bank or postal money order in US
dollars. Foreign orders excopt Canada send $10 shipping tor
air service, lowa residents add 4% tax.

1'd prefer to charge my Visa/MasterCard

CARD #
EXP. DATE SIGNATURE
Send to: American Educational Music, Inc.

Music Resources Building, Dept. X40
1106 E. Burlington, Fairfield, 1A 52556

Pertect Pitch® is now a registered trademark awarded to David

I, Burge by the US. Patent and Trademark Oftice winch

identifies his exclusive Perfect Pitch cartrainimg method
1989 American Fducational Musie, Ing



spirit of collectivism and genre smashing
that Carla Bley embodied with her 1970
epic Escalator Over the Hill. That album
was a seed for new music and New
York’s downtown scene; this is a hardy,
delayed blossom. It comes not five
minutes too early. — Josef Woodard

THE ALLMAN
BROTHERS BAND

Dreams
(Polydor/PolyGram)

ITH THE SUCCESS of boxed sets by
WBob Dylan and Eric Clapton, as
well as the emergence of the CD,
record companies have been raking their

vaults in search of suitable candidates for

this kind of canonization. The results
have ranged from the sublime (like the
above) to the ridiculous (20 Years of
Jethro Tull, anyone?). Dreams fits some-
where in between.

Back in 1970, the Allmans were the
hottest thing in rock, set to peak artisti-
cally with Idlewild South, the live At
Fillmore East double-set and the two-
record Eat a Peach, just three songs of
which were recorded before Duane
Allman’s death at the end of 1971. Their
brand of southern-fried blues and soul,
filtered unabashedly through the elec-
tricity of the British Invasion, set off a
string of so-called boogie bands, most
notably Lynyrd Skynyrd.

This massive six-LP/four-CD/four-
cassette, 55-track compilation, weighing
in at over five hours, is a tribute to the
scholarship of PolyGram’s catalog whiz
Bill Levenson (who also put together
Clapton’s successful Crossroads), and
includes more than two hours of “rare or
previously unreleased material.” The
volume proceeds in chronological order,
from Gregg and Duane’s Anglo-influ-
enced Allman Joys in 1966 to Gregg
Allman’s 1988 solo album, Just Before the
Bullets Fly.

The standard critical take on the All-

mans was that they weren’t quite the
same after motorcycle accidents a year
apart took the lives of Duane and bassist
Berry Oakley. Dreams bears out that
assessment, petering out after a promis-
ing start. Previously unavailable Allman
Joys demos, including the Yardbirds’
“Shapes of Things,” show just how
important a role English rock played in
Gregg and Duane’s musical develop-
ment, while a version of “Morning Dew”
by the 31st of February circa ‘68 (with
Gregg and Duane joined by drummer
Butch Trucks) is another curiosity
worthy of unearthing. Other highlights
include a 1970 live “I'm Gonna Move to
the Outskirts of Town” from a Cincinnati
concert and a 1971 radio performance of
the “You Don’t Love Me”/“Soul Sere-
nade” medley, dedicated by Duane to his
old sessionmate King Curtis. Most of the
rest are remixes that don’t add much to
the originals, and in some cases aren’t
as good.

The final half of Dreams, like the
Allmans’ career, seems to be an attempt
to recapture the spark of incendiary jams
like the immortal “Whipping Post” and
“In Memory of Elizabeth Reed.” The
one revelation is Gregg Allman’s incredi-
CONTINUED ON PAGE $9
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BREAKTHROUGH!

How To Listen To Recordings Before You Buy!

NEW DIRECT DIAL
1-900-45-MUSIC

Listen to every cut on the top albums before you go to
the music store! Just pick up your touch-tone phone and
dial 1-900-45-MUSIC and follow the simple instructions

below. That's all there is to it!

HERE’S HOW YOU USE MUSIC LINE™

¢ Use the nearest touchtone phone and dial 1-900-45-MUSIC.
1" when asked if you have a MUSIC LINE™ Playlist.

* You will be told to “‘Please enter the three-cigit ID number located
in the upper left-hand corner of your playlist.”

e Press

digit number.

* You will be told to ‘'Please enter your selection number.”
in the four-digit number of the selection you want to listen to.

¢ You will hear the name of the album, the artist, and the record company.
You will then hear ten to fifteen seconds of every cut on the album.

* To skip to the next song dial "1™
¢ To pick another album dial *'2"".

o After the album has finished playing you will be asked again to
"Please enter your selection number’

* Your phone bill will be charged eighty-nine cents per minute.

.D. #029 MUSIC LINE™ PLAYLIST

BLACK

Paula Abdul -
Forever Your Girl

Anita Baker - Giving You
The Best That | Got. ... ...
Bobby Brown - Don't
Be Cruel
Neneh Cherry - Raw
Like Sushi....
Guy - Guy
Lisa Lisa & Cult Jam -
Straight To The Sky.......
Milll Vanilli - Girl You
Know it's True.
DVays - Serious....... .
Jody Watley - Larger
Than Life...............
Karyn White - Karyn
White................
Vanessa Williams -
The Right Stuff

HEAVY METAL

Arich - Another Return o0
Church Hill.......... ...

Badiands - Badlands. .

Biack Sabbath - Headless
Cross . .

Blue Murder - Biue
Murder .

Cinderella -
Long Cold Winter. ... ...

The Cult - Sonic Temple
Def Leppard - Hysteria . ..
Extreme - Extreme

1567

1621

1628

L1534

1346

1600

..1633
... 1619
... 1832

1314

.. 1621
1007

Great White - Twice Shy..1634
Guns °N’ Roses -

Appeme For Destructnon 1106
G 'N'R Lies ... ... .. 1550
Metal Church -

Blessing in Disguise. .. ... 1603
Metallica -

And Justice For All . .. ...1372
Peison -

Open Up And Say...Ahh! ..1209

Skid Row - Skid Row .. . .. 1588
Tesla - The Great Radio

Controversy . .. ... ..1578
W.AS.P. - The Headless

Children . ............... 1620
White Lion - Pride ... . ... 1203
Winger - Winger .. .. ... 1500

PROGRESSIVE
Elvis Costelio - Spike . . . .. 1580

Cowtoy Junkies -
The Trinity Session
The Cure - Disintegration.
Edie Brickell & Tha New
Bohemians - Shooting
Rubber Bands At The Stars 1525

Enya - Water Mark. ... ... 1575
Fine Young Cannibals -

1583
1697

The Raw & The Cdoked ... 1573
Joe Jackson - Blaze of

Glory ................. 1608
Love & Rockets - Love

& Rockets. .. ... ...1624
New Order - Techmque ... 1579
R.EM. - Green ... ... .... 1518

Punch in the three-

" Repeat as often as you like.

Punch

10,000 Maniacs - Blind
Man's Zoo.......... ..

Tin Machine - Tin Machine .

Tom Tom Club - Boom
Boom Chi Boom Boom.
Xymox - Twist of
Shadows . Lo

RAP
De La Soul - 3 Feet
High and Rising. ... ...

M.C. Hammer - Let’s Get
It Started .. .. . .

Kid 'N’ Play - 2 Hype

Kool Moe Dee - Knuvwledge1

Is King. ...
L. L. Gool J. - Walking

.1626

1610

161

1582

With A Panther......... 1631

N.W.A. - Straight
Qutta Compton. .

Rob Base & 0.J. E-Z
Rock - It Takes Two
Stick Rick - The Great
Adventures of Slick Rick. .
Special Ed - Youngest

in Charge.
Three Times Dope -
Original Stylin’. .. .. ...

..1614

Tone Loc-Loced After Dark. 1587

Too Short - Life Is...
Too Short . .

1569

-
Bangles - Everything

Bon Jovi - New Jersey . .
Samantha Fox - | Wanna'
Have Some Fun. . ... .
Debbie Gibson -

Eectric Youth

Journey - Greatest Hits. .
Cyndi Lauper - A Nught

To Remember... ...
Living Colour - Vivid .. ..
Madonna - Like A Prayer
Richard Marx - Repeat
Offender ... ...

Paul McCaﬂney Howers
In The Dirt. . .

John Cougar Mellm:amp .
Big Daddy
George Michael Faith . ..
Mike & The Mechanics -
Living Years .

NoleIsontheBIock-
R

Hangin’ Tough. .

Stevie Nicks - The Other
Side of the Miror . ..
Roy Orhison -

Mystery Girl. .
Tom Peftty - Fuf Moon
Fever

Queen - The eracle

1509

Amn

1561

1584

.1530

1641

1532

1615
1638

1639

1002

TINE vou.

ﬁ’”.".'

Bonnie Raitt -

Nick of Time 1617
Lou Reed - New York .. . .1581
Rush - A Show Of Hands . . . 1566
Rod Stewart - Out Of

Order ... ... 1233
Roxette - Look Sharp' ..1618
Traveling Wilburys -

Voume One.......... 1502
XTC - Oranges & Lemons . .. 1572
BROUGHT
YO YOU BY

1-900-45-MUSIC
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VARIOUS ARTISTS

Bal: (Nonesuch Explorf;r)

ANYONE WHO GREW UP WITH THE NONE-
such Explorer series remembers David
Lewiston’s classic (though acoustically
limited) collections of Balinese gamelan
music. Although some of that vintage
stuff has been reissued on CD, Lewiston
recently went back to the source for a
set of all-digital recordings, returning
with a sampler of astonishing clarity and
presence. But Bali doesn’t just add
luster and detail to the gamelan’s sonic
palette; it also offers a valuable look at
how this very vital folk music—particu-
larly the kecak “Monkey Chant”—has
evolved over the last two decades.

ANDERSON, BRUFORD,
WakEmaN, Howe

Anderson Bruford Wakeman, Howe
(Anista)

TRUE, WE NEED A NEW YES THE WAY DON-
ald Trump needs another yacht. But at
least this is occasionally amusing—
Howe keeps each solo under 1,000
notes, Wakeman thinks he’s Franz Liszt
only about half the time (otherwise, he’s
George Winston), Bruford has finally
discovered the backbeat, and Anderson
offers his version of street slang.

MarY CHAPIN CARPENTER

State of the Heart (Columbia)

ON THE SURFACE, CARPENTER MIGHT SEEM
typical of the new breed of Nashville
acts—understated, folk-inflected vo-
cals, a slick-picking country band and
songs that could easily go either way. Go
deeper, though, and Carpenter proves a
real find, a writer of unusual perception
and depth who can take something as
commonplace as old clothing and find
within it a song as wonderfully evocative
as “This Shirt.”

Move to Move (Atlantic)

SO WHAT [F THIS RECORD IS FRIVOL.OUS,
derivative, even silly—since when is
dance music supposed to be profound?

Fact is, any moron can steal from “White
Lines (Don’t Do It)” or “The Tide Is
High”; it takes true talent to turn such
theft into the kind of trashy fun Kon Kan
delivers in “Harry Houdini” and its ilk.

MiLtoN NASCIMENTO

Miltons (Columbia)

LIKE HIS CLASSIC '70S RECORDINGS, THIS
succeeds not simply because it attempts
to approximate the excitement of rock 'n’
roll with traditional Brazilian instru-
ments, but because it's willing to settle
for that approximation. In other words,
from the dreamy cadences of “River
Phoenix” to his radical rethink of “La
Bamba,” Nascimento does what he does
best: He sounds like himself.

BAD ENGLISH

Bad English (Epic)
GRAMMAR IS THE LEAST OF THEIR PROBLEMS.

StuartT Hamm

Kimgs of Sleep (Relativity)

EVEN THOUGH HAMM SEEMS TO THINK “POP
music” refers to the way a bassist han-
dles his strings, there’s something oddly
insinuating about the fusoid instrumen-
tals collected here. Part of it may be the
sheer drive of Hamm’s slap-and-pop
approach; he hammers his way through
“Black Ice” as if he forgot there was a
drummer on the date. Still, it’s the quiet
magnificence of his solo performances
(for instance, the stunning “Prelude in
C”) which suggest that Hamm is the sort
of virtuoso for whom musicality matters
more than technique.

SoutllSour
Keep On Movin’ (Virgin)

THis BRITISH COMBO DESCRIBES ITSELF AT
one point not as a band but as a “sound
system,” and rightly so. Not only does
Soul II Soul share the dub culture’s
fondness for heavy bass and grooves
that matter more than melody, but the
music this ensemble makes has more to
do with sampling and sound manipulation
than instrumental dexterity. Still, that
doesn’t stop them from playing like a

BY J.D. CONSIDINE
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band, as the thickly layered James
Brown funk of “Fairplay” shows, nor
does it compromise the sweet soul sing-
ing that animates almost everything else.

Myr. Big ({\tlantic)

EVERYBODY REMEMBERS WHAT HAPPENED
when Sammy Hagar replaced David Lee
Roth in Van Halen. Imagine the result if
Mr. H. kicked David Lee out of his own
band, and you've got the sound of Mr.
Big. Granted, singer Eric Martin isn’t
quite as brassy as Hagar, but he more
than makes up in attitude and upper
register, just as Paul Gilbert compen-
sates for lacking Steve Vai's chops by
having better ideas. But this band’s top
man is actually on the bottom, for this is
where we finally hear what Billy Sheehan
can do. Frankly, the wait was worth it.

WATERFRONT

Waterfront (Polydor)
WHAM! SHAM, NO THANK YOU MA'AM.

Standing in the Shadows of Motown
(Hal Leonard Books)

CONSIDERING HOW CRUCIAL JAMES JAMER-
son’s basslines were to many Motown
classics, it’s a shame so few outside the
Hitsville studio ever knew his name.
This bio-cum-transcription book not only
tells the story, it spells out what was
important about his playing, from his
revolutionary use of harmony and time to
his keen sense of song structure. But
don’t read it as being for bass players
alone; thanks to the all-star performance
tapes, anyone can come away from this
book with a better understanding of
Motown’s bottom line.

JAckSON BROWNE

World in Motion (Elektra)

WERE JACKSON BROWNE ABLE TO INFUSE
his political numbers with the intensely
personal passion that animates his love
songs, he might be able to put a world in
motion. Instead, he sounds like some-
thing out of a Doonesbury cartoon—
Jimmy Thudpucker with a CNN feed.
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RAaLPH MOORE

Image.? (L_andmarlf)

A STUNNING LEAP FORWARD FOR A TENOR
saxophonist who for a time seemed likely
to be the Hank Mobley of his generation:
that is, sturdy, gifted, a sideman for
everybody, a leader on record only and a
musician familiar with understatement.
The understatement is still there, but so
is a sense of contrast, where he’ll bomb
the bass, spiralinto the ether of a tenor’s
high range. The rhythm section—Benny
Green on piano, Peter Washington on
bass and Kenny Washington on drums—
sounds like jazz musicians instead of jazz
students. This is all to say it’s possible to
make a mainstream record, unpreten-
tious and honest and with a sense of
narrative, with an individual voice. In
times of corrupt aesthetics and shame-
less simulation, this isn’t so bad.

After the Riot at Newport
(Bear Family/Su-nsl}ine)

‘THIS REISSUE WILL MAKE COLLECTORS
who’ve sold their daughters to Arab
slavers to make payments for the origi-
nal weep. They shouldn’t have spent the
money anyway, because aside from the
historical interest—recorded after the
1960 riot—and the oddity of moment,
when George Wein brought up a handful
of country musicians (Chet Atkins,
Boots Randolph, Brenton Banks, Floyd
Cramer on piano and Bob Moore and
Buddy Harman on bass and drums) up
north to play bebop, there’s not much to
recommend. Except the continual bril-
liance of guitarist Hank Garland, who has
four dense solos on the record. Garland,
who is still alive but brain damaged as the
result of a car accident, was one of the
most gifted jazz guitarists ever, even
though he made a living in the Nashville
studio scene. He recorded the occa-
sional jazz album—after this, he made
the often incredible Jazz Winds from a
New Direction—and he wasn’t a bad
talent scout either; both LPs feature 17-

year-old Gary Burton. (508 Colorado
Ave., Stuart, FL 34994.)

ALVIN BATISTE

Bayou Magui (India Navigation/Rounder)

THERE ARE MISTAKES ON THIS RECORD.
Great. It means someone, somewhere,
is trying to break out of the jazz school
mold and take risks. Batiste, an influen-
tial New Orleans teacher, is often more
adventurous than musicians from that
city decades younger. From the drums
and clarinet ostinato of “Imp and Perry”
to standards, Batiste is always trying
new things. Clarinet, if played badly, can
sound like the kazoo; in his hands, it has
arich languor that, even floating through
the patterns of fourths that give his
playing a modernist angularity, sounds
relaxed and inventive.

VARIOUS ARTISTS

New Orleans Sessions 1950
(Hﬂr Farni{y/Down Home)

LIKE MANY COMPANIES IN THE "40s AND "50s,
Mercury led a raid down to New Orleans
to record people: Theard Johnson,
George Miller and his Mid Driffs, Little
Joe Gaines and Dwine Craven, plus
Professor Longhair. This is an every-
other compilation: Every other tune
rocks, with boogie piano peeking out
from under the riffs. But here’s the
thriller: Amid the muck, there are a
handful of unreleased Longhair tracks
which are his best playing ever recorded.
Eccentric and brilliant, his work always
seemed laden with the promise of great-
er technical achievements. Here it is,
steely fingers banging away at the blues,
seemingly throwing quotes at random.
Incredible stuff, and maybe worth the
price of import admission. (10341 San
Pablo, EI Cerrito, CA 94530.)

VARIOUS ARTISTS
Deep in the Heart of Texas
(Home Cooking/Down Home)
SOUL IS ONE OF THE GREAT GENERIC STYLES
that either you understand or don’t. The

BY PETER WATROUS
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sound of gospel melodies put to secular
use over a steaming rhythm section is
one of the great American sounds, and
this collection, including the great
Gashead, Ernie K-Doe, O.V. Wright,
etc., provides the lithium necessary to
cope. Mostly recorded in the '70s, so
you can hear the sort of shining tech-
nique that always accompanies a genre at
the end of its life.

GIOVANNI VENOSTA
Loa Hi Tech Corporation
(Re Records/NMDS)

IN A BAD MOOD. I'D SAY THAT THIS WAS
ambient music stink for half-wits. But I'd
be wrong. These two guys have con-
structed well thought-out pieces from
samples of music, usually from Africa.
They gave the pieces structure by add-
ing guitar and keyboard parts. The
results are funky and pastoral, a bit airy,
and are always carefully glued together
for musical effect. Ten years ago the
record would have prompted stereotypi-
cal blather about one-worldism and the
global village. Today, it doesn’t seem
naive or hippie-like, just hip. (500 Broad-
way, New York, NY 10012.)

RAOUL BJORKENHEIM

Krakatau Rituals (KR 1/Hieronymus oy)

THIS IS ONE OF THE BEST RECORDS I'VE
heard in a few months, and like lots of
things, [ don’t know where it came from
or anything about the players. [ know
this, though: it’s got a great metal
grind—Raoul plays guitar—that mixes
Ornette with a bit of hardcore and free
playing. The saxophonists Jorma Tapio
and Tapani Rinne can sound scarily like
Ornette, and, harmonized over a John
Deere-goes-urban backbeat (two drum-
mers), they ignore soloing in favor of
fevered riffing. Raoul likes dense distor-
tion and pig-howling sounds; it all finds
its place. Finns give good rhythm, I
guess. Another little-known fact. (Pl
470, 33101 Tampere, Finland.)




Its Time To
Rack Up Another Hit.

i) (Lecvuomc
PABOUCTS

It’s hard to follow a great act. Expectations run
high. The performance must be flawless. When we
decided to carry the legacies of our LA-2A, LA-4
and 1176LN into the next genera
tion, we knew exactly what we
were getting into.

Our new 7110 Limiter/Com- T«
pressor incorporates the char- :
acteristics of its predecessors,
is the natural addition to a
legendary line and has all the

otential to become 2 major
Kit in its own right. The 7110
combines both peak and aver  @utomatic peak control
age limiting action, producing ¢/ 1I76LN.
smooth, predluablc RMS style performance like the
L.A-2A and LA-4 with the precise automatic peak
control of the 1176LN.

The 7110, with our exclusive program dependent
Smart-Slope;” gives you adjustable compression
curves from 1.5:1 through infinity:1. You sect

The7110 u)mbmes Ibe
smooth predictable KMS
style performance of the
LA-4 with the precise

threshold, attack, release time and output level -
the 7110 automatically rides the gain with split
second response.

To make set-up as simple as possible, we’ve included
an Automatic Preset function. Punch the button

._ on the front panel - the 7110 automatically

= defaults to program dependent attack

@ 0 E and release times, and presets the peak
- threshold and ratio to consistently used

%= scttings. Perhaps the best news of all, the
711() produus crystal clean sound and is vnrtually
transparent.

Just another limiter/compressor? We don’t believe
so. After you've heard it tp r yourself, we think you'll
agree. Stop by your local JBL/UREI dealer and give
it a listen. And, get ready to rack up another hit.

JBL Professional
8500 Balboa Boulevard, Northridge, CA 91329

© 1988 - JBL Incorporated A Harman International Company
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FREE

HOW TO ORDER AN AD

REGULAR CLASSIFIED (ads without borders):
20 word minimum. $2.70 per word, minimum
$55 per insertion

CLASSIFIED DISPLAY (ail adds with borders)
1x/1" $152 per, 6x/1" $141 per, 12x/1" $132
per.

BOLD FACE CAPS: First line, additional $20.
Musician Box Number: Add $4.00 per insertion
for handling.

PAYMENT MUST BE ENCLOSED with your ad
copy. Send to Musician Classified, Attn: Jeff

800-223-7524

Serrette, 1515 Broadway, New York, NY

10036.
Need an ad fast? DEADLINE: Two months prior to date of
Call Jeff Serrette. publication.

In NY State (212) 536-5174
Outside NY St. (800) 223-7524

BOOKS/PUBLICATIONS

Wiy Al BANI I tly car noney
and others d | led nonu ou from ba-
sics of ¢ ihon, professan hom g equipment

to consistently booking g jobs. Profit from years of
experience compiled by lighly successful bands. $10.00
PPD. Mornmgside Music, 10601 Shannon Hills Drive,
Mabelvale, ARK 72103,

EMPLOYMENT

FIND BANDS TO JOIN. ¥ind musicians and gigs.
Write: MUSICIANS NATIONAL HOTLINE., Box
7733, Murray, 171 81107, Phone (801) 268-2(6K).

RECORDS, CASSETTES, COMPACT DISCS!
NEW I'REE GIANT CATALO&G. Bluegrass, blues,
juzz, old time country, much more, listed by category of
music and by artist. ELDERLY INSTRUMENTS, 1100
N. Washington, POB 14210-BB5. Lansing M1 18901,
(O17) 3727800,

19" STEEL RACK mount 6" cabinets w power
strips. $175.00 « freight. (405) 755-6333.

1990 JAZZ CA
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ENDAR

Bak¢

Dute o the “PREZ’
LESTER YOUNG
Taylor A Shepy
15 or 2 tor
i 2 40 PRH
e 1 al to Ratnsess
4342 Degnan 8L
Los Angeles CA
HO00B ot of USA
wnd S7 PRH
2181299 3600
X723

FREE CATALOG: INSTITUTE of Audio-Video
Engineering, 1831 Hyperion (MU), Hollywood, CA
90027, Recording School. (800) 551-8877 or (21:3) 666-
2380, Approved for Intemational Students. Financial
and available.

SUPERMUSIC! AMAZING BREAKTHROUGH!
Anv key “without sharps or flats.” Any range “without
ledger lines.” Free details. Wnite: Music Concepts,
68 Dundas West, Etobicoke. Ontario, Canada, M9B
61-3.

"STUDIO-ON-A-BUDGET'S™  GUIDE  TO
HOMIEE RECORDING.” VHS Video + FREE work
hook 10 help you hook things up! Leam (o make great
sounding tapes at HOME! Send $44.499 ¢+ $2.(K) ship
ping to: CM Productions, 4238 Childress. Houston, TX
77005,

BE A RECORDING ENGINEER. Train at
home for High Paymg Exatng Carcers. FREE infor-
mation AUDIO INSTITUTE, 2174 Umion ST., Suite
221, San Francisco, CA 91123,

REPAIR GUITARS? FREE 96-page catalog
packed with tools and hard-to-find parts for guitars,
hanjos and mandolins. Stewart-MacDonald, Box 9007,
Athens OH 45701, (800) 818-2273.

ALL AD CANCELLATIONS MUST BE IN WRITING AND
MAILED TO THE MUSICIAN CLASSIFIED DEPT.
am am Publisher has the right to refuse oll moil order refailer ads that might conflict with Musician declers. e em =n o o == - o =

BACKGROUND TRACKS FOR amateur or pro
singers. Largest selections of all ERA's Pop, Stan-
dards, country, rock. Sing with a band. Highest quality
cassettes, keys just like ongnals. Lyrics with all songs.
Send ar call for free catalog and demo cassette, Singing
Center. 1817 Deer Park Ave., Deer Park, NY 11729,
(516) 242-8330 ar 1-800-726-8077.

10th Annual
Music City Song Festival

Over $225,000 in cash and prizes!

Professional, Amateus and Novice Song
Professional, Amateur and Novice L yric |
Amateur Vocal, Lyric Poem

Sponsors Include

| Atari, Magnavox, Peavey,
Smith Corona, Shure,
TASCAM & Technics

Deadlines: Song/Vocal - Nov. 30
Lyric/Lyric Poem - Oct. 31

Official Entry Form Required
Write or call for info today! - No Obligation
| Free SoundMakers Magazine!

MCSF, P.0. Box 17999-M
Nashville, TN 37217 ‘
(615) 834-0027 |

PROFESSIONAL BACKGROUND
TRACKS All the great songs of the
805, 7055, 605, SO's, 405,
30's, 20's, and more
Chrome tape cassettes
with removable vocals
plus lyrics and stereo
background tracks
Record with exact
re creations of
the hits
FRFF
catalog
of over
2000 songs!
POCKI T SONGS
Dept. A Box 229 1
Irvington, NY 10533
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Categories: Please mark category deswed

[ Accessories [] Books/Pubiications [[] Computers
[ Employment [] For Sale (] Instruction

[0 Instruments [] Miscellaneous [} Musicians
[JRecords & Tapes (] Services [] Software

[ Songwriters [] Talent [] Video

Your Name
Compan_y
Address
City
Telephone

Please fili in the information below i you want to charge
the cost of your classified advertising.

[J Amencan Express [ } Diners Clut []Visa
Credit Card #

Exp Date

State Zip

] Master Charge

Bank #
Your Signature
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MUSICIANS EXCHANGE! BANDS musicians:
Your serious referral service for working musicians.
Make the night connections. 1.0, Box 742681, Dallas,
TX 75374 (214) 2433 8015. Grand opening of Chicago of
fice (3123 127-7487.

MUSIC OPPORTUNITY/RECORD CONTRACT
We will present your demo tape to major record execn
tives. Service FREE O not accepted. 25 years experi
ence inindustry. For details. S.ASEC MILESTONE
MEDIA, Dept. MM, 10O, Box 869, Venice CA 90291,

NEW LABEL SEEKING artists influenced by
ELP, Floyd, Crimson. Rush, etc. Send tapes, press to
Magna Carta, Suite 1820, 208 . 51st St., New York,
NY 10022,

CLUB DIRECTOR—over 1600 clubs listed from
coast to coast. Most comprehensive list available today
with names, addresses and phone numbers. $39.95
plus $2.75 S/H. Jolene Entertainment Group, P.O. Box
126, Oakhurst TX 77:359.

LEARN SONGWRITING & COMPOSE MUSIC.
Professional instruction by mail. For course descnip
tion:  AMERICAN CORRESPONDENCE INSTI
TUTE, Box 31021-1, Cleveland, OH 44131,

RECORDS & TAPES

SINGERS!""! FREE BACKGROUND TRACKS
CATALOG!! 10,000 plus songs. The Singmg Source,
23530 Patina, Suite IF, Valencia, CA 91355. (805) 254
5602, Outside CA 1 (800) 262 HITS.

| I,

I
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Get Crafty!

with Robert Fripp and the
League of Crafty Guitarists
t or details about Guitar Cralt seminars,
concerts, and merchandise, write to
Guitar Cratt Services, At | Box 278 M Charles Town WV 25414
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YOUR PUBLICITY PHOTOS COPIED. 500
B&W glossy 8x10s for $89.95. Free price list & paper
samples MUSICIAN'S PHOTO SERVICE, 706 N.
76th, Seattle WA 98103,

*TASCAM# Overnite factory authorized repairs.
Our expert technicians will restore your equipment to
factory specifications. Over 25 years experience. Elec-
tronic Servicecenter, Inc. 13 S. 21st St., Philadelphia,
PA 19103. (215) 564 0800,

WMG, inc.

Compact Disc Manufacturing and High Quality
Cassette Duplication. Affordable Pricing for the
small independent labels or individuals. Complete
services from digital mastering, graphics, press-
ing, duplication, packaging, and fulfillment. Com-
plete record pressing from mastering to packaging.
All work guaranteed. Call 317-353-1113 or write to
8472 Brookville Rd., Indianapolis, In. 46239.

The following companies are more than mllmﬁ to fill you
in on their products. Call or write them, and tefl ‘em you
saw it in MUSICIAN.

American Educational Music Publications - 8400
Grond Loke Rd. Dept. R18, Presque Isle, MI 49777 (517} 595- 70031
Bﬂ(k Issuos 33 Comnmﬂcl St., G‘oocwev MA 01930 ... 81
jon — The Mountain, Framingham, MA 01701
(617)879 330 82
Crown International — 1718 W Mishawako Rd, Ellhort N
46517 (219) 294-8000 .35
D’Addario — 210 Route 109 E Fonnmgdale NY 11735 (516)
4549450 .. .. ... ...
Dean Markhx 3350 Scoh Bivd, 445 Sanko Cloro, CA
95054 (408) 988.2456 (800) 538-8330 ............. .75
Dlgl‘l’a:h See DOD Electronics ..............oooooooo..
DOD Electronics — 5639 South Riley Lane, Salt Lake Clz Ut
84107 (801} 268-8400 .
Electro-Voice — 600 Cecil St. Buchanan, M} 49107 (616}
6956831 ... e 57
EMG — P.O.Box 4394, Sonlu Rosa, CA95402 1707) 525-9941

Fender — 1130 Columxa St Breo, CA 92621 {714)990- 095%95'
GH's”s"rings 2813 Wilber Ave. Bottle Creek, MI 49015 €1,
968.3351 e
Ha stems — 485.19 South Broadway, Hicksville, NY
S iy 15

hes & Kettner — 35 Summit Ave, Chaddsford, PA 19137
(08 §lagTmer 35 SummitAve, Chaddord. PA 1913 34
JBL — 8500 Bolboa Bivd., Narthridge, CA 91329 (818} 893- g0 ‘1, n
Korg — 89 Frost St, Westbury, NY 11590 (516) 333- 9100 2
;..xkon Inc. — 100 Beaver St., Woltham, MA 02154 (61 7)
MESA/Boogie — 1317 Ross St Petolumo, CA 94952 (707)
7786565 ... . 101
Paul! Ilaed Smi'h Gulhrs 1812 Virginio Ave., Mmpoln,
MD 21401 (301) 263-2701
Poorl 408 Hording ladusinl Or, Neshvie, TN.37211 (615)

AATT o e
P.cvey 711 ASt, Meridian, MS 39301 {601} 483-5365 -
QS Audio ~ 1926 Placenio Ave. Coslo Mesa, CA92627 (74)
645:2540. ..
Rone — 10802 47th Ave. W, Evereri, WA 98204 (206) 355- 602%
Roland ~ 7200 Dominion Circle, Los Angeles, d'90046 '(i'l'a)
sessia
RotoSou ound — Stings Unlimited, Box 6042
Bridgewaer, B8 800, 437 3435 Unimed: Box 6042, 9
Scholz — 1560 Trapelo Rd., Waltham, MA02154(617)890-521.18
Sock/1BL - 8500 Bolboo Bivd,, Northridge, CA 91329 @)

411

Sennheiser — 6 Vista Dr, Old Lyme, CT 06371 (203) 434- 919% .

gmou Du an - 601 Plne Ave., Santo Bofburo ca9a7
(80 )964 9610 ... .24
rothers Inc. — 227 Homey Ave, Evﬂmlon 1L 60202
(3] 7) 866 2200 ... 33
y Pro Audio — 1600 Queen Anne Rd., Teaneck, N1 07666
(20\) 833- 5310 . 60
Stein| = 122 5. Robinson Ave, Newburgh, NY|7550
(914) 565- 005 ............................. .62
Toscam — 7733 Telegroph Rd., Montebello, CA 90640 (213
726-0303 ] 09 o ; 6&-69
Ultimate Su - P O Box 470, Fov? Collins, CO 80522
(303) 493 4488 ... 88
6600 Orangeth Ave, Buena Pork CA 90620
(714 522- 90" 7,47, 108

> JAZZ CDs;....c.»

to sell for around $10-$11, while Colum-
bia’s are $13-$14.

This being jazz, it is axiomatic that
whatever is being done with the music
isn’t going to be agreed upon in the jazz
community. If one person likes to hear
Fats Waller in a set of piano solos and
vocals with his band, another is going to
complain that it should have been just
piano solos. It’s easy to overlook the
bottom line: that recorded jazz of all

generations is more available. “Anything
they can do to get the music out is
admirable,” declares critic Leonard
Feather. “The reissues of today have
better sound,” Nat Hentoff points out.
“The historiography is more thorough.”

“Overall they are being done more
thoughtfully,” Dan Morgenstern says.
“You get a lot more on disc, so they can
be more comprehensive. If you take a
great deal of time and care to do the job
right, it's an easy way to add catalog and
fulfill a cultural responsibility.”

tles and Rolling Stones.

From our 1980 Grammy nominated
Paul McCartney interview that broke
the Beatles’ silence to the more re-
cent rumblings of the Stones, hear
the stories as told by the artists
themselves. They talk about their
music, their mates and an era
that may never be equaled in
rock 'n’ roll.

Whether you're a hard-core
collector or casual fan, you
owe it to yourself to add Best
of MUSICIAN to your collec-
tion. Pick up your copy today.

Send $4.95
(incl. p & h) to:

Best of
MUSICIAN

33 Commercial Street

Now, available together for the first time, you can get eight of these
rare and classic interviews in a single edition of the Best of MUSICIAN.

I Gloucester, Massachusetts 01930

IE—

Back By Popular
Demand. . .

THEIR RECORDS SELL big and their concerts sell out. So have most of the
issues we've published over the past ten years that featured the Bea-




THE MUSICIAN GUIDE

To Understanding Rock Star Interviews

greats and music biz bigwigs. In that time we have become fluent in a language as encoded

IN THE LAST 13 years, Musician has run over two thousand interviews with rock stars, jazz

as any diplomatic dialect, as arcane as the most specialized rhetoric of science or academia.
While many of our regular readers are conversant in this professional talk, it has come to our
attention that some casual magazine buyers are confused by what our subjects mean by certain
key phrases that pop up in interview after interview. Therefore, in the interest of breaking
down the walls of confusion and inducting a general audience into an exclusive fraternity, we
present here, for you to clip and save, this series of translations.

When rock stars say. ..

I couldn’t care less about my image.

Music isn’t about how fast you play.
Inever read the critics.

I'don’t believe in mixing politics with music.
That’s a really good question!

Off the record...

That’s completely untrue!

I don’t bother about the business side.
That's a very interesting story.. .

The producer ruined my last record.
You've got to try new things.

This time I wanted to get back to basics.
You're the first one who ever caught that.
He’s quite eccentric.

I will never endorse a product.

Bruce is a nice guy.

Musician has really gone downhill.

I hate doing interviews.

Idon’t care about money.

I wanted to try mixing different styles.
I've said this before. ..

I'mnot a folkie.

That label knows nothing about selling records.
I refuse to make videos.

I'll have the lobster.

They reallymean. ..

I've got a $5,000 a month publicist, photo
approval and a hair weave.

I've got rotten chops.

The critics hate me.

I voted for Bush.

I have a pat answer.

I want you to take the blame for saying this.
Who the hell told you?

I've got a great accountant.

It will take me half an hour to tell it.

My last record bombed.

My last two records bombed.

My last three records bombed.

What a stupid interpretation.

He’s quite a jerk.

Noone’s asked me.

What's so wonderful about him anyway?
They won’t give me the cover.

Here comes the media blitz.

I’m already rich.

I wanted to rip off somebody else.

I've said this in five interviews this week.
I'mafolkie.

They dropped me.

I'mugly.

You're buying.
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4 digrtal effects
atthe same time

for $369
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The new DigiTech MSP4 128 memory slots. It offers  a signal to noise ratio of 90db.

can produce up to four simul-
taneous digital effects for an
unbelievably low price of $369.

Choose from reverb effects,
chorusing, flanging, graphic
or parametric EQ, and delays.
And you can produce up to
four of those effects at the
same time.

The MSP-4 is fully pro-
grammable from any of its

MIDI continuous control for
almost unlimited, real-time
programming power. It also
lets you save your presets to
aMIDI recorder and dump
them back in from the
recorder.

And if that’s not enough,
the MSP-4 delivers some
great specs too. Like a 16 bit
linear PCM conversion, and

*Manufacturer’s sugge sted retail price.

It all adds up to DigiTech
guality.

Plug into the new MSP-4
today. For unlimited creative
possibilities without the finan-
cial side effects.

2 Digilech

gy
Start at the top.

[ N ]
539 So. Riley Lane Salt Lake City, UT 84107
Telephone: (801) 268-8400

¢ 1989 DOD Electronics Corp. Manufactured in the U S.A. Digitech °s a registered trademark of the DOD Electronics Corporation.
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RHYME PAYS.

If rappin’s how vou communicate,
Lay down your logic with the RX8.
16 bit resolution,
Full polyphony for rich, fat fusion.
43 vouces includin’ bass guitar,
Conga, marimba, even orchestra.
2 extra outputs for other motivation,
Total MIDI implementation.
Stores 100 patterns and 20 songs -
For rhvmin’with timin'all night long.
You may become a rappin’ visionary
With an RX8
And a rhvmin’dictionary.

Call 800-333-4442 for more
info on the amazing RX8 Digital
Rhythm Programmer.

No matter what kind of music
you compose, doing it without
the quality sound of the Yamaha
RX8 would be a crime.

Yamaha Corporation of America. Digiza Musicat Instrument Dicision.
PO. Box 6600, Buena Park. CA 90622. In Canada: Yamaha Canada

Rup at its rawest. The Axis. Boston.

Music Ltd., 135 Milner Avenue. Scarborsugh. Ontario MISIR1 YA M A H A





