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

of the field obsolete.

Two bigitally Controlled
Oscillators Per Voice —

for a full, rich sound previously
available only in synthesizers
costing several times more.
Digitally controlled for superior
pitch stability.

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

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

Fast, 8-Second Cassette Tape
Interface —

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

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

For complete Poly-61 literature, write: Unicord, 89 Frost St., Westbury, N.Y. 11590.
For Demo Record and full Korg catalog, enclose $3.00.
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The Poly-61 also gives you a
versatile Arpeggiator with Latch
mode; Poly, Chord Memory/Unison
and Hold modes; four way
Joystick with separate LFO,;
Release and Program Advance
footswitch jacks; full five octave
keyboard; plus the famous sounds,
quality and reliability that have
made Korg the number one name
in electronic synthesizers.

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

“nnﬁ ...we put it all together

Exclusively distributed by Unicord.

Westbury, N.Y. 11590
< Unicord 1983
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The world’s first intelligent keyboard.

From ceginner to professicnal, Korg's SAS-20 Compu Magic is the
parsonal keyboard with a brain. Compu Magic does it all:

In The Home: It's the computerized keyboard of the futLre. Learn on
it. have fun with it, teach yourself to play. Anyone can easily sound
like a full orzhestra and play many popular songs with just one finger.

In Schoeo:: Compu Magic:icanaccompany groups and singers, and
develop practical knowledce of music theory. Lightweight, portable
and easyitc carry faom class to class.

Far Professionels: I*'s scphisticated enough for compcsing,
arranging, performing Great for practice. It's a true “cne-man-band.”
FEATURES:

»Compu Magic Acccmpaniment—A Xorg Exclusive! Plays rhythm
and changes cherc progressions automaticaily ahile you play the
melody.

eInnovative Synthr.esizer Technology—for realistic ins:rument
sounds: piano, argan, strings, brass, harpsichcrd. flu-e, 2tc.

& Jnicord 1983

© Rhythm & Accompaniment Section—16 different acthentic preset
patterns. Push-in cartridges add uniimited rhythm and acccmpani-
ment pa:tern selections.

® Key Transpose—autom.atically changes 2ntire keyboard pitch to
match music or vocalist. Simplifies playng.

© Dual, Built-In Stereo Speakers—Ccmpu Magiccan alsolbe played
through your stereo system or external speakers and amplifiers.

So whether you're:a beginner or a professional, the smart thing is to
get your hands on.an inteligent keyboard today. The Korg Compu
Magic. For name of nearest dealer call toll-f-ee: (800) 645-3188.
InNY: (516) 333-9100.

Manufacturer ot
Professional Music
Instruments

Exclusively Distr.tuted by

Unicord

Westbu-y N.Y. 11560

Selectec Distributorships Still Availabie.




The buck starts here.

This is my SH-5
humbucking pickup; I call
it the Duncan Custom.

It has the warmth and
response of the old ‘‘Patent
Applied For”” humbuckers,
but also has more output and
a brighter sound.

The brightness comes
from the specially-designed
high-power ceramic magnet
that is connected to both
coils, making one coil a
north pole and the other a
south pole. The studs and
adjustable screws conduct
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magnetism up toward the
strings.

The opposing poles pick
up outside interference as
equal but opposite currents
which cancel each other
before the signal reaches the
amp, and that is how hum
is eliminated.

The higher output comes
from the extra wire I wind
on the coils; each coil has
exactly the same number of
turns of copper wire. The
resistance is perfectly
balanced with the

SN,

magnetic power.

My SH-5 sends a hot
signal into your amp without
sacrificing the high frequen-
cies; you get a defined
attack and superb sustain
along with sensitive
response to your picking
techniques.

This is one of the
most versatile of all
humbuckers—and you can
put it into your guitar. [
make eight different kinds
of humbuckers, each with a
different sound, and they fit

right into most guitars with
little or no alteration. I
always give you instructions
and wiring diagrams.

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

CA, 93103.

Seymour
Duncan

Pickups
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Mail $4 to the
address above and
ask for my ““The
Buck Starts Here”
20" x30" color
poster. Or ask your
dealer.
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Joan Jett is revealed as the greatest gum
chewer in eternity, because, like her music
it comes straight from the heart. From the
teenage girl group the Runaways to hard
times to stardom, Joan Jett always knows
exactly where her gum is. Charies M.
Young (and in love) ecstatically elaborates
Page 46

Prince has created an elusive and bizarre
mystique coming straight out of his music
and lyrics. in an extremely rare interview
Barbara Graustark wends her way through
Prince’s past and leads us to the
realization that it's all true. What can
happen in Andre's basement depends only
upon how many people are there. Page 54

The Beach Boys did a lot more than just
bring surfing to Kansas. Brian Wilson's
harmonic genius paved the way for much
of what followed, including the Beatles’

Sgt. Pepper’s. Brother Carl Wilson brings
us inside Brian's room for the full story of
how it all began, what happened to Brian
and how they've managed for twenty years
with and without him. Page 64

Table of Contents

Columns & Departments
Letters

Music Industry News

10

Talking Heads/Gregory Tate

14

A Flock of Seagulls/Jock Baird

]
al

Cecil Taylor/Cliff Tinder

32

Faces

40

Record Reviews

96

Rock Short Takes/J.D. Considine

Jazz Short Takes/Don Palmer

Features
Joan Jett's Gum Greatness/Charles M. Young
Prince/Barbara Graustark

110
112

46
54

The Beach Boys/Geoffrey Himes

€4

Working Musician
Stevie Ray Vaughan/David Fricke

78

Billy Gibbons/J.D. Considine

78

Digital Sampling /Freff

84

Moses Asch/Gary Kenton

88

Fresh Wind from Chicago NAMM

90

Reader Service

Classifieds

Cover Photo by Lynn Goldsmith

122
120




- MUSICIAN
' Co-Publisher/Advertising
Gordon Baird
Co-Publisher/Editor
Sam Holdsworth
Assoc. Publisher/Ad Director

Gary Krasner

Executive Editor
4 Vic Garbarini
r Art Director

Sam Holdsworth

GIVES YOU SOME INFLUENCE L

Promotion Director
Paul Sacksman
Staff Photographer
Deborah Feingold

From Curved Air to Roxy Music to UK., EDDIE JOBSON has helped shape
some of the finest moments of British rock. The work of these bands set the

standard for many others to follow. Jobsan's explaits have made hima ALy o
frequent winner in KEYBOARD Reader's Polls. Now the violin/ keyboard whiz e
s expanding his area of influgnce. With a new band. ZINC. The resultis JIC. Cosla * Brian Culman
music as intense and far-reaching as anything he's done before, Timothy Whie /;raﬁcisﬂDavis (Jazz)
EPPIE TOPSOU [ IHAC g et

Advertising Sales
Ross Garnick
Production Manager
Pamela Ellis
Production
Elizabeth East Keith Powers
Jeanine M. Guerin
Typography
Don Russell
Administration
Hyacinth Amero  Michelle Nicastro
Mary Ellen Cataneo
Main Oftice/Production/Retall Sales
31 Commercial St., P.O. Box 701
Gloucester, MA 01930 (617)281-3110
New York Advertising/Editorial
MUSICIAN, 1515 Broadway, 39 fi.
N.Y., N.Y. 10036 (212) 764-7400
Group Publisher
Gerald S. Hobbs
Circulation Manager
Donna DeWitt (212) 764-7562
Subscriber Service
Helene Miller (212)764-7536

Pick up some influence. | e R iles Premaanist Geralcss: Hobbs
EDDIE JOBSON and ZINC. : MR A7 & Dotign Goun, el sicaita
William H. Evans Jr., Treasurer; Lee Zhito, Bill-

board Operations; John B. Babcock, Product
Development; Mary C. McGoldrick, Personnel;

M ”n "
fﬂﬂlllflﬂ[] Illfﬂ “ []VE[ Ann Haire, Circulation. Secretary: Ernest
Lorch. Corporate Manager: Robert Lewis,
[]N [:AP”[]'_ HE[:[]H[]S & EASSE”ES General Manager of Publishers Graphics
' . = Musician (USPS 431-910) is published monthly
: . ]I by Amordian Press, Inc., P.O. Box 701, 31 Com-
' mercial St., Gloucester, MA 01930. (617) 281-
3110. Amordian Press, Inc. is a wholly owned
subsidiary of Billboard Publications, Inc., One
Astar Place, 1515 Broadway, New York, N.Y.
10036. Musician is a trademark of Amordian
Press, Inc. ©1983 by Musician, all rights
reserved. Second class postage paid at Glou-
cester, MA 01930 and at additional mailing
offices. Subscriptions $18 per year, $34 for two
years, $48 for three years. Canada and else-
whetre, add $6 per year, U.S. funds only. Sub-
scription address: Musician, Box 1923,
Marion, OH 43305. Postmaster send form
3579 to above address.
Current and back issues are available onmicro-
film from University Microfilms Inti., 300 N. Zeeb
Rd., Ann Arbor, MI 48106.

@




\BESY BA) [} Yiy
) | DUR ;

GOOD ENOUGI'I T0 REPI.ACE HIS K. ZII.DJIANS.

THE NEW K.

Tony Williams, who has played only K. Zildjian cymbals made in Istanbul
during his entlre.carsef'h“as‘fmnd something new.

The new K. Now made in the United States. But still individually cast from the
secret Zildjian alloy, and hand-hammered in the Zildjian tradition. By the
Avedis Zildjian Company, makers of cymbals for 360 years.

Accomplished drummers describe K. Zildjian cymbals like connoisseurs
describe a fine wine.

“Deep, mellow, and rich,” says Tony.

“Their lower frequency range gives them a dark, dry tonal quality. With fewer
overtones, | can get a tighter sound, really digging in without getting overpowered.’

Careful hand-hammering, a skill that took generations to perfect, is what gives the
K its legendary sound. While others have tried to duplicate
it, in the whole world there’s still only one K.

Ask Tony Williams.

For your copy of a full-color Tony Williams poster, plus a
Zildjian Cymbais and Accessories Catalog, sesid $3.00 to the address betow.

Avedis Zildjian Company, Cymbal Makers Siace 1623. Longwater Drive, Norwell, Mass. 02061, USA The only serious choice.




LETTER FROM HEAVEN
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What is this? Mikal Gilmore on the vital
music that silly KROQ won't play, Charles
M. Young on Lester Bangs, Timothy
White on Bob Marley and | haven't even
gotten halfway through the issue yet.
You guys are really determined to make
all other music magazines look even
worse than they do compared to you
anyway, aren’'t you? And | even forgotto
mention Peter Guralnick on Muddy
Waters. Geez, | think | died and went to
reader heaven. Please keep up these
astonishing displays of passion in
writing.
Kendall V. Scott
Garden Grove, CA

KOOTCH-ASS ROCK ‘N’ ROLL
TERTES e S e
My congratulations to Mitchell Glazer.
Finally someone has done a decent
interview with two of rock’s best, Don
Henley and Danny Kortchmar. If anyone
wants to hear Kortchmar's 80s music,
listen to his 1980 Electra/Asylum album
Innuendo. It is a super album that has
me listening over and over again. After
years of being “laid back,” Henley and
Kortchmar deserve to play some Kiss-
ass rock 'n' roll. Kudos to both of them.
By the way, Kootch, you are the sexiest
man in rock 'n’ roll today.

Fayanne Kanner

North Hollywood, CA

WE REMEMBER LES
(e |
| figure that between them, the Ramones
and Lester Bangs have yelled out "we
accept you" more sincerely than any-
body. They've shown weird people like
me that all it takes to rock 'n’ rollis a little
bit of soul. When it hit me that Lester had
died | bawled my eyes out and stared at
the stars. Some people break down
walls but Lester smashed 'em to bits.
Mary Byrd
Oklahoma City, OK

LET YOUR MOTHER DECIDE

S T e P Sl S
If John Lennon had worked harder on his
craft, as you suggest, Sting, perhaps he
might have mastered polyrhythm or
microtone, but | don't think his songs
would have been any better than they
were—they must be judged with a
standard other than mere musiciarship.

His music was a by-product of his quest
for self-realization, and uitimately | think
all music which truly touches the hearts
of the people comes from this source,
including your own. Songs like "Driven
To Tears" and "King Of Pain” reflect a
genuine spiritual struggle, but if you
listen to Andy Summers’ “Mother” back-
to-back with John Lennon's “Mother,” it
becomes quite clear who has done
more work in this area.

A handful of catchy-yet-progressive
pop tunes are not going to do us much
good if the world goes up in flames, and
Lennon clearly emphasized that the sal-
vation of the world depends on the sal-
vation of the individual. Yes, you are a
tight and clever littie band, and your
forays into the inner world are at least
encouraging. But please, show a little
humility at the feet of a master, no matter
how ragged be his clothing.

Jim Nail
Brentwood, CA

DO ITFOR LOVE
AEE s e

I commend Mikal Gilmore for his stimu-
jating article on L.A.'s new pop. But the
ultimate stimulation comes from the
music itself: Three O'Clock, the Ban-
gles, Dream Syndicate and allthe rest of
L.A's new rock 'n’ pop. Butthe rea! proof
lies in the fact that this music originates
in the imaginations of its purveyors and
is not the result of some trendy record
exec trying to market a new fad. These
bands are not in it for the money.
Jordan Oakes

Valencia, CA

ROMANCE POLICIERE
e e S

The interview of Sting by Vic Garbarini
was absolutely fantastic. Vic's intuitive,
understanding evaluation of Sting and
his music was beautifully tempered with
insightful, easy flowing, witty-yet-
sincere writing. (Can you tell | loved it?)
Hopefully, there will be more interviews
of Sting by Vic. | equally enjoyed Andy
Summers' diary of his adventure on
Montserrat and | gained a greater
understanding of his genius through his
photographs. That was a clever bit of
analysis of Stewart Copeland and his
kinetic world, done by Chip Stern, but |
felt the interview was far too short in
comparison to the others. ‘Le travail par
excellence!

Love from a Police Deputy,

Amrita Parmar

Richmond, B.C.

Sting—the humble introvert, hmmmm?
This is certainly a novel idea and not an
unwelcome one. | knew there had to be
more behind the poignant lyrics of “Syn-

chronicity” than the tortured artist/ego-
maniac that the media loves to present
as the Mr. Sumner. Thank you, Vic Gar-
barini for the finest interview with Sting |
have read, and | have read quite a few.
Caroline Tipton

Coventry, Ri

GUITAR CRAZY

e s = - = -}
Have you people gone guitar crazy? |
mean you have been featuring some
real guitarists lately: Ronnie Drayton,
Vernon Reid, Jim Hall and Bill Frisell, not
to mention your June feature on Andy
Summers. These are people who prove
that the synthesizer will never replace
the guitar—a stupid argument anyway;,
all instruments are created equal.

Also anice Police article, but I'mreally
waiting for them to release an instru-
mental LP. Do it under a different name,
anything to get it out! The B-sides of their
singles are not enough. One more
thing—you have the best magazine on
the market (the truth—not just bull to get
my letter published).

Ron Ertman

In J.C. Costa's piece on the new Stein-
berger guitar he states that those locked
in the holy union of select hardwoods
and vintage pickups would not be too
happy with the new offering. The only
people who will not be happy with the
Steinberger are vintage dealers with
large stocks of Strats, Teles and Les
Pauls. Just as the prices of old Fender
amps have been kept in check by Mesa
Boogie, and various old organs are los-
ing outto programmable synths capable
of emulating them, the Steinberger
might just bump off the old Strat-Paul-
Tele trinity. It's original, affordabie, inde-
structable, playable and portable. Praise
Ned, I'm satisfied.

The Guitar Grappler

REVOLUTIONARY SURVIVOR
AP e — = |
| can't believe it!I'm part of a nation-wide
trend again! (Haven't been in one of
those since the sexual revolution—any-
one remember that one?) Lack of sup-
port for original music from people,
clubs and management led to breaking
up the band and setting up a studio in my
house, thanks to new technology, but
what to do, what to do? Then the next
thing you know the latest issue of Musi-
cian arrives to tell me to take heart, I'm
not alone. Alone or not, I'm recording
and those record execs will be hearing
from me—and in 8-tracks too! And if you
know any A&R people, tell 'em to write or
call—I've got great stuff!

John Santa

Chapel Hill, NC
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sar_’ .oore’s Key To Creative ixpression
The RSI000 By Ibanez

If you've had the chance to experience Gary Moore
in coneert with Thin Lizzy, The Greg Lake Band
or more recently the Gary Maore Band, you know
the kind of axeman he is -- absolutely wild!
Because of Gary’s distinctive style, his playing
demands a guitar that totally unleashes his
creative abilities as an artist-- the RS1000.
The body of the RS1000 is sculptured of
fine alder and topped with stunning bird’s
eye mapke. Two Super 58 pickups provide
a sweet sustained sound for driving rhythm
work. Additional features include the custom
designed Roadstar neck and the new Hard
Rocker Pro tremolo system.
4" The RS1000 is waiting now at yaur Ibanez
dealer to unlock your creative demards.

Tomorrow's Name In Guitars

RS1000CS

Fos a full col:s caralog send $24D tx Ibanez, dipt. M: PO Rex 88, Bensalem, Pa. 19G20; @ 17421 'B” East Gal Ave, City of Industry, Ca 91748
®§.0. Box 2009, laho Falls 1. 85401, ®ln Canade: €969 TraW/GBRH0 Fghady, Suie 'G5, St.-Laurent, Quebec, Canada MaTIVE




by Jock Baird
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The bombshell of the year arrived at
the end of June when Warner
Communications revealed that it was
negotiating with the parent companies
of PolyGram Records to purchase
eighty percent of the U.S. operation
and half the Eutopean arm, making it
the largest multi-national record
company in the world. PolyGram’s
shareholders are a large high-tech
conglomerate, the Seimens
corporation, and Philips, a consumer
electronics firm specializing in the
Compact Disc format. Warners’
interest in CD, amply dgemon-

strated at the recent IMIC conference,
was believed to be one of the
motivating factors of the offer. The
Seimens group was reportedly
unhappy with PolyGram’s ten-year
struggle to get a profit-turning chunk
of the American record market, and
has been rumored to be thinking of
bailing out for almost two years now.

The wave of shock and outrage
gave way to anti-trust action by CBS
Records and MCA Records. CBS’
Walter Yetnikoff in particular blasted
the takeover, adding, “It will result in
an overly concentrated industry. But if
they can do it, we have some
interesting ideas of our own, whick |
thought until now were iliegal.” Mare
serious obstacles to the buy-out occur
in Germany, where the Berlin Cartel
Office has rarely consented to
mergers which give the new company
thirty percent of the German market;
the Warner-Polygram deal would
garner at least thiry-six percent. Major
German labels are also expected to
stridently oppose the sale.

Quickly following on the heels of
this was the gloomy news that MCA
was inking a new distribution
arrangement with the last
independently distributed major label,
Motown. Following the defections of
Chrysalis to CBS and Arista to RCA, it
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heaped the final indignity on the indie
distribution network, the more so
because Motown had actually started
its own distribution company in the
L.A. area in the wake of Pickwick's
departure from the record business.
MCA's new appetite for film and video
projects, increased by the hiring of
Irving Azoff, may have been whetted
by the success of the Motown twenty-
fifth anniversary show and Berry
Gordy Jr.’s film activities.

Ornette Coleman, not one to
undertake small projects, will be
opening a state-of-the-art
performance center on September 25
in Fort Worth, Texas. The complex,
dubbecd Caravan of Dreams, includes
a 400-seat club, a restaurant and a
solarium, and a small amphitheater. To
christen the new venture, financed
completely by local investors, Ornette
will play the full orchestral version of
“Skies Of America” (never performed
in its original form before) and
introduce a piece written about the
late Buckminster Fuller.

Sonny Rollins is doing three sold-
out dates in Japan with Jack
DeJohnette, Alphonso Johnson and
Pat Metheny, including a 20,000-seat
jazz festival that will be broadcast on
Japanese national TV. If we're lucky, a
discussed U.S. tour will go
forward....the Police kicked off their
tour of U.S. arenas by playing the tiny
Half Moon pub in Putney, England,
right around the corner from Putney
citizen Andy Summers. Bandmate
Stewart Copeland will play on a cut
from the upcoming Paul McCartney
album, due in the fall....David Paich
and the Porcaro brothers of Toto are
writing with the Jacksons and playing
on the rew Jacksors' LP. Yes,
Michael’s in on it; he plans to sing a
duet with Queen’'s Freddie Mercury.
(He's also producing a couple of

tracks for, glack, Barbra Streisand.)
Phil Collins will be playing drums for
the fall Robert Plant tour.

The early-July New Music Seminar
in Manhattan shed some interesting
light on the progress of radio/record
reform. Many old-line independents
felt that the seminar turned into a
major label orgy of self-congratulation,
a celebration of cooptation. There was
anger from the indies, shoved into the
back of the room (and having no hotel
hospitality suites). In his opening
address, I.R.S." Miles Copeland took
note of the fragility of revolution: "The
problem is, when you create success,
you want to formulize it. That's the !
danger." The passion to formulize took
the form of endless attempts to define
“new music” at a host of seminars
(Chic's Bernard Edwards came up
with the only acceptable one: “Any-
thing { haven't heard before”).
Nonetheless, despite the branch
majors' provocations, a number of the
so-called new music people scarcely
distinguished themselves by
complaining, cat-calling, whining,
"Why don't you play more hard-core?”
and other juvenilia. Faced with such
contradictions, the conference left the
neutral observer with a mild un-
easiness about the new music future.

Chart Action !
It was turnover time on the old LP
charts this month; well, almost. That
pesky kid Michael Jackson dropped
another single off Thriller and went
back to #1 after only one week in the
runner-up spot. Flashdance had put
up a great defense, but there was no
stopping the Police’s Synchronicity
from going to #2. Def Leppard, David
Bowie and Men At Work’s Cargo hung
in, as did Prince (#9) and Eddy Grant
(#10), but below that, the old and
feeble started dropping like flies.
Drifting down were Journey, Bryan
Adams, Hall & Oates, Styx and

ZZ Top. Falling more rapidly were
Culture Club, Lionel Richie, Rick
Springfield and U2.

Roaring up on the outside curve
came Stevie Nicks, and Loverboy,
hitting #7 and #8 in three weeks. The
Kinks (#15) executed a less
spectacular but still impressive
passing maneuver, as did A Flock Of
Seagulls (#16), Talking Heads (#28)
and The Fixx (#24). Joan Jett hit #63
running, Quarterflash got to #58 in two
weeks, Rickie Lee to #48 in three, the
Eurythmics and the Human League
looked strong in the mid-30s and even
Bob Marley's Confrontation leaped
eighty places to take #68. It was a
time of rampant optimism, spoiled only
by the appearance of a new iron
Maiden album even as their Piece Of
Mind still rose in to the low twenties.




IF YOU'VE GOT THE WAITS,
WE'VE GOT THE TAPE.

To get the most out of today’s high performance stereos, you need a
high performance tape.

Maybe thats why so many manufacturers of top-rated tape decks
recommend Maxell. Our tape is desigried to help good equipment live up
to its specifications.

Unlike ordinary tape, Maxell can handle sudden bursts of power with-
out any distortion. And it can deliver the extreme
highs and lows that sometimes get left behind.

So if you'd like to get the most out of your sound
system, try Maxell.

But a word of caution. Always keep your I |||um|ummun W

seat belt securely fastened. ITSWORTH IT.




ROLAND PRESENTS ITS PRODUCT LINE FOR 1987
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THE NICE THING IS, IT"S AVAILABLE TODAY!

Unlike a lot of produsts you might buy, you
wan't be sorry next vear about the Rolanc
product you bought :his year, because Foland
products are designed ifor the future.

Ve design our keybcanc praoducts with suzh
thoughtful features as s:andard interface @cks
sync-in jacks, sync-ou: jacks, and then w2
make those sync jacs irezn sometling Ly
gving you a whole line -f ether proJucts to
svnc with. In fact, we 2.1 fieatures en Rakand
products that you won't even use until next
y=ar, and then you'll wcader how you ever got
aong without them.
Tnere’s not another pracuct line in the
business that can offe- ine performance and
flexibility of the Rolend products you see here
The menophonic SH-1C1 is

SH'I 01 bat-eny yperated fcr remote

gpplications, and can 2= eahanced withi the
cptional MGS-1 modu etor grip anc shou der
strap. The battery operaticn of the SH-"C1
gives the keyboard Jlzyer the same on-stage
f-eedom as the guitaris:
Functions of the SH-14 include: DJal Wwave-
farm VCO, Sub-oscillatcr, LFO Mod, Noise
cenerator, VCF, Key Folow, and a switchable
VCA, normal or automa ic Portamento. The
$H-101 also contairs 1 “hnee-direction Arpeg-
giator and a 100-step sequwencer which syncs
to other Roland prcducts. The SH-101 -etails
for $495. and the MGS-1 “or $100. NEWS
FLASH!! THE SH-101 WilL_ SOON 3E AVAIL-
ABLE IN METALLIC RE X4ND METALIC ELIUE!!
The r2vo-

IX-3P/PG-200 1

1ew JX-3P has six-veizes, twelve Jigifa ly
Sontrolled Oscillatcrs, 54 program meTories.
Zhorus, a built-in po yrhenic seqLencer and
MIDI interface (a nav system of irterfece
developed for comaut=--controllec instru-
ments). for the very cw price of $1395.

A companion to th2 vX-32 is the FG-220
‘Programmer. The JX-32 Synthesizer cam
accept and store proJ-ams off the PG-230.
This allows you to buw a JX-3P ard them rent
time on the PG-200, cr buy it late~. The
PG-200 will also bz int2raceable with o:her
products Roland will irtroduce th's year The
PG-200 retails for $295.

We Design The Future

SYSTEM-100M .7~ -
: d ownirues with
the 800M Modular Synthesizer System. The
mad slar matare of the 1COM lets you build wour
sowrd on2 Hlock at atirmie t) choose exas ly
fire cysiem that most suits your needs. ar d
then add to °t at any Zim2. You can arso tuv
rdividual bicks frem the 100M Syszem it
21pand yous current syrthesizer set-up
Jeceuse “he System 10CM was designed ising
Tini-phoe jacks (rache: than the muck zrger
Jnome acksi it givesi a |t cf performarc=
withou” taking up a ot cf reomr. Complia-e
sy 1thesizer modules start at just $275.

The =cland

MC-4/MTR-100 ;>

Cempceser Fas, witqout question, writt2m the
imdLstry ules for music pragramming ax
Lo pute- cantrol of @ mus cal performaca.
IF.clanc has refined this prosess into an a~form
cn the latest generafion MicroComposer—
t12 MC-2. Describing the rumerous featt res
«r the MC-3 must r-clude mention of the 16K
cf internal ROM m ssic drogramming soware.,
whizh makes programming flLid, and ad t:ng
fewless I
“he MZ-4 f2atures. £ chanuels: of seguzs-ial
ccnkral with 2-CVs, 1-Gate and 1-Multiprex
eutut for each channe . Conrecting eas.lv to
mio Jular synths (like the System 10)-M" ke
IViC-4 zan also correct to many other synthe-
sizers (like the JP-B an3j Juno- 60) by m=ans of
the C\ Iterface Uat (OP-3). The MTF-100
Dwgital Cassette Recorcer s used fer cig tal
storage and retrievel of program data. MC-4
with 48K RAM memory rezails for $3293.

Th2 current heavy-

jUHTER "weight champicr. of the

keyboard industry :he Jupiter-8 is -esparsible
‘or intraducing fegtares like Split, Duzl and
Whole keyooard Modes, Osc:llator Ass ga
Mcdes anc Arpeggiatof. Tae 8-voice 16 35cil-
fetor JP-8 nas 64 program mamories, 8 patch
prese:s and cassette irterface for patch pro-
grem storege. The power-ul sound and 5 eek
design of the JP-& nave arso dictatad synthe-
siz2r design for the 80fs and ‘nto the ‘Lture.

A brand new featLre o7 th2 Jupiter-8 isits new
low price of $4995

JUNO-6/JUNO-60 ...

my*hology. Juno was Jupitar's mate. in every
sznse the same is tree «n kayboards, &s the
JJNO perfec:ly complemerts the Juprer in
siund, features and drce. ~he fat-sounding
CCO (Digital'y Controlled C sci lator) fi-st intro-
duced on the JUNQ-6 kas Jecome aceepted
a3 "must” bty manv heybrard playess.
Internal architecture of the: JUNOs make it next
t2 impossibla-to get a had sound out >f one.
The JUNO-6J providas the addition of 56 patch
memory to the 6-voice JUNO6 and aiso cas-
setke program storage ard DCB (Digital Com-
rnication Bus) tha- lets vou slave two JUNOs,
cr interface with the MC-4.through tha OP-8
Intarface. JUNO-6 is $1235. JUNO-6C is $1795.

JUPITER-§ 7z, utect s

Jo-ce versior of
Raland’s Jupiter-8 featur rg a split keyboard
and a host of new partormance featu-es. The
JP-6 can stere 32 different petch preset combi-
nations and wp to 48 ciffe-2n patch sounds,
all. easily swiched by 1 remoe footswitch.
Jther unique features inclde a four-direction
Arpeggio. a Jetune key ‘ci e1semble effect,
Sross Mod, ZCO1 & 2 Syncirg in either
Ji-ection, Key Follow, 3 4 nds of Keyooard
sglit, MIDI Hhgital irterfacz and tape Save and
Load of patches. The Jupiter-6 retails ~or $2995.
Mc 202 “ha MC-202 is a two

= chane palyphonic
sequencer that employs te same advanced
music-programming system -ound or Roland's
IMC-4 and MIC-8 Mizro Cemposers, is battery
operated for go-anywhere ccnvenience, and
even contairs a full funct on synthesizer

The MC-202 can be prog-ammed liv2 or by
step programming of its own keyboard or by
connecting another syn:hesiver keyboard, and
it easily synes to Rolanc's TR-606 Drumatix and
T8-303 Bassline to form 4 ccmplete zomputer-
controlied 21semble. The real beauty of the
MC-202 is that it contains a tape symc function
(like the ML-4) tha: alicws it to lay cown a
sync tone on one tape wack and then sync to
that track tic lay dowm & whcle orchestra of
saunds. Even more remarkable is the amount
of performance you get from the MC-202

for $595.

[=gle!=1gle!




T A L K I N G

DEBORAH FEINGOLD

Grooves from the Heart of Darkness

“A lot beyond the surface™; David Byrne's new moods range from spiritual to siilyass.

BY GREG TATE

Keeping up with the Talking Heads
these days is akin to keeping up with the
mutations of an extraterrestrial life
form—like, say, the ones in John Car-
penter's The Thing or Ridley Scott's
Alien. Likewise, this monster band not
only practices cell division (via solo proj-
ects) but also changes form for each
return appearance. In keeping with this
tradition of metamorphosis, the group'’s
new LP, Speaking In Tongues, throws
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you for a loop and then a left curve.
While it's as knee-deep in funk/new
wave synthesis as 1980's Remain In
Light, it upsets the expectations engen-
dered by that LP as much as that one did
those of Fear Of Music, not just musi-
cally, but lyrically and spiritually as well.
As intrigued as anybody by the trans-
formations, | expected that arapwithhead
Head David Byrne would explain them
all away. Instead, it left me with as many
unanswered as answered questions,
chief among the former being just how

the band defines itself and its audience
now. To mention this, however, is to jump
ahead of ourselves a bit, and perhaps
the best way to work up to this conun-
drum is to let Byrne himself run us
through how the new LP came into
being.

When | mentioned to him the differ-
ence in feel between the band's lasttwo
studio LPs, he explained it as simply a
matter of renewed camaraderie. “The
recording didn't take all that long this
time, but we did spend a lot of time
rehearsing and learning how to play with
one another again, since everybody has
been off for a while doing solo projects.
The initial music, the basic tracks and
rhythms and whatnot, were all done by
Chris Frantz, Jerry Harrison, Tina Wey-
mouth and myself, though Alex Weir
(guitar) and Steve Scales (percussion)
were also involved in some of that basic
recording. We hadn't worked together
as improvising or jamming musicians for
quite a while, probably since the first
couple of records, so there's more of a
sense of a band playing a new record.”

Sidestepping the thorny issue of how
Brian Eno’s departure may or may not
have brought on this esprit de corps is
not to neglect how audible his absence
is on Speaking In Tongues. To these
ears, the minus side .of Eno’s split from
the Heads lies in how the new LP lacks
visionary usage of studio-tech. On the
plus side, however, is, as Byrne said,
more a sense of Talking Heads as a
band of hearty human musicians rather
than Eno's merely cybernetic function-
aries. Moreover, after the sizzling novelty
of Remain In Light wore off with me, | did
beginto hear its technocratic funk muta-
tions as so many static snatches of
Parliament-Funkadelic tape looped into
working more like clockwork than a
motor-booty affair. What's impressive
about the new record is that, whileit'sas
structurally sound as its first cousin, it's
also, by comparison, as loose as a
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ADVERTISING?

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

HE'S AROCK POET...No.. he'sa new
wave advocate. No...he's a techno-rocker.
No...he's Neil Young. The versatile Mr.
Young has been at the forefront of more
musical innovation that you can shake a
Telecaster at. On his latest Geffen album,
Everybody's Rockin, Neil takes on rock &
roll —the powerful 1950’s variety. His ver-
sions of such standurds
as "Betty Lou’s Got A
New Pair Of Shoes”
and "Mystery Train”
along with original

tunes like "Won-
/ derin'” and "Cry,
i Cry, Cry”
P make
W Every-
4 body’s
Rockin’ one of the
most refreshing and
honest albums to
come down the pike
in quite some time.
And with a back-up
band called the
Shocking Pinks,

b \Q how can you lose?

ALL THAT YAZ...How do you follow a
debut album which included the hits
“Situation,” "Don’t Go” and “Only You"?
With You and Me Both, the latest LP from
Yaz. The soulful vocals of Alison Moyet
and the synthesized sorcery of Vince Clark
once again combine to produce what New
Musical Express calla "the only viable elec-
tro-pop.” Depending upon which side of the
Atlantic you call home, the hit single is
either “Nobody’s Diary” or “State Farm”—
the songs appear back-to-back on 7" and
12" singles. Videos are appearing on the
tube of your choice...

LIGHTFOOT SCORES A PERFECT
10. Gordon Lightfoot went into the stu-
dio with 10 new songs and producer Dean
Parks. He came out with Salute. And
everyone was happy. Because Gordon and
Dean didn't just make another great Gor-
don Lightfoot album—they made what
some Burbank devotees consider the best
Gordon Lightfoot album. The academic
explanation offered ia that Gordon’s mature
singing and songwriting skills meshed
perfectly with the studio technology of the
’80s. Listen for the cuts "Salute (A Lot
More Livin’ To Do)” and "Someone To
Believe In,” and judge for yourself. An
interesting fact: Gordon's album Sundown
achieved Platinum status (sales of
1,000,000 units) before the record industry
gave awards for that sort of thing.

THEY FOUND THE CURE, 8o "Let's Go
To Bed.” A touch of romance has crept into
the hearts of a band known for its rather
brooding posture, resulting in The Walk,
the latest from The Cure. This specially-
priced Sire mini album features the group’s
“brightest sounding music” to date, accord:
ing to the L.A. Times. The hit "Let’s Go To
Bed” and the title track are among the
disc’s more contagious offerings.

NEXT STOP, SCOTT LAND...Quick,
look out the window! It's a singer/songwri

ter! Tim Scott’s debut appearance on Sire
obliterates those annoying rumors about
the death of the singer/songwriter;
entitled Swear, it's a specially-priced mini
album of danceable (read “Danceable™)
rock. Production duties were undertaken
by Richard Gottehrer, whose other debut
credits include Blondie, The Go-Go's and

Marshall Crenshaw. Listen for the title cut,

“Swear,” and watch for Tim’s videos and
live shows—he’s in the midst of a two-
month tour. Great Scott!!

THE AZTECS USED GOLD, and Kodak
uses silver (emulsions), but Aztec Cam-
era may be looking at Platinum. And con-
sidering the support this Scottish quartet
has been receiving in the English press, we
wouldn’t think of metaling in its affairs.
Melody Maker says the group's first LP is
“one of the best records to come out this
year,” combining “sophisticated emotional
irony” with “rock’s simple drive” and
“punk’s honest vitality.” High Land, Hard
lgu'n ia the title of Aztec Camera’s Sire
debut; the songs are written by 19-year-old
Roddy Frame; the production is sparse and
frequently acoustic; the lead cut is
“Oblivious.”

WE'VE FINALLY FLIPPED. For every
"A” side of a single, there's an equally
interesting—if not equally popular—"B”
side. And it occurred to us that some of our
most popular artists have released impor-
tant “B" sides that haven’t been included
on their albums. Add to this a few rare
gemas culled from our vaults, and you get
Attack Of The
Killer B’s. It's a
collection of 12
tunes that you
won't find on
domestic LPs—
tunes by Mar-
shall Crenshaw,
Pretenders,

The Blasters,
Ramones, John
Hiatt, Roxy Music,
Peter Gabriel, The
Time, Talking Heads, Gang of Four, T-Bone
Burnett and Laurie Anderson. Attack Of
The Killer B's. Get the buzz.

THEY SHALL BE RELEASED...Paul
Simon and Art Garfunkel recently com-
pleted work in the studio on Think Too
Much, the new (read "New”) Simon and
Garfunkel recording...Other artists with
forthcoming projects include Asia, T-Bone
Burnett, Carrera, Dave Davies (Ray's
brother), Jennifer Holliday, Serge Ponsar,
Rufus & Chaka Khan (live), Carly Simon
and Tom Tom Club...We'll keep you posted

THE SUPPLY ROOM has promised
tosend up an electric letter opener...
Thanks for all the mail. You can con-
tinue to write to "This Is Advertis-
ing?” at PO. Box 6868, Burbank, CA
91510. PS. You're very funny,and
suggestions are always appreciated.

© 1983 WARNER BROS. RECORDS INC.

goose, not to mention more groove-fluid
in feel. Even more fascinating is that this
quality carries itself over into Byrne's
singing and writing. On the new record
he comes across as more a creature of
whimsy than a brainy whinybutt; results
which derive from how hard he worked
to integrate his vocal persona into the
band’'s lively, albeit rigorous, rhythm
tracks.

“After we finished the basic recording |
spent a long time writing lyrics and melo-
dies. | sang nonsense lyrics (| mean com-
plete gibberish) to the music until | felt
happy with the way that the gibberish fitthe
music. Then | put in more words to fit the

‘thythms and melodies.”

The riotous call-and-response that
goes on between lyrics and rhythm
hooks on Speaking In Tongues is more
akin to rap and other forms of black pop
than anything Talking Heads have done
before. So too is the way in which cele-
bration is channeled through tightly-knit
songforms, synaptic syncopation and
funkatization of the beat. All of which
asks whether Talking Heads are actual-
ly after a synthesis of black and white
pop or are really trying to become more
adept at playing black music. From
Byrne comes an answer which lies
somewhere in the middle and also
somewhere near the bottom dollar.

“For myself this is real American
music we're playing: bits of this and bits
of that which naturally get mixed up after
a while. It's music from all over, and
that's American music to me, or at least
what it should be. A lot of our musicis a
synthesis of black music with some
white pop forms. But purely from a mer-
chandising point of view we were also
thinking at one point that our only
chance of being heard was on R&B sta-
tions—because white radio doesn't play
us anymore, they stopped a couple
years ago. It's really ass-backwards
since the white stations should be play-
ing...well, it's obvious what they should
be playing. Some of the white stations
have started to open up, but not very
much.”

Ass-backwards being the name of the
game when it comes to Apartheid
Oriented Radio, maybe it's really not so
surprising that America’s major white
pop act can't get behind going deeper
into a black sound. And given that Talk-
ing Heads defy easy racial classification
since the adoption of several black
musicians (not to mention black musical
attitudes), maybe their gamble to cross
over from black to white radio isn't so off
the beam either. Nonetheless, some cru-
cial questions do arise from the band'’s
investment in this gambit—one being
whether audiences on both sides of the
color line will take to their quirky hybrid
en masse; another being just why the
Heads continue exploring black music
at the risk of alienating portions of their




INDUSTRY STANDARD
CHAPTERTI

The New Otari V4" Tawo Channel 5050B-11

The best selling professional two track audio recorder has finally been improved.

We've added the refinements you asked for: The inputs and outputs of the new B-Il are
transformerless. balanced. The elapsed time indicator is a real-time hours/minutes/
secands L.E.D. display—tape accurate at all speeds. The built-in oscillator provides both
1kHz and 10kH.: calibration tones. And we added a low frequency adjustment to the
reproduce equalizers.

Behind the clean, new look of the B-Il are the same features, performance and relia-
bility you expect from our famous 5050B. We didn’t change the rugged quarter-inch thick
deckplate or the cast aluminum frame. We kept the switch selectable NAB/IEC equaliza-
tion, ~4dBm/—10dBv output levels, half-track and quarter-track playback heads and
three standard reference fluxivity levels. And, of course, the B-I still features three tape
speeds, XL type connectors, front panel record equalization and bias adjustments, vari-
able speed, “dump edit” function, and an integral splicing block.

The 5050B-11 has been engineered like no other tape machine in the world. When you
check out the specifications you'll know why we say it’s the best $5,000.00 tape recorder
available for under $2,500.00. When you work with it, you'll know that we've Jjust raised
the industry standard.

0/T/AR/1] Technology You Can Touch.

Otari Corporation, 2 Davis Drive, Belmont, CA 94002
Tel: 1415) 592-8311 Telex: 910-376-4890




old audience. Beyond the standard
“artistic integrity” lies the riddle of why
the Heads seem more obsessed with
dissecting and reassembling black mu-
sic's structural and spiritual components
than any of their contemporaries. If you
want my opinion, | think it's that they've
been possessed by what Kool & the
Gang once referred to as “the spirit of
the boogie.” If you'd like Byrne's take on
it instead, well, it all goes back to his
childhood.

“Black music is very different from the
homelife | had as a child. Also, the black
religious experience as | perceive it is
very different from what | was led to
believe religion was all about: it doesn’t
seem to be based so much on guilt and
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bad feelings. There are probably bad
feelings in there, but generally it seems
to be more about community, and that
can often be a really enjoyable expe-
rience. In turn | think this aspect of the
black religious experience has had a
large impact on the black music that's
affected me.”

In relating to Byrne how | thought
many of the band'’s critics didn't give as
much credit to their black influences as
they did, he replied, “Well, you know, we
get really tired of having to say what the
sources of our music are. You know it
was really odd, but with our first record,
only in Europe did people pick up on the
fact that a lot of what we did was heavily
influenced by, like...Booker T. & the

M.G.'s—that really sparse but rhythm-
oriented music. And nobody here picked
up on that at all. They were picking up
on, | don't know, the words or something
(laughs).”

Speaking In Tongues suggests var-
ious forms of black religious and secular
celebration—from the hedonistic Rick
James vamp that galvanizes “Making
Flippy Floppy" to the shouts of the gos-
pel choir (Dolette MacDonald and Nona
Hendryx) who intensify Reverend
Byrne's evangelical vocals on “Slippery
People.” The percolating Bernie Worrell
synthwork which funks up “Girlfriend Is
Better” so badly that you'd think it was a
cut from Parliament's Motor-Booty Affair
and the Marleyish luminescence which
makes the lover’s rock of “This Must Be
The Place (Naive Melody)" take on
domestic bliss as if it were a kind of
spiritual absolution. Matching these
musical moodswings are lyrics which
range from spiritual to sillyass, from
cries for salvation to throwdown rap-
attacks. Reading through them for
meaning is to step into ambiguous ter-
rain, primarily because the line between
prayers and puns isn't so finely drawn,
just as it isn't in the work of a George
Clinton or a Bootsy Collins. Pushed to
explain himself on these weighty mat-
ters, Byrne again dissembled towards
middle ground.

“I don't have a real religious faith or
anything, but | do believe there's a lot
beyond the surface. A lot of times | don't
know exactly what itis I'm trying to get at
until afterwards. It's almost as if the lyr-
ics are dreams that come to me and |
know exactly what it was | saw, but |
don't know what it means before anyone
else does. | do know that in the past I've
written a lot of songs that didn't really
reflect the fact that | enjoy singing, so
thought this time I'd write some lyrics
and melodies that show how | can really
get infected by the character of the
music. When we perform now | can
really do things that are as much fun to
sing as they are to perform—things that
reflect how much enjoyment | get from
performing.”

As part of the band’s rebirth as happy-
go-lucky funkateers, their current tour
will find them outfitted for the first time in
stage costumes, furthering their con-
nection with black funksters. What of
course remains to be seenin all of this is
whether black or white pop audiences
are ready for Talking Heads’ new fence-
straddling act. While it's too early to
know just how the new record will be
received, | know that my own response
to it has gone from disappointment to
enchantment to dance-crazed to a kind
of indifference. The initial response
resulted from missing Eno and Adrian
Belew's hallucinogenic touches; the
second came from being seduced by

continued on page 122




INTRODUCING EFFECTRON II

\;\E‘“ "HIGH PERFORMANCE DIGITAL DELAY

The EFFECTRON™ I is an enhanced EFFECTRON. We have added many
feaiures per our customers suggestions. These features depend on Model
and include increased flanging range, external Infinite repeat, increased
input range, stereo output and even lower pricas!

The EFFECTRON I series is still the only low cost, full banawidth
(16KHZ), high performance line of digifal delay processors. Visit your
local dealer and check it out ! Listen and Compare

DIGITAL DELAY (ms) ————————
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Music & Electronics . . . Naturally!




‘Beware the woif n

For over 50 years, Shure has led the industry in microphone products
and innovations. And, in particular, the Shure SM58 has long been
the acknowledged standard for professional performance.

This situation has obviously frustrated our competitors. So lately,
it seems they’ve decided that “if you can't beat 'em, copy ‘em.” As a
result, several have introduced microphones that, lo and behold, look
a lot like our SM58.

But, unless you're going to hang it on the wall. you shouldn’t settle
for a microphone that only “looks” like an SM58. And you should
realize that these competitors have not succeeded in achieving the
performance of the SM58. No other microphone delivers the quality
and consistency of sound that professionals insist upon. And the
durability to make it last.

Consistency. Every SM58 delivers the same excellent response
and sound characteristics. Sound that professionals know they can
count on, time after time. Our competitors lack our quality control.
So one of their microphones can vary a great deal from the next, in
performance and reliability. If you get a “good” one. it still won't
measure up to the SM58. And, of course, if youdon't. ..

Durability. Superior construction techniques prepare the SM58
for real-world abuse; abuse that would—and in our testing, does—
shatter look-alike microphones. SM58’s that have been in use for 12
years still pass performance standards our competitors can’'t meet
when they’re brand new!

You can’t fool Mick Jagger, Eddie Rabbitt, Roger Daltrey, and
hundreds of other top entertainers who have made the SM58 e
the preferred stage microphone, by far. But our compet- 3
itors obviously think they can fool you. Can they?

When a better microphone is built, Shute will build
it. Until then. dismiss false claims by other manufac-
turers with a simple word. Baaaaaaa.

s“"“®

THE SOUND OF THE
PROFESSIONALS*
...WORLDWIDE

For more information on Shure’ line of SM Professional Performance Microphones, call



or write Shure Brothers Inc., 222 Harirey Ave., Evanston, IL 60204, (312) 866-2553.
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Easy Street Comes to an End

Seagulls in heat: Paul Reynolds, Frank Maudsley, Mike Score & Ali (Captain Pernod) Score.

BYJOCK BAIRD

Come on now, admit it. It's driving yau
crazy. You may otherwise be a very tal-
erant, generous, open-minded person.

You're even able to handle Boy George -

and maybe a couple of those techro-
pop bands. But you hate that guy in A
Flock Of Seagulls' hair, not in any
rational, sorry-but-it-ain't-my-cup-of-
tea way, but in some primitive, deep,
unnatural way. Admit it. Go ahead, czll

him a techno-geek, a trendie twerp; tell

us how you'd like to cram his face ir a
bottle of Dippidee Doo. There. Feel bet-
ter? Good. It's a completely normal
reaction.

Mike Score, owner of the hair you love
to hate, is standing in the lobby of a
Washington, D.C. hotel, trying to locate
the limo drivers and the rest of A Flock
Of Seagulls. Since he only does weird
things to his hair onstage, this afternoan
he looks approximately like a Hunting-
ton Beach surfer without the tan. The
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bana pulled into D.C. at eight this morn-
ing after coaching it all night from Pitts-
burgh, and not everyone is awake yet. It
looks like they may not make their in-
store promo visit by 3:30. Already a
small entourage is assembing around
them, including peogle fram FM station
DC-101, Arista’ and kemp Mill Records
the store, all of whoniare co-sponsoring
today's muti-media press bitz. There is
also a guy frcm MTV who, he says, was
sent down to get an autographed poster
for programming veep Buzz Brindle;
“They're his favorite group,” he confides.

Mixe (whose name in the r Livarpool
dialect sounds like “Mick®) is naturally
suspicious cf journalists like myself,
havirg beer raked over by some of the
best and warst of the: lot. " t's just one of
those things, | guess.” he sighs. “Maybe
we look like we're en'ayin’ ourselves and
have it soft, while they had to struggle or
something. You can't put your finger on
it. But it snould just stcp.” he adds
emphatically. "They showuld leave us

alone and let us be what we want to be.”

Singer/keysman Score’s indignation
is heavily tempered by insecurity at this
moment. They've just managed to
"break the huge barrier between first
and second album,” producing a sophis-
ticated, eclectic, synth-ambient LP as a
follow-up to a relatively straight-forward
punk ‘'n’ roll pop debut. Even their
Grammy-winning instrumental "DNA"
was a first cousin to their 1982 smash, "I
Ran.” Now here was Listen, a quantum
leap into three aural dimensions,
layered with little contrapuntal devices
and carefully constructed cynamics
Causing even more insecurity is the
absence of a clear-cut single; “Wishing’
was the first pick and didn't do badly in
Britain or America, but hardly made
AOR history like "I Ran" had. "Night-
mares,” a riveting tableau of nameless
fear, stiffed in the UK, they are now
ready to launch "Transfer Affection,” the
strongest contender for its insidiously
singable verse melody, but still awfully
subtle. Singles are a new album’s legs;
without 'em, it's hard to go very far

"l was worried about it, myself,” Mike
muses. "When the seconc album’s
really different from the first, you think, ‘Is
there a market for it? Is it what we really
are?' You suddenly think, 'We could've
done this, we should've done that. May-
but we're not hip anymore....'"

Mike's brother Ali Score, a balding,
energetic chap who bashes drums, joins
the canversation: “The first album was
more catchy tunes, boom-boom-boom-
boom. grab you by the neck and shake
you. The second album’'s a bit more
thoughtful.” Were they influenced by
their surroundings, Conny Plank’s studio
in Neunkirchen, Germany? "Well, it's part of
the European community and all that.
We've always admired Ultravox and
wanted to go in that direction. We did
have a lot of help on the first aloum. On
the second one, we knew more of what
we wanted to do

As bassist Frank Maudsley and guitar-
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ist Paul Reynolds trudge bleary-eyed
into the lobby, the caravan saddles up. A
Flock like to travel about the cities they
play in in hired Cadillac limousines; they
say they're just as cheap as cabs. This
small concession to pop stardom is just
one more bone of contention between the
Flock and the critics, a running dispute
that may prove hazardous to some wri-
ters’ health: “Now, if someone slags us
and wants to do another interview, we
say yeah; when they show up, we nearly
beat them up,” chuckles Mike merac-
ingly. "We give them stupid answers to
their questions and things like that. Tnen
they come back and slag us again!” Ali
adds brightly.

More critical contentiousness derives
from the fact that Mike's lyrics aren't

BOOMERS —THE SOUND OF POWER

GHS Boomers give top-of-the-chart performers,

necessarily about issues of literary or
political import. Score is philosophical
about that: “People have said to us,
*Your music should make a statement,’
but we don't think it should. We've made
a statement, ‘Man Made’ on the first
album (“Man made machines make
music for the man/Now machines make
music while the man makes plans”),
which is a warning that technology is
there to be used properly, not wrongly
like an atomic strike force that will auto-
matically fire back if they fire one. But
people think you're constantly thinking
along one certain line. They don't seem
to think that your brain can jump around
from the grass to Saturn.” The grass to
Saturn, inquires the journalist, sensing a
subliminal statement about soft drugs?

like Steve Housden of the Little River Band, power
they can feel with every note. Boomer’s dynamite
metal alloy provides punch, sustain and a sound
that holds true —through to the back row. GHS
Boomers— a big selection of roundwound strings
for guitar and bass players.

GHS Strings are manufactured by G.H.5. Corporation
2813 Wilber Avenue, Battle Creek, Michigan 49015
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“Yeah, you could be sitting there looking
at the grass in the field and suddenly
you'll be going, 'l wonder what's going on
up on Saturn.”

Outer space and high technology are
a major ingredient in A Flock Of Seagulls
musical iconography. They have a
bright fascination about the future that
perfectly meshes with the jet-like synth
effects and song titles like “Telecommu-
nication,” “Space Age Love Song” and
“Modern Love |s Automatic.” But
beyond the fascination is “just a big mis-
trust in general" about technology. Des-
pite the ironic rooster crow of “The
Electrics Are Everywhere" on the new
LP both Scores believe “there’s defi-
nitely going to be a new music backlash.
Everyone is going to stop using elec-
tronics and mechanical stuff and go
back to just being bands. David Bowie's
just done it."

The limo approaches the record store
back alley. A few curious onlookers take
note of the caravan but there is no
demonstration. Assembling quickly, the
four band members enter through the
back. The small store is packed with
kids waiting for autographs, and
between the Georgetown humidity and
the absence of fresh air, it is sweltering.
The band takes up positions in a small
alcove extensively decorated with pos-
ter collages, little paper seagulls flying
across the walls and a large white face
silhouetted against a circuit board, an
enlargement of the cover of Listen. Pos-
ters even cover the floor of the alcove, a
veritable seagull shrine. There is mild
curiosity from the autograph hunters,
but no screams or even applause at the
end of the first song that's been biaring
on the store sound system. The scene
cries out for some uncontrolled hysteria.

Paul Reynolds, twenty-year-old gui-
tarist, looks like he could have been a
poster boy for the Hemophilia Founda-
tion, with his pasty pallor and apparent
anemia. Since the band is leaving for At-
lanta after the show and driving all night,
it seems to the journalist that they are
working pretty hard. “Umm. it's the only
way to make it,” replies Paul seriously.
How long before you're going to.... " Fall
over? Oh, | have no idea.”

It is time for the big giveaway. The
winner of a drawing will go to L.A. for a
weekend to see A Flock's show there.
The moment is strangely devoid of sus-
pense as Mike reaches into the jar. “The
winner is... Brian Rosenthall!” Everyone
looks around. Brian is nowhere to be
found. A young man in the front row
laughingly says, “That's me.” After a
brief chuckle, Mike draws again. "Derek
Jarvis.” Everyone looks around again.
What is this? Where did these guys go?
Suddenly the same young man in the
front row says again, “That's me."” Every-
body chuckles again, a little wearily.
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“No, it really ijs me. | just wasn't think-
ing...." With much confusion, Derek is
brought into the alcove and quickly
given the trip to L.A. The DC-101 people
seem dazed with the sheer anticlimax of
this expensive giveaway.

As the parade of autograph hounds
continues, the heat is rising. One young
woman asks Ali to write something com-
pletely original ,aninscription he's never
done before. "You've got to be kidding,”
he pens.

When the line finally winds down, they
return to the Caddies. The journalist
points out that the crowd was pretty con-
trolled and didn't scream very loudly.
“Nice quiet one,” agrees Ali. “Some-
times you go in and YEEAAAAWWW!"
“We've had some offers we can't
refuse,” chuckles Mike.

En route to soundcheck, the band is
queried about their practice of listing all
four members as songwriters despite
Mike's suspected primacy. “Well, we all
do our little bit,” explains Ali. "It's kind of
an agreement we made at the begin-
ning. After all, nobody writes every sin-
gle note of a song.” "It's a democracy,”
adds Paul. Mike agrees: "It's a band, not
Mike Score & A Flock of Seagulls. | do
probably contribute more of the song
ideas, but they get bent and twisted by
the band. Sometimes | don't like it,
sometimes they work out better. We
have big arguments about it.

“] do a lot of writing at home on a
4-track Teac 3340. On the road | take
along a Portastudio, which is one of the
best things ever invented. You don't
even have to leave your hotel room to
record. Just the other day, | hooked upa
Casio and got the basics of two songsin
a couple of hours. My ideasrun in break-
throughs: suddenly {'ll hit something and
that triggers off two or three songs.

As the limo pulls up to George
Washington -University's basketball/
sports complex, a smalil group is loiter-
ing at the ticket window. Hardly a mob,
the journalist observes; looks like only a
dozen or so. "Oh, a dozen's plenty for
me," says Mike. "A dozen's too many for
me,"” says Ali. Mike hops out of the limo
and enters the hall to good-humored
cheers from the would-be mob. Ali
enters, gratefully unrecognized. As we
look about the inside, the MTV guy
spreads his arms excitedly and bubbles,
“We could get a big house tonight—five,
six thousand!" Ali's female traveling
companion quietly turns and raises her
eyebrows: "We?”

Suddenly, an unrecognizable murk of
bass fills the hall. Frank Maudsley is the
first onstage for soundcheck (and also
the last to leave). He is practicing the
sixteenth-note bridge to “Nightmares”
and wave upon wave of low-end fre-
quencies are bouncing off the wooden
seats, turning his crisp, flatpicked notes
into mud. The bass' oozing, glassine
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quality contributes mightily to the trans-
parency of Listen. How will they render
such.a delicate, gauze-like ambience
onstage? “You've got to lose something.
| prefer the studio myself,” shrugs Mike,
“because you get more control there. [think,
though, that once the people get up
there inthe bleachers, that they’ll absorb
the sound. You just gotta go for it and do
your best. If people see you're doing
your best, they'll appreciate it."

For soundcheck, the band mostly
plays “Transfer Affection”; it seems to
be a song they've fallen in love with, as
have some in the entourage—Ilater, after
the show, it was what everyone is hum-
ming. While they occasionally jam for
hours, today they play a few numbers
and quickly check the monitor system.
Possibly too quickly, but except for the
extreme boominess, things seem fine.

Mike feels expansive after sound-

check; merely playing for a half hour has -

taken that edge of“insecurity off his
youthful animation. He reduces the
struggle of making it to a simple matter
of idealism: "It's easy. Just go for it and
never back off. Keep hold of the dream.
It really is easy.” It has been easy for
AFOS. Their story is a short and sweet
one: three and a half years ago, Ali,
Frank and Mike got together as a trio. A
year later, Paul joined. A year after that,a
record deal. Why did they pick a guitarist
when synthesizers seemed the coming
thing? "We liked guitars. We went half-
way and gained commercial accep-
tance; we took the middle course.” Do
their bankers like them better now? "'Not
really,” says Mike, “because we still
haven't seen any money from the first
record, won't see ittill the end of the year.
I still have trouble paying the rent on my
flat. Paul still lives at home.”

After dinner, Mike disappears for more
publicity work while the other three
members wait on the wooden benches
of the locker room. As the heat of D.C's
Foggy Bottom refuses to let up, they
seem somewhat drained. Frank lies on
the bench, pretending to sunbathe with
his shirt open. Paul sits hunched over,
still trying to calm down. From what? *|
get so upset by the extravagance. A lot
of people wanted posters at the record
store and they were using them on the
bloody floor, just for decoration. They got
all ripped up.” Showing me his steel
briefcase, he says, “I bet you're wonder-
ing what'sin here.” The journalistindeed
is. Reynolds opens it. Inside are dozens
of tapes, cassettes of Thriller, Ultravox,
Bebop Deluxe, lots of Roxy Music (Mike
has called Avalon "The album of the
decade”) and...Queen. Paul grins
sheepishly. “Yeanh, | love Brian May. He
got me into playing guitar. | still love
everything he does.”

For what seems hours, the band waits
in this concrete limbo. Ali begins mixing
drinks of Pernod and grapefruit juice,

partaking mildly himself, but anxious to
make sure the journalist is provided for:
“That's the secret of good reviews—get
the critic plastered!” One of the entour-
age, a Florida promoter up to testify
before the FCC, says, “You know, | had
this drink afterwards, but it never tasted
the way it does when Ali madeit for me.”
Revealed in his true identity as Captain
Pernod, Ali gives up a pirate’s laugh.

The long limbo ends as some mis-
placed stage clothes arrive and road
manager Chas Mervyn gently sweeps
the swelling entourage from the locker
room. Mike begins his final preparation
on the hair you love to hate, but is prac-
ticing restraint: “I haven't done the
spikes this tour. I'm not going to do them
until the record goes number one.” Yes,
fans, Mike does use Dippidee Doo, but
no endorsements are planned. Frank
also does some minor last-minute
combing. Paul, of course, is an all-day
greaser and Ali really has no hair to
comb. The journalist leaves Paul
slouched on the wooden bench, the pic-
ture of terminal inertia. Ali's doing a
quickie interview with the afternoon
drive-time guy on DC-101. Are they
really ready to play?

Up on the gym floor, the part of the
crowd that isn't sitting primly in the
bleachers is pushing toward the stage,
moving to Prince's "1999" and “Little
Red Corvette.” The band is announced
with little fanfare and dashes onstage,
launching into several familiar first-LP
tunes with unbelievable energy and dy-
namism. Elaborate stage lighting filters
delicately through the mist of a fog
machine. The apparently lethargic Paul
and Frank have become electrified, Paul
twisting and bobbing with this strange,
perverted smile and Frank jogging fur-
iously in place at his mike, then dashing
across the stage. Captain Pernod
explodes at his Simmons kit, his amiable
wit replaced by savage boldness. Only
Mike, who looks older and more severe
in his hairdo, avoids any overt show-
manship, planting his short frame in front
of his keyboard stack and tensely belt-
ing the songs. The crowd is enthralled,
dancing in place and heedlessly bump-
ing into one another. Wild ovations follow
the first four tunes.

Mike then announces “Nightmares”
to a smattering of applause. The band,
running at full tilt, plunges into the open-
ing verse with the same fervor as the first
album tunes, but suddenly realize
they've started too loud,; there are no
higher levels to build to. Robbed of its
expressive dynamics, the song sounds
more ordinary; Mike's subtle vocals
can't be heard. The applause is more
mixed. The band returns to its strength
and the bodies begin bumping again.
Then comes “Transfer Affection” and
something is clearly wrong. Mike, who

continued on page 114
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Taylor

Complex Concepts & Rhythrnic Revolt

Cecil Taylor at home, planning new ways to outrage the dunderheads.

BY CLIFF TINDER

A former music professor of mine once
described the revelation of attending a
Cecil Taylor performance during the
heart of the 60s hotbed of black music
revolt. Turning out in full force, the young
intellectuals of the day fully expected

32

Taylor to tear down the walls of the tem-
ples of tradition with the fiery intensity cf
his music. But instead of mounting the
piaro onstage, he lifted the arm of a
turntab e and proceeded to play James
Brown and Horace Silver, explaining to
his audience, “This is what my music is
about. This is the essence of blacx

music.”

Noi everyone in attendance under-
stood what Taylor was getting at, but
when he finally went to the piano, it
became apparent that these earthy
blues and multi-layered rhythms were
truly the ultimate link between Afro-
American music and the ancient tradi-
tions of Africa. it also became clear that
this audience was witnessing one of the
utlimate realizations of the orchestra,
the drum ensemble and the essentials of
the blues distilled into one instrument of
percussion and song.

Not since Thelonious Monk have we
had such a complete and unique artist
playing piano, a rare combination of true
genius, ineluctable innovation, technical
facility and complete integrity. Yetone of
the most glorious fruitions of black mu-
sic remains all but ignored today. Admit-
tedly, Taylor's music is challenging and
intensely personal, thwarting facile
imitation. It doesn't jump out and wrestle
you down with inspiration the way Col-
trane’s does, nor does it coax you into
the inner realms like Ornette's. There is
so much happening in Taylor's music
that it seems a separate existence, a life
and community unto itself. There's
something darkly mysterious, ritualisti-
cally organic, something knowing about
this music. It not only engages the mind
and the emotions, but it potentiates the
body | can't sit still when | have a Taylor
album on; there's a dance going on and
you want to join in. A friend of mine once
tried to describe Cecil Taylor's music to
someone who had never experienced it.
As his verbal attempts proved futile, he
finally fell to the ground and began
twitching and rolling around, screaming
in rhythmic monosyllables. That proba-
bly conveyed more about Cecil's music
than hours of conversation or pages of
description ever would.

Tenorist Archie Shepp, who received
his first big break from Cecil, recently
described Taylor this way: “He's anicon-
oclast and a maverick who, like Monk,
challenges us to avoid complacency.
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He's always looking for something fresh,
for new ideas. Cecil represents the
winds of change as a perennial dialec-
tic. He keeps on growing, he doesn'tlet it
become stagnant. He's a very articulate,
elegant man.

“Our society has never really given
Taylor an adequate hearing, because it
can't pigeonhole him or put him in any
kind of bag. it's probably difficult for peo-
ple who don't know Cecil's music from
the beginning to understand it, because
he started off at a very complex levet; it's
difficult to get into his music in the mid-
dle. Unfortunately people want this
music to be easy, when in fact it's very
complex. It's an indication of just how
complex this so-called jazz music has

become. Even now, I'm still trying to
work out some of the concepts | learned
and continue to learn from Cecil.”

The first of what we called the New
Thing to be recorded, Taylor was in
many ways the father of the movement,
but rarely gets the credit. As far back as
the mid-50s, Taylor was deep into the
process of redefining jazz. Go back and
listen to 1958's Looking Ahead and
you'll hear just how far he actually was
looking ahead. While you're there, redis-
cover “Excursion On A Wobbly Rail”
and his treatment of the blues “Luyah!
The Glorious Step” to hear thefiltering of
the whole jazz tradition into his music.

Continuing to collaborate with Diane
Mclntyer's dance ensemble, leading a
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number of ensembles (including his big
band), writing poetry, Taylor pushes for-
ward into his fifth decade with the same
relentless energy, verve and insight he's
always possessed—he can still talk or
play the night away with more endur-
ance than most twenty-year-olds. And
his music continues to be refined and
perfected. His most recent ensemble
recordings, Call /It The 8th and It Is In
The Brewing Luminous, are as strong as
ever, and his solo piano masterpiece
Garden is in many ways the most per-
fect performance of his life. Taylor's solo
piano works have always defined the
measure of his art. Recordings like The
Spring Of Two Blue-J's, Indent, Silent
Tongues and Air Above Mountains burst
with the sensuous lyricism and cathartic
thrusts that help define both the techni-
cal and spiritual potential of the piano.

Cecil Taylor spenas a good deal of his
time these days putting the world into
perspective through his poetry, is
enthralled by the worlds of dance, litera-
ture, art and sports, is honest and open
("Aries are always open”), amazingly
intelligent and perceptive, and still a
mischievous little boy. His Park Siope,
Brooklyn brownstone apartment is filled
with the things he loves: the pictures of
Ellington (“my god”), Lena Horne, Billie
Holiday, Miles Davis; his dog and cat
who know they are part of the family and
are treated that way, and in the front
room, nestled in bay windows, the cen-
terpiece, his Yamaha grand.

Musician: When did you decide that the
piano was going to become the love of
your life?

Taylor: When | was five. My mother
gave me my first lesson then. I'll never
forget it, | asked to play the piano one
day and the next day the piano stool was
pulled out and there was a chair next to
it. Before | sat down, she said, "If you
want piano lessons, you can have them,
but you will be one of three things: a
dentist, a lawyer or a doctor. This will be
your avocation.” But of course, she died
before | was twelve. There would have
been problems. On one level, she was
the power in the family. She was an
incredible lady, she spoke three lan-
guages, she recited poems, she made
one silent film and she grew up with
Count Basie and Sonny Greer. Sonny’s
brother was a close friend of my moth-
er's only brother, who lived with us. My
uncle was very importantto me because
he gave me my first drum lessons and
was a model for me in many ways. He
was a very elegant man.

When | was five years old, she took
me to see Benny Goodman, Gene
Krupa and to the Apollo Theater to see
Ellington and Basie. Once when she
was sick, | went to my father and said
that | wanted to go see Billie Holiday. My
father had many favorites, and Miss Hol-




20 reasons why
the QSC Model 1400
should cost more.

And why it doesn’t.

Until now, designing a premium professional amplifier
was seemingly a set procedure. All that was needed to infro-
duce anew product was anew feature, a hot new component,
more power, or perhaps some complicated circuit gimmickry
designed to impress others with “fechnical superiority”

The results were almost always the same: very little improve-
ment in real-world performance or reliability accompanied by
a hefty increase in price.

But we at QSC decided that you deserved more than that.
So we went back to square one, taking a hard look af pro-
fessional ampilifier design and construction basics. We found

a lot of room for improvement. Time and technology had
changed things. Approaches that had been taken for granfed

1. Power
A hefty 200 watts per channel @
8 ohms, 300 watts per channel @ distortion op-amp designed
4. 0hms, 20- 20kHz, bo*h channels explicitly for high-performance
driven. audio.
2. Lightweight, Compact Size 7. High-Density,
Advanced design reduces weight Low ESR Fiiter Copacitors
to amere 27 Ibs. The very latest in advanced foil
3. Flow-Through Cooling technology, reduces size and
High-turbulence heats:nk thermally weight while improving
coupled to faceplate dromatically performance.
reducesweight. Two-speed fanwith . FR-4 Fiberglass PCB's
back-to-front airflow a's0 helps High quality circuit boards.

6. 5532 Op-Amp Front End
High speed, low-noise, and low-

keep rack cool. 9. Single Piece 14-Gauge Steel
4. Case-Grounded Output Chassis with Integral
Transistors Rack Mounts

Thicker than normal for extra
strength no welds to crack or
screws to loosen

Provide a 25% improverent in
thermal transfer increasing reliabil-
ity through reduction af thermal

cycling fatigue and insulation 10. Full Complementary Output
breakdown. Circuit
PREMIUM COMPONENTS For optimum performance and
5. Large SOA, High Speed, wer
Mesa Output Transistors 11. Independent DG

and Sub-Audio Speaker
Protection

Circuit design inherently protects
speaker from DC or sub-oudio

Renowned for their ruggedness
and oudiophile sound

for years were out of date. They needed re-evaluation...and
a breath of fresh air.

With that in mind, we designed Series One. Aline of amps
thatinclude a host of features (including many advancements
gained from our revolutionary Series Three amplifiers) and
the finest in high quality/high performance components. We
examined existing construction and assembly methods and
re-engineered them to be much more efficient.

The result is aimost unbelievable. Take the Model 1400 for
example. It's equal to or better than any premium power amp
on the market in terms of features, performance, reliability, or
quality of components. In terms of price, it could command
a comparable price tag. But the same rethinking that made
the Model 1400 fechnologically superior also made it less
expensive. How much less? Like we said, it's aimost unbeliev-
able: only $698.00*

In allmodesty, we feel that we've created a whole new price-
class of premium power amplifiers. Alook at the features we've
outlined here will give you some indicafion of the technology
that makes the QSC Model 1400 uniquely superior. Ironically,
many are the same features that make it so affordable.

To find out more about the 1400, see your QSC Audio Prod-
ucts dealer. After all, can you afford not fo?

surges due to output failure. Acts

independently on each channel
12. Dual Power Supplies

Split power fransformer with

separate rectifiers and filters. Pro-

vides better channel separation

18. Mcno-Bridging
and Input Programming
Switches
Meximum flexibility without
jumpers or patch cords.
19. Optional 70-Volt Output

and improved reliability. Transformers
13. Patented Output Averaging™ Mount right on the back for use in
Short-Circuit Protection distibuted systems.
Provides supenor short circuit 20. 2 Years Parts and
protection without the audio degro- Labor Warranty
dation found in V! fimiting A quality product backed by an
14. Thumpless Turn-On, Turn-Off exfendec warranty.

Input muting relay provides tum-on

delay and instant turn-off fo pro-

fect sensitive drivers and speakers
15. Active Balanced Inputs

For superior audio performance

while reducing cable-induced hum

*Manufoeturer's suggested fefail price

S

COMPREHENSIVE INTERFACE PANEL AUDIO
16. Octal Input Socket
Accepts active and passive input
i QSC Audio Products
modules such as comp/limiters, 1926 Flacentio Avenue

crossovers, and transformers
17. % RTS, XLR, and Barrier Inputs
No need for adapters
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Makmg the Best Foen Better

Roland GR Guitar

<

Synelavier. Il

Optional Ebony Model Synelavier il Keyboard

* Roland GR is a registered tradernark of Roland Corporation, Japan

New England Digital Announces
Fxcitimg New Synclavrer I Options

New England Digital Corporation is pleased to announce
exciting new options to be available as additions to all
Synclavier |I's.

Once again, with the release of these options, New
England Digital honors its commitment to steadily up-
grade the Synclavier 1l.

This consistency could only be possible from a company
whose product incorporates tremendous hardware/soft-
ware flexibility and power The Synclavler Il has them
both!

@ DIGITAL GUITAR OPTION

Guitar Players - welcome to the world of computer
music! The synthesis power, creativity and flexibility of
the Synclavier I can now be offered to guitarists using
New England Digital's revolutionary new digital conver-
sion process. Complete access to all of Synclavier |I's
capabilities, such as digital synthesis, automated music
printing and Sample-to-Disk™ are now yours. A unique
16-button LED panel attaches simply to all Roland GR*
guitars to allow convenient access to important
Synclavier Il real-time features. (Available August 1983)

Synclavier® |l is a registered trademark of New England Digital Corporation




® STEREO OPTION

Now any Synclavier 1l can be simply upgraded to pro-
duce fantastic live stereo results. Many elaborate stereo
confrol modes never before nossible from any system or
recording environment come standard with Synclavier
II's new Stereo Option. Increase your Synelavier llI's
sonic capabilities, plus save valuabie production time
and expense by going direct from Synclavier II's 16-track
digital recorder to 2-track tape!

® MUSIC PRINTING “Ephanced”

In March of 1983, New England Digital released a new,
enhanced version of software for Synclavier II's Music
Printing Option. Now, important aspects of western
music notation such as random changes in time signa-
tures and key areas are available, along with tuplets of
any kind. Plus, you will have instantly accessible editing
capabilities along with dynamic markings to enhance
your finished complete score or individual parts (see ex-
ample below). Yes, there is an autormated commercial
music printing system which is available today . . . and
wWOrKks.

Actual Music Printing Samole, Reduced

® SAMPLE-TO-DISK “‘Polyphony”’

The company which offered the only high fidelity sampl-
mg system worldwide with a sample rate of 50kHz, 16-bit
data conversion, and extended sampling time to Win-
chester Disk (pictured below) is planning an exciting new
enhancement for the Synclavier |I's Sample-to-Disk op-
tion ... POLYPHONY. New England Digital engineers are
now working to expand the sampling capability to be
completely polyphonic. The same high-fidelity sonic
capability and high resolution presently offered will be in-
corporated. The new polyphony option promises to add
one more amazing capability to the Synclavier II.

® 2-80/C.P.M. OPT!ON “‘Personal Computing”’

Available for all Synclavier Il systems is the convenient
Z-80/C.P.M. option. This simple retrofit option allows all
users to purchase computer industry standard C.P.M.
software programs te aid their personal or company
computing needs. Whether it is accounting, word pro-
cessing, or computer games, New England Digital's
Z-80/C.P.M. adds another dimension to the remarkable
Synclavier 1.

To New England Digital these additional options are just
steps along the path to the ultimate instrument. Some
day we believe the Synclavier || will be a complete music
production facility. We also know that it takes a series of
developments to achieve this goal. especially in this
highly technical field. Using New England Digital's ad-
vanced hardware and software, along with creative input
from customers, will ensure the longevity of the
Synclavier Il. We invite you to start with the best and
grow from there, as hundreds of others have! If you
haven't heard a Syncilavier |l lately, you haven't heard it
at all!

' Synciavier il instruction Manual
A ccmplete and descriptive Instruction Manual is available
! for $85 (USA & Canada) and $100 US (elsewhere).

For more information
please call or write: New England Digital Corporation
Box 546 Attn: B

White River Junction, VT 05001
802/295-5800

ar one of N.E.D."'s only

authorized distributors: New Yark: Digital Sound Inc

212/977-451D
Les Angeles: DJCS
2131274-8512
Londore Turnkey
202-4366
Brussels: Trans European Music
569-1823
Montreal: Sound Box
N J 514/483-6851
..,‘ Johannesburg: Sanshine Records
new england dlguol 793-2913

© 1983 N.ED




iday wasn't one of them, because of the
social stigma attached to Billie. Of
course he said no. So, | got the money
and went anyway. And of course, it
changed my life. | mean, this was the
way Billie looked when | saw her (points
to an early picture of Holiday hanging
prominently on his wall). It was
magnificent.

Of course, as a child | was very hot;
you couldn't tell me anything. My father
would just say very quietly, “No, no, no,
you don't understand.” The thing is that
in the South, where he was from, every-
thing is understood. I'm still trying to
learn a lot of what he laid out for me. He
was very smart. He worked until he was
seventy-five, in a quiet way.

My mother was very different. She
was brilliant, but her life was over by the
time she was thirty-five. | just started
writing a poem about her. She gave birth
to me through a Caesarean section, and
I'm quite certain that it changed her life,
because, from that point on, | do
remember that she was in a great deal of
pain....

One thing that | reaily do know for
certain, is that that instrument (points to
his grand piano) has saved me. When
everything else goes completely out of
whack, | can always go there and it
becomes beautiful. The exciting thing is
that you are doing something that
makes the machine come alive.
Musiclan: Are you familiar with much

MORE WIRELESS
FOR LESSI

High. performance and fow price Is
what you-get with the revolutionary
néw Nady 49 wirglass system. Now
for the first tiave, tha very latest in
wireless technology. is easily afforda-
ble fofr any musician: Featuring our
newly developed special receiver fil-
taring circuit, the new Nady 49 sye:
tem is the amly 49 mife system which
allows thre® geparate inswwuments
_ simultaneously the many advantages
‘of ‘wirelegs freedont on 1t same
stage. The Nady 49 combines this
new exclusive patent-pending filser:
ing technique and the world Tamous

patented ‘‘Nady lo+hoise’ technology
with expert overseas manufacturing
te ‘offer you a wireless system so
advanced in perf@rmance, at a price

‘Nady 10-noise” U.S. Patent #4,215 431, and
patent pending.

so affordable, you’ll wam your wiidle
band to be wireless!

and boasts two-multi-coler 10-LED
displays allowing the musician con-

an adaptable and versatile wireless

best ‘at a price you can afford, Get
more wireless for fess from the wire-

The wireless innovators.

Attractive and portable new receiver
design features a retractable antenns

venient operation status at 4 glance.
With new hand-held  and lavalier
microphone options also ‘available,
the new Nady AS offers the musician

systém for under $200.00

With wirtually all the major touring
acts i the world from the Rolling
Storee to. Barry Manilow  already
using Nady wireless systems, you
can now aiso go wireless with _the

less innovators.
Get Nady Now!{

wsvsrsms"
ING

NADY SYSTEMS,INC.
1145 651 Street
Oakland, CA 94608
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R&B, people like Sam and Dave...?
Taylor: Oh, yes, that was one of my revi-
vals in the 60s. At thattime | wasreally in
my ivory tower.... As a child | was danc-
ing on stage at the age of five and | used
to dance with my favorite cousin all the
time. | mean, these people could move!
So, during the 60s | started going to this
bar right across from Slugs called the
Old Reliable. They had this marvelous
jukebox, but | knew nothing about those
sounds then. There was always a group
of people dancing in the back room, but
still, | couldn’t hear the music. | knew that
| had to do something; the body was
atrophying. So, because | could relate to
the dancing, | started to dance again.
Then I really began to hear the music, so
by the time “Respect” (Aretha Franklin)
came out, | was ready. | started listening
to Sam and Dave and all of it, and | just
think that music is incredible. | mean, |
think that Marvin Gaye is as great as
Thelonious Monk—and that stops par-
ties. | tell this to people my age and they
get very upset.

You see, | don't make the separation
that the business people make between
jazz and rhythm & blues; for me it's all
part of the heritage of the music. For
Stevie Wonder and people of that genre,
if they are really into it, when they sing a
ballad, cut time is the point at which they
really begin. And if you don't understand
that, if you're older and you're saying,
“Eehh, ¢’'mon, these guys, rhythm & blues”
(in a mocking tone of voice), you've
missed it completely. In that case, what
are you going to do with a man like
James Brown? You have to understand
that the legacy of his work is there. |
mean, he is one of the seminal forces.

I've got to go see Lester Bowie's band
down at Sweet Basil's tonight, because
the last time | saw the Art Ensemble, it
was just a magnificent musical expe-
rience.... | think that Lester has opened
up other possibilities. He's made it more
obvious that music can assume many
different personalities and characters,
i.e., interpretation that becomes charac-
terization much the way great actors
can play many different roles. | thought
he played brilliantly at Town Hall. As an
ensemble, they all supported each other
very well. There were many, many differ-
ent orchestrated colors coming out of
the ensemble. There were different
types of music played, and the integrity
and the quality level of the music was
uniformly high.

Musiclan:/ Jlove the way they put
together little patches of contrasting
styles and musical references, but when
you read Stanley Crouch (Village
Voice critic) it's exactly that quality in
their music that he singles out to vitiate.
Taylor: Just in the last year alone, the
paucity of ideas in this individual has
been amply demonstrated, really. Andin

continued on page 114




Some like it hot...
Some like it cool...

And everyone likes the sound of JBL! That's why
vou’ll find JBL behind the scenes at today’s hottest
concerts producing and reproducing the music.

Now, JBL offers you a choice of sounds for
producing your music with vour guitar or keyboard.
The popular JBL E Series loudspeakers offer you the
traditional JBL “hot” sound with ultra-high efficicncy
and power handling. The new MI Series give you a
cooler, even response with power to spare. It’s similar
to the difference between the sound of various guitars
and amps...hot or cool.

Like the E Series, the MI Series speakers feature a
cast aluminum frame...not a cheap stamping, heavy
duty magnet, and a precision ribbon wire coil...rather
than cheaper round wire.

") Whether you choose the sound of the E Series ar the
MI Series, you know that over four decades of JBL
loudspeaker design, engineering and technology stand

behind vour choice.
Listen to the sound of the new JBL MI Series
loudspeakers at vour local JBL dealer.
The sound choice is yours.
JBL Incorporated, 8500 Balboa
Boulevard, P.O. Box 2200,
v Northridge, California 91329 U.S.A.

The MI Series is acail_ble in 10 12" and 13" models.
The E Series offers 2 choice of six models.
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“| was lifting up ladders/ And
trying to stand on them, too,”
sings Jules Shear near the end
of his new record, Watch Dog.
An apt thumbnail description of
a futile relationship, the lines
also capture the feeling that
Shear himself must have had
over much of the past few
years: the man whose name,
face and music led Jules & the
Polar Bears was stuckinarec-
ord industry Catch 22 so
severe that when he played
L.A's Universal Amphitheatre
in late June, Shear hadn't set
foot on a stage in his adopted
hometown in more than two
years.

These days, though, Shear's
home is in Woodstock, New
York, environs that usually host
songwriters less quirky and
dizzying than Shear. Spewing
out mile-a-minute images and
casting himself as a disor-
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iented observer grappling with
all the big questions (You
think you got all the answers/
Till one day you find/ Holes in
your pocket/ Where your keys
once were,” he once sang),
Shear wound up wrestling
Columbia Records after two
poorly-selling Polar Bear rec-
ords. The label rejected an
indulgent, freewheeling album
aptly titled Bad For Business;
wouldn't give him the money to
remake the record but also
refused to release him
because, ironically, a few
staffers believed in him so pas-
sionately. "Just business,”
shrugs Shear now. "But the
business took an unnaturally
ugly turn in my case.”

That much is now com-
pletely behind Shear; there's
not a Polar Bears song to be
found in his current show, nor,
he says, will there ever be.

Instead, Shear and his band,
which he’s dubbed the Rock-
ing lcons—and which includes
two former colleagues, ex-
Polar Bear drummer David
Beebe and ex-Funky Kings
guitarist Richard Stekol—stick
to songs from his new EMi solo
album, plus a couple of the
thirty-plus tunes that producer
Todd Rundgren passed on.
(“There arent many advan-
tages to being unsuccessful,”
says Shear. “One is that you
don't have to do the old
songs.”)

In front of a remarkably
receptive Joan Armatrading
audience at the Amphitheatre,
Shear's band plowed through a
set that was calmer, less frantic
and friendlier than the charm-
ing frenzy that the Polar Bears
used to favor. In fact, between
the bouncy pop tunes ("All
Through The Night"), the riff-

heavy hard rockers (*I Need
It") and the soaring mid-tempo
songs (‘'Love Will Come
Again,” “Whispering Your
Name''), the guy almost
sounded commercial.

Wearing a white suit and
standing center stage without
a guitar, Shear even looked as
if he were trying to be a regular
pop showman sometimes,
albeit a showman who looks
something like Sal Mineo with
droopier eyebrows. But
touches like Shear's bemused,
baffled and bewildered expres-
sion keep giving it away: the
guy's still as much an individ-
ual as ever. The band settled
into an almost majestic groove,
Shear grabbed the mike stand
in both hands, swayed inces-
santly from side to side, arched
his eyebrows and sang of con-
tentment and doubt, Jules
style: “Wishing your life would
set/ Like thick cream gravy in
a bowl/ But how to keep the
bow! from spoiling?”

And then there was "I Know
You're Not Alive.” One of the
new songs he introduced, it's a
ragged, roaring blues song
(“Oh, a blues exercise,” sniffed
Rundgren when he rejected
the tune) that showed off the
enormous punch of Beebe's
drums and a riveting Stekol
solo; it's also one of the most
twisted love songs ever written.
“I've been waiting at your
house, girl,” sang an earnest,
intense Shear, “though | know
that you're not alive.” Glad to
see that you're still with us,
Jules. — Steve Pond

ROLLINS & MARSALIS

TKO IN NEWK-WYNT REMATCH

Sonny Rollins radiates physi-
cal vitality and vigor—so when
early into trading phrases with
Wynton Marsalis during their
much-anticipated Manhattan
performance together, Sonny
threw up his hands, still grip-
ping his tenor, smiling like bril-
liance itself had dawned, and
fell to the Town Hall stage floor
like stiff timber, my first thought
was, “He's gotta be kidding,”
followed quickly by, “Sure
hope Newk's okay...."

He wasn't kidding. Fatigue
and high blood pressure had
blanked the clean-living fifty-
four-year-old saxophone
colossus. He revived imme-

diately, but the show was can-
celled. And a month later,
newspapers quoted Rollins as
fearing he'd let down his home-
town audience. But at the
rescheduled concert at the
much larger Beacon Theater,
Rollins launched “Don't Stop
The Carnival” with the healthy
fervor and sheer exuberance
to satisfy any fan's disappoint-
ment—and, unintentionally,
showed up his much younger
band.

Life’s much more than a car-
nival, Sonny seemed to sing,
digging into his bottomless
breath-hold, spilling forth vari-
ation after urgent variation of




DEBORAH FEINGOLD

original and appropriated mel-
odies. In loose, white clothes
and a floppy red hat, his huge
frame jerking in syncopation to
the endless calypso that
surged from his horn, Sonny
proved thatinspired improvisa-
tion can turn all music into ene
long, rich and complexly inter-
connected song.

An unspoken amen seemed
to sweep the near sell-out
crowd, and there was a grin of
humbled awe on the face of
sharp-suited Wynton the
wunderkind, wha stitches a
mantle to his own fit from the
fabric of the jazz trumpet
greats. Jack DedJohnette
echoed and emphasized the
hearty athletics of Rollins’
lines; electric bassist Russell
Blake bared his teeth while dis-
playing a pyro-funkitechnique
solo, and cool guitarists Yoshi-
aki Masuo and Bobby Broom
wove tight. light trebly rhythm
chords as a springooard for their
leader and his guest on brass.

Sonny ali but ignored his
sidemen and their springboard;
as he paced the proscenium
he shot moans, honks, run-
downs, twisted tones, sighs
and rousing hollers from the
bent metal that emerged from
his mouth. Sonny's sound,
diamond-hard and rough cut,
lifted everyone within hearing
to euphoria. and following the
saxist through a two-plus-hour
program (with two anticlimactic
encores) must have challenged
Marsalis, who sometimes had
to fight for an opening, soexpan-
sively did Rollins fill the air.

But from Charlie Parker's
'Big Foot" through his own
“Hesitation,” Wynton plunged
gamely on, even when he'd
find himself at a loss to play
anything Rollins hadn't yet sug-
gested. Then Wynton dropped
his volume low, focused his
vision on a sharp point just
beyond the dawnward tilt of his
trumpet's bell, and sketched
out an ambitious design from

near silence. At stageside,
Sonny bobkbed, nodding with
approval.

Perhaps Rollins was reminded
by Wynton: of the tumpeters in
his past—Fats Navarro, Miles,
Clark Terry, Clifford Brown,
Kenny Dorham, Thad Jones,
Don Cherry, Donaid Byrd—
though Wynton is resolute in
playing himself. Maybe Sonny
thought he had to deliver or risk
his reputation for being able to
blow circles around any other

tenor man alive. Whatever the
case, he was at his best: hum-
orous, energized, generous,
imaginative, wise. He lit bright
several decades of jazz and
American popular song, while
his protegés bumed to keep
up. Wynton stood with a fiery
giant, and grew in the encoun-
ter. Sonny might live forever, if
he's ever recorded playing as
he did that night, the glow of his
art won't dim until old Sol itself
goes out. — Howard Mandel

KASHIF

SCIENCE OF SUBLIMINAL HOOKS

His name is Kashif and even
before he released his self-
titled debut alburm on Arista,
this twenty-five-year-old
Brooklyn native was one of
black pop's most ubiquitous
writer /producers. Withthe irre-
sistibly danceable “I'm In
Love"” and ‘“Love Come
Down,” Kashif gave Evelyn
King the only two number one
black singles by a woman in
the 80s. For Howard Johnson
Kashif created (and sang the
catchy baekup vocals) on the
funk-doo-wop hit “So Fine." He
wrate (and co-produced)
George Benson's fine, silky
smooth “Inside Love (So Per-
sonal).” In addition, since 1981
Kashif has either written, pro-
duced or arranged for the
Average White Banc, Tavares,

L

Melba Moore and Fonzi Thorn-
ton. Now with the top ten bilack
chart success of his “| Just Got
To Have You,” Kashif is finally
becoming more than one of
black music's best kept
secrets.

Kashif's career began at age
fifteen, when he joined the then
influential funk-disco group
B.T. Express, playing key-
boards on their Energy ToBurn
album. Later he formed a band
called Stepping Stone (with
Vernon Reid on guitar) that
almost landed a deal with A&M
Records. To make ends meet
he gigged with Stephanie Mills’
road band and signed with
MCA Music Putlishing to sell
his growing catalog of songs.

Through MCA, Kashif's
music attracted the attention of
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Morrie Brown and Paul Law-
rence Jones, two other young
producer /writers, who recruit-
ed him into their production
company, Mighty M. Together
they took over a failing East
Side studio, Celestial Sounds,
where, says Kashif, “We were
able to get as much time as we
needed to perfect our sound
and to experiment. We were
looking for a clean, youthful
sound, much like the music of
Shalamar's ‘The Second Time
Around’ and Michael Jack-
son's Off The Wall, which seta
standard for us."

The synthesizer, with all its
variety, provides the backbone
of Kashif's music, even affect-
ing the vocal arrangements in
which wordless vocals appear
in almost all his productions.
“Joe Zawinul has always been
my favorite synthesizer player,
and from him | got the idea of
interpreting synthesizer sounds
with voices,” says Kashif.

"You're not limited by the
words, It allows youto do differ-
ent things with your harmonies
and melodies. On 'Stone Love'
from my album, wordless
vocals are really the hook.”

Kashif's songs have also
shown a sophisticated approach
to melody. Instead of the typi-
cal verse-chorus-verse struc-
ture, songs such as “Inside
Love (So Personal)” and “Got
To Have You" begin with one
hook and then flow into
another. “| just happened to try
it one day and found that it was
easy to do,” says Kashif.
“Instead of just one hook, you
have little hooks that keep the
song interesting. | spend a lot
of time with the melodies of my
songs, because that is the
backbone of pop music. Just
like the great songs at Motown.
Even if you just played them on
a piano with one finger, they'd
sound good. That's what | aim
for.” — Nelson George

THE FIXX

SAVED BY DRAMATIC RESTRAINT

PAUL NATKIN/PHOTO RESERVE

Though you may not be able to
instantly identify the Fixx by
their name or image, chances
are very likely that you know
their songs, especially if you
watch MTV or listen to much
new music radio. Being known
by their work, finely crafted
mini-dramas like “Stand Or
Fall,” *“Lost Planes,” "“Red
Skies (At Night)” and "Cam-
eras In Paris," is pretty much the
way the Fixx would have it.
That's also the way they play it
in concert: album-perfect, with
disciplined restraint and a nat-
ural faith in the material itself.

“Our- sound comes from
understanding the power of
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standard rock music,” explains
Cy Curnin, lanky, fair-haired
Fixx vocalist. “There's a point
where you can have that same
kind of power and move
around it. Each player leaves a
lot of space around his particu-
lar coincidentals—so the melo-
dies hang as a whole picture.

If Curnin seems to be speak-
ing jargon, it is most likely
related to the theater and to
drama school, where he and
splendid drummer Adam
Woods first conspired to cross
over into cinematic rock. “My
lyrics aren't written to be read,”
allows Curnin, who has said he
has a camera clicking inside

his head when he writes songs.
“It's very much using words in
the context of vocal sound.
Occasionally there'll be a line
that reads well, but | always
write with the idea of how I'm
going to deliver it in mind.”

For such a dramatic bent,
one might expect the worst vis-
val excesses, but the Fixx
never wanted to play the image
game. When Curnin, Woods
and ambient keyboard special-
ist Rupert Greenhall were
signed as the Portraits in 1979,
they firmly resisted their man-
agement's desire that they go
New Romantic. Trapped as a
“pop package,” Curnin & Co.
met cold steel chisel guitarist
Jamie West-Oram two and a
half years ago and began a
new gimmickless life as the
Fixx. That first LP, Shuttered
Room, assembled from years
of strong material, was pro-
duced by closet cult hero
Rupert Hine of Quantum Jump.
Its high polish (especially
West-Oram’s) and chamele-
onic, hook-ridden confidence
led some to call the band
poppy copycats, or at least to
suspect their sincerity.

Reach The Beach, their
Hine-produced followup,

admirably deflects both criti-
cisms. It settles into a more
unified sound, fortified by
snappy funk and treated with
even more “atmosphere,” a
veritable Fixx buzzword. Their
snakey single “Saved By Zero”
is prototypical of their reduced
dependence on straight-
ahead sing-along choruses
and increased interest in shim-
mering, moody, visceral Anglo-
dance. Especially haunting is
the slow, odd-metered tension
of “Outside,” with its arresting
guitar climax.

Small wonder the Fixx con-
sider themselves an "“album
band” and are reluctant tour-
ers. Wearing black suits and
white shirts against a black
curtain while opening for A
Flock Of Seagulls, the Fixx
couldn't possibly have been
any more low-key. Other than
precision renditions from their
two LPs, there were few sur-
prises or stage devices. But as
Adam Woods describes their
decision not to get hair-
dressers, “It's something
we've been doing for more
than just a week. It isn't the fla-
vor of the month to us." —
Khaaryn Goertzel & Jock
Baird.

REGGAE RAP REDEMPITION

If you're neither Ruandan nor a
member of the Crucial Reggae
fan club, then Mutabaruka

probably isn't a word that
means much to you. Should it
happen that you do fallinto one
or the other category, you'l
know Mutabaruka as either
your ethnic medicine man or
as one of the strongest voices
to emerge from reggae in
years. On his debut LP, Check

/t, Jamaican dub poet Muta-
baruka proves himself a writer
and composer of sure social
conscience, potent political
satire and more than a little
musical ingenuity. Moreover, in
his recent New York premiere
atthe Ritz, Muta, as he's called,
also show dat him know howto
mash it up onstage inna
wicked dreadlocks style.
Which is to say, yeah, the
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brother got down.

Bounding out onstage bare-
foot, barechested, brandishing
a white chain on both wrists
and backed up by botha mam-
moth backdrop reading "Afrika
Mus Be Free" and his natty
High Times band, Muta per-
formed a sharp set, mostly of
songs from his LP. Whirling and
thrashing about with stage
movements which recalied
Burning Spear in one of his
more possessed moods, Muta
rapped and recited his way
across the topical landscape
of his lyrics and poetry. Refer-
ences to the freedom struggles
in South Africa, Angola, Britain
and Jamaica abound in his
work, alongside allusionstothe
quest for national identity
among blacks in the West. One
of the strongest of these is
"Witeman Country” which

GWEN GUTHRIE

contains the admonishment,
“It's not too good to stay in a
white man's country too long.”
This piece in particular has
been the cause of some con-
troversy among Muta's audi-
ences. In a recent interview
session, he addressed the
controversy head-on by
explaining the impetus for the
song. "That poem has caused
a lot of misconceptions, but it
was written because in the 50s
and 60s a lot of black people
left the Caribbean for England
figuring it was heaven, it was
where the gold was and dem
tings there. And so they
migrated. Now we see that
over the years black people
have been building England
with their blood, sweat and
tears—except we also see that
black people are still not

continued on page 116

BEYOND BIT & PIECE PARTS

Gwen Guthrie's new album,
Portrait, reveals more of the
Roberta Flack protege and
less of the Patti Austin-with-
dreadlocks persona purveyed
on last year's self-titled debut
album for Island/Mango. In
Guthrie, Sly Dunbar and Rob-
bie Shakespeare had foundthe
perfect voice for their ex-
perimental Bits & Pieces disco
band, whose specific goal was
to cinch the black American
dance market with their Antil-
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lian version of the funky two
and four.

"But the one thing | really
want to say about the first
album,” emphasized Guthrie
just prior to her first series of
club dates to promote Portrait,
"“is that I'm really concerned
about people just viewing me
as a disco artist. It'stoo early in
my career to be typed. ‘It
Should Have Been You' (one of
three songs black radio sent up

continued on page 104

TEVE M@ R&E

THE PI.T COUNTERREVOLUTION

Ever since the punk revolution
of '77, we've been hearing a lot
about something called
"D.LY." (ak.a. Do-lt-Yourself).
This brave new musical ethos
declared freedom from learn-
ing an instrument thoroughly,
from the study of written music,
from training in traditional jazz
and classical idioms, and from
other boring and difficult pre-
requisites to being a musician.

The best-laid revolutions
have counter-revoldtions,
however, and a small, die-hard
claque continues to oppose
D.LY., champions of P.L.T, or
Prodigious Instrumentai Tech-
nique. In an effort to gauge the
strength of the P.I.T. movament,
Musician, Ernie Ball, Sequen-
tial Circuits and D.O.D. brought
three of its more skilled propo-
nents to the late-Victorian crys-
tal baliroom of Chicago's Hotel
Radisson (with sound by
Electro-Voice). These were
L.A. upstarts the Fents, yamaal-
adeen Tacuma's new funk
project Cosmetic, and former
Dixie Dreg gone solo. Steve
Morse.

The Fents opened the show,
hot and heavy with P.L.T. A four-
piece instrumental group meld-
ing teprechaun-era Chick
Corea with vintage L.A.
Express, the Fents raced
through exceedingly complex
arrangements with disarming
eagerness. Guitarist Ted Hall
won the house early (perhaps
reminding them of look-alike

Robben Ford) as did drummer
Larry Anderson's muscular
maturity. Some of the Fents'
pieces were unfortunately
overwritten, however; the first-
time listener tended to get little
to hang on to and nothing at all
to hum. There were also
moments of ensemble over-
playing, but the Fents are a
young band doing exactly what
young bands do; with a little
aging and some judicious
weeding, they will turn heads.
Jamaaladeen Tacuma of
Cosmetic electrified the crowd
with his lime green suit and
obviously monstrous P.I.T.
(several front rows, in fact,
began chanting, “P..T., PIT."
during his first solo). Con-
stantly bobbing and weaving,
Jamaaladeen's pure physical
energy powered the band
through tight, funky, single-
vamp grooves. Although work-
manlike, unusual and more
than adequate, the other three
members of Cosmetic were
unable to match Tacuma's
charisma, nor were the vocals
or song structures This was
compounded by weak set pac-
ing, including some intermina-
ble funk numbers—though in
Cosmetic's defense, they were
forced to cut a jazz number due
to time. Cosmetic is an interest-
ing band, a great sweaty-body
band, but nonetheless, a band
in need of another strong focal
point.
continued on page 104
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LYNN GOLDSMITH

JOAN
JETT’S

GREATNESS

. As Jimi Hendrix
is to electric guitar, as Keith
Moon is to the drums, as Otis Redding
is to soul, as Beethoven is to symphonies,
as Lawrence Welk is to schmaltz, as Jcsef Stalin
is to prison camps, as Beelzebub is to badness, as
my mother is to goodness, as Moby Dick is to fishness—
that’s how Joan Jett is to gum. People have chewed gum
since the Primordial Golf Ball big-banged into the known
universe, and people will chew gum until the known uni-
verse unbangs back inito the Primordial Golf Ball, but in
all that time no one will chew gum better than Joan Jett.
I know this because I have watched Jcan Jett chew gum
for an eon. Not continucusly, I admit, but I do re-
member the precise moment when God revealed
to me that Joan was the greatest gum chew-
er in eternity. She was sixteen and
her first band. the Runaways,
was playing the




‘Sometimes you bave to let
people find out the bard way
what things feel like. The
stronger ones make itl.”

CBGB on their first national tour. About equally divided
between hostile New York rock writers and horny Long Island
pipefitters who'd gone autistic drinking contaminated ground-
water, the crowd seemed incapable of transcendence and
Joan's consternation grew with every contraction of her pul-
sating jaw muscles. In those days she did vocals on only two
or three songs per set, and when her turn finally came around
to sing “Rock ‘N Roll,” she yelled, “(chew, chew, chew)
Come on, New York! (chew chew) This is Lou Reed! (chew,
chew, chew)."And she sang about how her life was saved by
that fine, fine music and if you did not fall in love with Joan Jett
at that precise moment, well, you did not love rock 'n’ roll.

So the objective point is that Joan Jett knew what was cool
and could act on it way back in 1976, a time when Pat Benatar
was doing this phony Liza Minnelli-type cabaret act in Green-
wich Village (I saw her), and Blondie didn’t know how to play
their instruments (I heard them), and most of these new
techno-haircut bands hadn't even flunked out of art school.

“Iike to make a lot of noise and blow bubbles,” chews Joan,
now twenty-three and still fully cognizant cool. “It's a good way
to clear out sleeping space on airplanes.”

Had she ever sucked it down her throat during a song?

“Uggh! | don't even want to think about it!" Joan cringes.
“No, that's never happened. I'm always aware of where my
gum is onstage.”

Being a consummate professional, Joan makes chewing
gum look easy, but in fact she has put in years of practice
developing gum awareness and mastication technique. “I've
chewed gum all the time ever since my parents first letme,” she
says. "l go crazy without it now. | even fall asleep with it. I'd
probably get fat if | stopped. The second time the Runaways
went to Europe, | knew they didn't have the right gum (Carefree
Sugarless Bubble) over there, so | spent about fifty dollars for a
supply before | left. The girls were begging me for gum by the
end, but they payed for it. On the road, it was like gold.”

All actual teenage girls from L.A. (Joan is originally from
Baltimore), the Runaways never did quite get their gum
together. Lead singer Cherie Currie used to wear this Freder-
ick's of Hollywood negligee weirdness, sing songs like “Cherry
Bomb” and then look terrified when the pipefitters would
declaim their libidos. Bassist Jackie Fox should have been
telling people about her 165 |1Q in the comparative literature
program at Oberlin. Drummer Sandy West laid down some
solid crunch but in every photograph—whether arrogant or
happy or sexy or sullen was the mood called for—she looked
bewildered. Lead guitarist Lita Ford wanted to be Ritchie
Blackmore with breasts and only half succeeded. On rhythm
guitar, Joan was a hard rock minority group oppressed by a
heavy metal majority. Their mentor, Kim Fowley, proclaimed it
all a scam and feuded with their manager Scott Anderson
(who later managed the Knack from oblivion to the pinnacle to
oblivion). Their record company, Mercury, couldn't sell any-
thing not sung by Bachman Turner Overweight. And the press
thought they were bimbos.

This last problem was partially my fault. | wrote a cover story
about them for the late and somewhat lamented Crawdaddy;
spent a week anthropologizing in the L.A. teen subculture; had
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squirtgun fights in rehearsal and learned the hard way never to
shoot a woman with eye makeup on inthe face; was present at
the historic and pretty revolting first time Joan dyed her hair
black; concluded they had a chance to make it because they
had some good songs (mostly Joan's) and put on a fine live
show. | also figured that since a lot of their act was geared
toward throwing gasoline on the fired loins of pipefitters with a
taste for jailbait, | should ask about sex. And then | wrote about
it. It seemed like good journalism at the time. And a lot of other
journalists seemed to agree.

“Did they have to ask in every interview?" wonders Joan,
still managing a shudder. “All it did was make us feel defen-
sive. We were just a good band that wanted to have a good
time onstage. What were all the other groups singing about?
They didn't have to answer those naive questions: ‘Oh, my
God, this is your career? What are you going to do if you find
the right boyfriend? Will you dump your career?’ Well, not me.
When | listen to our records or read old articles, | still don't
understand what got people so uptight. They were afraid we'd
rob their houses or kill someone.”

So how come nobody's called her a bimbo since 19787

“I don't understand that either. Iit's shocking...funny...dis-
gusting...amazing.... It must be them who changed, because
| haven't.”

“This next song is about someone named Randy,” Kenny
Laguna announces to a slightly confused Joe Folger, music
director at KEGL, Dallas. “That means sex in England.”

Joan's mentor/manager/producer, Laguna presses fast
forward on Folger's tape deck in search of *Handyman" on an
advance cassette of Joan's new album, Album. "As soon as
they make it,” says Folger, “a lot of bands don’t do radio or
press anymore...."

“EGL saved ‘Touch Me' in this market,” says Laguna. “We
promised God we would never forget radio when we had our
first hit, and you don't fool with God.”

“What I'd really like to know is who starts these Joan Jett-is-
dead rumors,” says Folger. “Every station I've been to in the
last couple of years gets a flood of phone calls about once a
month from people asking if Joan has died of an overdose.”

“| wish | knew," says Laguna, cranking the volume as Joan
screams about being stark naked, tired of masturbatin’and in
dire need of her handyman. “We don't allow any drugs atali. In
fact, we fire people when we find them. Keith Richards is great,
but we don't want that image.”

“You know my favorite Joan Jett song?” Folger smiles wist-
fully. “*Crimson And Clover.’ | was listening to the Tommy
James version the first time | got to second base with a girl. |
was in junior high in this little town in Minnesota.”

“| must have played ‘Crimson And Clover’ five thousand
times when | was in the Shondells,” says Laguna.

“No kidding? You were a Shondell? Whatever happened to
Tommy James?”

“| don't know right now,” says Laguna. “He had twenty-four
hit singles when he was hot and | know it hurt him terribly to
play bars as a has-been. Ninety percent of those guys get the
Elvis disease, sitting in front of their TVs with their heads
spinning, wondering how to come back. They never recover
psychologically from two years at the top. It's the saddest thing
you ever saw."”

“Innocent, that was exactly the word for Sid Vicious,” says
Joan. "He was like an innocent little boy. The Runaways lived
on a houseboat on the Thames for a while in 1978. Sid and
Nancy came over one night and they seemed very high. He
was yelling ‘I'm violent! | love violence! I'm not one to complain
about noise but | finally said, ‘Shut up, you goddamned junkie.’
He stopped shouting and started crying about a friend of his
who had just died. He said he was on a methadone program
and kept telling me, ‘The Sex Pistols love Joan Jett." He went
out the door and that was the last | saw him.”




MICK ROCK

The last she saw ol the Runaways was New Year's Eve that
same year in San Francisco. Dropped by their record com-
pany and unable to shake the failbait mage, they went their
separate ways—Joan's being drinking, drugging, blimping out
by about forty pounds, spending some time in the hospital and
answering for herself the dominant guestion for all aspiring
punks in 1979: Did you have to die to be as sincere as that
junkie/ murderer/ suicide/comedian/innocent Sid Vicious?

“Sometimes you just have to let people find outthe hard way
what things feel like,” says Joan. "The stronger ones make it,
the weaker ones don't. | was lucky to have some friends who
cared enough to help put me back together”

“I was out looking for shoes one day and couldn't find what |
wanted, so | got this instead,” says Blackheart bassist Gary
Ryan, indicating the winged dragan tattooed on his arm.
"Yeah, it was painful. but | like pain. i've go: two days on it so
far, six hours a day."”

"This guy is second only to Joanie ‘or integrity cver pragma-
tism,” says Kenny Laguna, buttoning the fly of his designer
jeans a half hour before showtime at Dallas’ Six Flags armuse-
ment park. He has been filling in on electr.c piano for a week
since regular guitarist Ricky Byrd punctured a lung colliding
with Ryan onstage. “At first he wasn't going to let me onstage
at all, but then he figured it would sound like a tape, so ne put
me way in the corner. ‘Better old and ugly then sounding like a
tape, he said. You should put me cu: another four feet."

"We already discussed this! No!" says Ryan. “You were
going to wear a gold lame suit with a leatherin your cap. Then
you bought twelve pairs of shoes and you're cnly domg six
shows. Didn't the hippies used to wear different colorec bowl-
ing shoes on each ‘oot? | read that somewhere.”

"l don't know," says Laguna "l was never a hippie. | was a
bubblegum guy.”

An Air Force brat and the only Ramones fan in a junior high
populated with Led Zeppelin advocates, Ryan could abide it
no longer at the age of fourteen and ran away to become the
"stereotypical L.A. derelict” for a couple of years. There, the
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Joan & the Blackhearts: tattooed bassist Gary Ryan, Jett, shoplifting drummer Lee Crystal and punctured lung surviver Ricky Byrd.

late Darby Crash of the Germs, whom Joan had produced,
recommended Ryan for the Blackhearts. She liked his style
and soon they were playing the Whiskey every Manday night.

"Ritchie Cordell (Joan's ca-producer) and | had just been to
San Francisco to see the Who,"” says Laguna "“We flew down
to L.A that night to see Joan.When we found oui tnis guy was
fifteen, | freaked.”

"We had our fans,” Ryan nsists,

“Leftover Runaway fans wno would have beentnrilled if you
farted. You were wrestling in broken glass in the dressing
room.”

“You still had your Who pass on, | remember.” says Ryan
“Joan was crazy then."”

Like what wauid she do?

"She had no fear of anything,” says Laguna. "She would get
this insane look in her eye and there was no stogging her. One
time at the Rol'er Derby, she dove across :he track and
attacked the opposing coach. The security guards had to
throw her out.”

Like what else?

“She used to ger her meals by sneaking .nto the Hyatt
House and stea'ing food from old roam service trays.”

Like what else?

"“In Holland, she would get up attwo inthe morning totake a
walk in the red lignt district. You'd go out to find her and she'd
say, ‘Isn't it beautiful?’ right in the middle of the dregs of the
world. So you'd say, ‘You're coming home with me little girl,’
and she'd just tell you to screw off. But the thing is, she's been
able to focus all that energy.

Some of the amens bode ill: it's been raining all day, Larry
Holmes is defending his titie on HBO, the Pretenders are
playing on the other side of town, and four keys are busted on
Laguna's used Wurlitzer eiectric piano. Some of the omens
bode well: the sky bas finally cleared, it isn't too hot and the
crowd doesn't stink

Hard to imagine but true. Fifteen thousand or so teenagers
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. g
Experienced seducer Joan coaxes temporarily reluctant airmen.

all in one place and nary a one 1s throwing up or nadding out
from too many 'ludes or drinking grain aicohol and Kool Aid out
of an anti-freeze container or even looking sullen. What they
look like, actually, is Joan Jett—the Joan Clone phenomenon
apparently having swept through Dallas like flu in March.

“That one looks like a can of smashed assholes,” observes
Elliot Saltzman, Joan's deeply sensitive road marager and
veteran Clone watcher. _

“We want a touch!" chants the crowd. “We want a touch!”

Joan lays her "Bad Reputation” on them to start, setting the
theme for tne evening with this cne-note-rhythm-riff refusal to
apologize for anything. Joan doesn't get mac at her
audience—as was the wont of many of her punk brethren—
she invites them to get mad with her at various unnamed
authority figures, unfaithful and/or dominating lovers, syco-
phants, cowards, liars and male birth controt devices. Album
not being out yet, fifteen thousand brows furrow as one during
“Coney Island Whitefish,” as if to ask, "Did she really say
‘'scumbag'?” Yes, and then she says it some more: "Baby,
you're a scumbag, you're rotten to the core/ You're the big-
gest foo! that I've ever known.”

“We want a touch!” chants the crawd. “We want a touch!"

50

ROBERTS

EBET

Joan mixes her oldies (“Wooly Bully,” “Love Is Pain,”
“You're A Nag") (wish she hadn't dropped "“Too Bad On Your
Birthday") with her newies (“‘Fake Friends,” “The French
Song” "I Love Playin' With Fire")in about equal proportion, her
low-slung and low-sounding Gibson getting such a beating
that you wonder how she has enough energy left over to chew
her gum properly. Dressed in a red jumpsuit and high-top
sneakers, she has managed the remarkable feat of growing
into a beautiful woman unmarred by a trace of Cheryl Tiegs
homogenization that would extinguish the eternal question
smoldering in her big dark eyes: "Have you wrestled on broken
glass? 'Cause if you havent, you're a wimp."

"We want a touch!” chants the crowd. “We want a touch!"

“You know, Dallas, Texas," says Joan. “There are a lot of
things i like... (chew, chew,chew)... Butllove...(chew, chew,
chew)...| mean, | love...(chew, chew, chew)...Dallas, Tex-
as!...(chew)...| LOVE ROCK 'N' ROLL!" And the kids do most
of the singing about putting another dime in the jukebox, baby.

Gary Ryan runs back and forth with such unchoreographed
abandon that it's easy to see how he could have punctured the
lung of feliow Blackheart Ricky Byrd. Barely onstage next to
the amplifiers, Laguna cuts an appearance dangerously close
to nerdly with semi-balding pate and Chams de Baron sleeve-
less sweatshirt. His piano, itturns out, is jarringly out of tune, as
well as missing four keys. The solo on “Crimson And Clover”
has to be one of the lamest things I've ever heard from a major
band and comes close to derailing the song entirely.

“"We want a touch!” chants the crowd. “We want a touch!”

And they finally get it. Bump che buh-bump che bump che
buh-bump che—Lee "No Frills” Crystal lays down the beat
and Joan soon has 15,000 teenagers clapping over their
heads and sneering, “Yeah, oh yeah, oh YEAHHHH!"

"Do you wanna touch...." "YEAH!"

“Do you wanna touch....” “YEAHR!"

“Do you wanna touch me there?” It has to rank as the
greatest audience participation number since sex.

"YEAH!"

“THEY HAVE A WEEK OFF SO THEY SCREW PIGS AND
FORGET WHO'S PAYING THEIR HOTEL BILL!" screams
Laguna, turning purple and throwing food back in the dressing
room. “HOW COULD THE CREW NOT FIX A PIANO IN A
WEEK? | DIDN'T HAVE B FLAT OUT THERE!HOW CAN YOU
PLAY A SOLO WITHOUT B FLAT?"

“It's probably pretty tedious tuning a piano,” someone
volunteers.

"S0O IS UNEMPLOYMENT!"

One widely unknown fact about Joan Jett is that she was a
good student in school, developing enough stealthin her chew
so that teachers didn't perceive imminent danger of chaos
and disorder. She almost got straight A’s one semester, sunk
only by a deep aversion for math.

"l didn't graduate from anything, though,” says Joan
proudly. "I wouldn't be caught dead ina capandgown. When |
was fifteen, | took the high school equivalency exam and
passed. All my friends were cutting classes but | figured if |
didn’'t go now, I'd be there till | was eighteen or nineteen or
have to go to summer school.”

Joan has her entourage well trained not to disturb her when
her nose is in a book. "It can wreck my day if someone breaks
my concentration,” she says. “l love to read: humor...detec-
tive stories...not romance. I've read the James Bond series
over and over.”

Last book read? “"Red Dragon."”

What's she listening to these days? "The same glitter stuff
I've always listened to. Sly & the Family Stone. Marianne
Faithfull. | keep my old singles on what | call the ‘Mixed Shit’
tapes. All the Rolling Stones, mostly Let /t Bleed and Get Yer
Ya Yas Qut. Ya Yas sounds like someone plopped you down
right in the middle of the stage.”

Did she remember telling me in 1976 thatthe Rolling Stones
were old and washed up?




"“Okay, but what was their album out in 19767?" Black And
Blue.

“See? That was when they went disco. They were old and
washed up then.”

Joan seems to te at least a decade away fromthatassess-
ment on Albun, whick could be less generically titled The Joy
Of Not Whining. Tre Blackhearts are really playing together as
a band—solid, simple, guitar-based rock 'n' roll about
expressing anger and not getting depressed—even when
she's singing about lust and love, closely coupled with frustra-
tion and hate.

“Anger? Really? A lot of people have commented on that,”
says Joan. "l think ‘Fake Friends’ is not so much about anger
as a show of disgust. It's not a big deal to lose fake friends,
people who just tell you what you want to hear. You don't have
to be in rock 'n’ roll to understand that. They're all over. What's
another song about anger?”

How about “Coney Island Whitefish"?

“Okay. That wasn't directed at any one person, though.
People snicker when they hear ‘scumbag’ but | think everyone
can relate to it. Everyone knows at least ore scumbag.”

“Had Enough” seems pretty angry.

“That's just abcut getting rid of a weak person, someone
you've had enough of."

Carianne, three-year-old daughter of Kenny and Meryl La-
guna, toddies around the corner with a spoon in her mouth.

“Hey! Take that out!” says Joan. “If you fall. it'll go down your
throat and you'll np your guts out or something.”

“Joanie's been a very good aunt,” says Meryl, who co-
manages Joan with Kenny, as Carianne removes the spoon.
The three Lagunas and Joan live together on Long Island.

"“Carianne's been on the road since she was six months
old,” says Joan. “She knows all the words fo the songs. She
wants to go onstage and sing next.”

When Neal Bogart left Cameo Parkway to become vice
president at Buddah, the idea was to create a white Motown
with a small group of interchangeable house musicians. What
emerged was the Ohio Express, the 1910 Fruitgum Company,
the Kasenetz-Katz Super Cirkus and the Lemon Pipers. They
called it Bubblegum.

“It's about sunshine and going places and falling in love and
trusting love and dancing for the fun of it," Bogart wrote in the
liner notes to Bubble Gum Music Is The Naked Truth, Volume
1. "Most of the sadness in the world comes from losing your
innocence. But yeu can find it again...in this album.”

“We didn't even wait for a record to go off the radio before
we'd steal the rff and put it out as our own,” says Laguna, who
sang backup and played keyboards at Buddah (first hit:
"Yummy Yummy Yummy"). “We used to rip everybody off. The
total lack of respect we got was just amazing, nside and outside
the industry. For years | couldn’t go to a party without getting
snubbed. We were so embarrassed that we didn't even tour. My
wife turned off the radio when my songs came on.”

Bogart went on to found Casablanca where he launched
Donna Summer {orgasmic bubblegum) and Kiss (painted
bubblegum) and the Village Pecple (gay bubblegum). Laguna
went on to other studio gigs (he was Archie on “Bang Bang
Shang A Lang"), sorme major acid dabbling with the League for
Spiritual Discovery and a brief flirtation with failure after the
Shondells.

“All these guys made millions off me. and suddenly |
couldn’t even get a job in the mail room,” he says. "My goal
was just to pay the rent. | ended up loading boxes.”

The Who finally gave him a break and let him produce (most
notably Steve Gibbons) at their Ramport Studios in England.
Next stop was the West Coast where he produced Little Roger
& the Goose Bumps (the notorious "Stairway To Gilligan's
Island” that Led Zeppelin suppressed), Greg Kihn, Jonathan
Richman and the Runaways on a few unreleased tracks.

When the Runaways broke up and Joan was in danger of
losing it, he sensed a talent worth saving—first buying her an
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"She bad no fear of anything.
Once at the Roller Derby she
attacked the opposing coach.
There was no stopping ber.”

extra pair.of bluejeans so she could take off her other pair and
wash them, ultimately financing her first album Bad Reputa-
tion and acting as her manager despite a phobia of business.

Originally made so they could charge a few extra bucks for
live shows, the album startled everyone by selling all five
thousand independently produced copies in four days. The
Blackhearts toured endlessly, developing a huge club follow-
ing, some radio play and a monstrous debt as Laguna sharp-
ened his business acumen the hard way. Finding something to
live for, Joan gave up drugs except for an occasional off-the-
road beer and large amounts of on-the-road caffeine. Her bad
reputation remained mired in the days of her Sid Vicious
imitation, however, and no major label would sign her.

Re-enter the renegade: Neal Bogart was now starting Board-
walk Records and looking for talent. “"He couldn't tell the differ-
ence between Donna Summer and the Rolling Stones; thought
rock 'n’ roll could be promoted the same way as disco,” says
Laguna. “But he knew Joan was a star. He had an uncanny
sense. He understood hit singles better than anyone.”

So the man who had made several fortunes selling some of
the most cynically manipulative music ever preserved in plastic
became the unwitting champion of rock 'n’ roll purity. His wea-
pon was Joan's voice, which had colored and deepened over
the years while losing none of that original Runaway enthusi-
asm. Above all, the voice was true. In listeners, it touched
emotions that had been buried for years under a mudslide of
nostaigia, disco siit and corporate siudge. Pushed by the ridicu-
lously addictive “Do You Wanna Touch Me (Oh Yeah),” Bad
Reputation became a major hit, blazing a trail for other new
music on the charts and playlists.

The Blackhearts followed up with a second album in 1981, *|
didn’'t want / Love Rock ‘N Roll to come out the same week as
AC/DC's Black In Black," says Laguna. “But Neal didn't want to
wait, so he stole the tapes and put it out. He was ruthless.”

Joan Jett could be equally ruthless. “He wanted us to play
Fridays on ABC,” says Laguna. "Joanie was scheduledto play
the Capitol Theater in Albany that night for 3,000 kids. The
Capitol's a theater with history—the Who and Spr.ngsteen
played there, so she refused to do Fridays. Neal screamed,
saying a television appearance would mean 600,000 more
records sold. She told him she didn't need more than two
hundred do'lars a week to live on and she wouldn't do it.”

None of it hur: / Love Rock 'N Roll. Not even the weird
pattern of radio play could hurt it—Top Forty staticns often
saying it was too New Wave and AOR stations often saying it
was too Top Forty. It was the most requested song in the
country for four months and the number one single for eight
weexs—the rawest rock song to top the charts in years.

By all reports, the success made dying a little easie” for Neal
Bogart. The guy loved to fight too much to have anyone feeling
sorry for him, so he didn't let on he had cancer until the end.

“Joanie wasn't right for months afterwards,” says Laguna.
“They argued all the time but she loved him. He was the one
guy who would take a chance on her when everyone else had
given up. At the funeral, his mother grabbed Joanie and told
her she was Neal's greatest pleasure when he died.”

“The colhsioﬁ with Gary came about halfway through the
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show,” says Ricky Byrd. "I knew it was serious when | couldn't
raise my arm for the clapping on ‘Touch Me." We went off and
they asked if | could do the encore. | said yes, just give me the
lightest guitar you have. All | could do was lean against the
amplifier and turn white.”

Byrd went back to his hotel room, finally agreeing to impre-
cations that he go to the hospital. "They said | had a collapsed
lung and it was pushing my heart out of place. If I'd waited any
longer, | would have died of a heart attack.”

Byrd plays lead sneer over Joan's rhythm snarl and is an
admirer of the late Paul Kossoff of Free. “"He only played one
note but he played it with his whole tody,” says Byrd. "Joan
also comes out of that tradition—the naive side of guitar play-
ing as opposed to the technical sice. She may not know
everything she's doing, but it comes from the right place and
that's what counts.”

"She's a really solid guitar player,” agrees Eric Amble, nowa
Del-Lord, whose place in the Blackhearts Byrd took. "A lot of
people who sing and play you have to compensate for. ! never
had to compensate for Joan. She sings and plays great, never
fails to put out for an audience. She doesn't really care about
anything else.”

Still somewhat bitter about being bounced from the band for
reasons that don’t seem clear in anyone's mind, Amble has his
doubts about the Blackhearts’ business situation. Indeed,
managing an artist who has sold eight million units of every-
thing worldwide and still listens to records on a dime-store
stereo, Lagunais in a classic position to exploit, if he wants to.

“You can’t hide anything from God,” says Laguna. "Joan
Jett carries some heavy karma with her and the person who
rips her off will pay for it. | know what 't's like to be successful
and then have to load boxes for sixty dollars a week. I'm
investing as much of the money as | can in pensions for them.
If we can all walk away from this with some screw-you money,
my first ambition will be fulfilled. My second ambition is to stick
around for a while.”

"There are a lot of mercenaries out there,” says drummer
Lee Crystal, formerly of the Boyfriends (who first met Joan
while shoplifting in California). "The other day | met this guy
from a fairly prominent group. He told me, ‘'I'm really into jazz
but | can't make any money at it so I'm playing rock 'n’ roll." |
lost all respect for the dude. When | play 'l Love Rock 'N Roll,’ |
do love rock 'n’roll. | don't have contempt for the music. | play a
simple, heavy drum sound—that’s what the group needs and
that's what | like. Buddy Rich chops are okay if that’s what you
do. I just don't.”

"What are you drinking?" asks Laguna, still in a foul mood
from the previous night's piano solo. As with Joan, emotions
blow across his face like the weather.

"A beer?” says Crystal. Laguna glares at him.

"You're serious? One beer?” Laguna glares harder. Crystal
throws the beer in a trashbin. Joan herself is drinking hot tea and
eating a white bread sandwich on the theory that whole wheat
and anything that's supposed to be good for you is boring. So
what does she make of these rumors that she's dead?

"People love to talk, | guess,” she says. "“Maybe it happens
after shows. People see you exhausted and assume you're the
worst kind of stoned. Or maybe they just don't want me around.
Something about me still bothers a lot of people.”

Outside the dressing room there's a half-inch of beer spilled
on the floor and the air is an ulcerating fog of cigarette smoke.
The couple thousand young men sittirg at the long cafeteria-
style tables have hair so short they could pass for skank-or-
die punks at a Circle Jerks concert. The uniforms, however,
give them away.

"They're going to go for it tonight,” says a guy who will
identify himself only as a "low-ranking individual” at Sheppard
Air Force Base in Wichita Falls, Texas. “They've got people
here who just got out of basic and haven't had a beer in twelve
weeks. They won't be able to handle it. They've been so
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militarized they gotta have an explosion just to relax.”

Surrounded by a thousand miles of flatness in all directions,
Wichita Falls makes an ideal home for pilots in training. "You
know what else this town is known for?” asks Vernon Moore,
former psychologist and present talent coordinator at the Air-
men’s Club. "Willie Nelson used to sell Bibles here.”

How come they have a flimsy picket fence in front of the
stage? At a rock 'n’ roll show that's not sane.

"This is the Air Force,” Moore laughs. “There’s no connec-
tion to mental health.”

The airmen stare dazedly at Joan during "Bad Reputation” —
the sight of someone who's happy apparently summoning up so
much homesickness that they don't want to live anymore. An
experienced seducer with a reluctant lover, Joan coaxes them
gradually through “(I'm Gonna) Run Away" and "I Love Playin’
With Fire” until they get loose enough to sway from side to side
like some giant paramecium quivering with hunger. The realiza-
tion dawns on the paramecium during "Tossin’ And Turnin” that
it can sway forward too. Several security guards in jackets and
ties brace themselves against the stage, pushing mightily with
their backs against the creature, turning around occasionally to
scream at it until the ligaments threaten to snap intheir necks. A
fainted woman is pulled out before the paramecium can devour
her, causing a momentary pang of conscience in the beast, but
the only thing that seems to cool it off are Laguna’s horrible
piano solos. The fence finally gives way entirely as the parame-
cium’s tentacles clutch at Joan's feet and knock over the stage
monitors.

"Hey, is this a rock 'n'roll party or a riot?" asks Gary Ryan, as
the security guards are reinforced with MPs, German shep-
herds and roadies who are piling chairs and amp cases in front
of the stage in the absence of the picket fence.

"No,” says Joan. "This is Armed Forces Day. Hey, Sheppard!
There are a lot of things | like...{chew chew chew)...but | love
(chew)...| mean, | love...(chew chew chew)...Sheppard Air
Force Base!...(chew chew chew). | LOVE ROCK 'N' ROLL!"

*| like the one that says ‘National Defense,™ says Joantoa
fan who wants to give her his medals. “That means you kicked
someone’s ass and told him to leave our country alone.”

Tommy Williamson, manager of the Airmen’s Club, waits
patiently in line in the dressing room with a piece of birthday
cake. "It is now 2400 hours,” a loudspeaker pleads. "Please
leave the club in an orderly manner.”

"I just want to add my personal thanks for the show and for
wishing me a happy birthday up there,” says Williamson. “My
wife and | are going to get redneck now and have a party.”

Did he have an official Air Force evaluation of the show?

"I'll give you a pilot's term,” he says. "That was shit-hot.
When you're talking Air Force, that's the top of the line.”

JETT NOISE

Joan Jett relies most heavily on a white '63 Gibson Melody Maker
that she bought from Eric Carmen. She's also fond of a brown
single cutaway Melody Maker, a ‘61 Fender Jaguar (hear it on
“Coney Island Whitefish") and a natural blonde (“Nota goldtop!”)
Les Paul Deluxe. All are strung with Fender Super Bullets. She
plays through a couple of Music Man HD 130s over a 4x12 bass
cabinet and a 2x12 combo. '

Ricky Byrd favors a black '63 Les Paul. a TV model Gibson, a
'63 Strat and a '61 Gibson Junior, all strung with Dean Markleys
and wired through two Ampeg SVTs tops and bottoms.

Gary Ryan owns five or six Ampeg basses with the classical
cello-like head. His rumble starts with Super Jazz Roto Sound
strings. Is picked up by Seymour Duncan 1959 P-Bass pickups
and comes oul through a couple of 100-watt Marshall Master
Volumes over two 4x12s with Electro-Voice speakers. All guitars
use Nady wireless systems.

Everything Lee Crystal thumps is Ludwig Everything he
crashes is Zildjian.

Joan used to have an Ibanez acoustic but she cut it up in little
pleces with a bayonet (U.S. Army issue. World War 1) when she

failed her driver's test for the second time.
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The Pros Are Talking About
Ibanez Multi-Effects Floor Systems!

Bobby Cochranm: “The Ibanez UE300 has all the sounds
that the working guitarist looks for. It's rugged and
very professional, what I've come 2o expect from {banez.”

BOBBY COCHRAN Guitarist

with Bobby and The Midnites

UE300: Three of the hottest effects available for gui-
tar. The Compressor/Limiter, Tube Screamer ar Ster-
so Chorus put yow in command of today's most
sought-after sounds.

Tom Coster: "The Ibanez UE305 is exactly what I've
been waiting for! It's got everything | need to give my
keyboards the modern textures and effects used in
today’'s music. It sets ap in minutes, is extremely quiet
and DOESN'T cost a fortunet!l™

Keyboard player Tom Coster
with Santana

UE305: The UE305 wiil accent any contemporary key-
board system. The Compressor/Limiter, Analog Delay
and Stereo Chorus provide a powerful trio of efferts
for electric piano, organ and synth.

Tony Levin: At long lastl the tbanez UE303B is the
first multieffects unit designed specifically for the con-
temporary bassist. And it's the most convenient floor
system around. | love itl.”

/ .
0%/ Tony Levin Bassist

with King Crimson

UE303H: For players like me, who used a lot of pedals-
Muttiefects floor units are the answer. ilbanez has
come up with a variety of good ones, including the
UE303B designed specifically for bass players.

The Ibanez UE300 Series Floor Systems are getting around.
Professional musicians are finding that the UE300 Series
offers the quality, reliability, and, above all, the sounds they
need today -- all in a concise, professional package thatcango
where they go. Visit your favorite Ibanez dealer soon and see

what the talk is all about!

Tomorrow's Innovations

For n ful colorcatalog serd $2.00 to : lbanez, <ept. M @ P.0. Box 886, Banasem, Pa. 19020 ; 17421 *B~ East Gale Ave., Cify A0Sy, 163/ 91 AR A P'D. Box 2009, idaho Fals, Id. 83401 o Canaca : 6969 Trans Canada Highway, Sute 105, St.-Laurent, Quebec, Canada H4T1V8



ure he’s a weird kid.
SFor Prince Rogers

Nelson, a man for
whom Henry Miller
and Howard Hughes are
undoubtedly behavioral
models, the two S’s of
sex and secrecy are
paramount. His reluc-
tance to talk to the
press is well established
and his role as a beacon
of sexual controversy
is past legendary. Jimi
Hendrix may have
helped open the flood-
gates when he asked an
innocent generation,
“Are you experienced?”
but Prince didn’t have
to ask. His sexual
excesses in a dank, dark
Minneapolis basement
with his confidant and
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... and other fantasies
come true.




T'm bappiest making records
that tell the truth, and I
don't beat around the bush.
I bave to be what I am and
sing what'’s on my mind.”

companion Andre Cymone and a host of neighborhood girls
shaped the values of his earliest songs and mirrored the
experiences and insecurity of a liberated generation.

His first albums were full of funky innuendo. For You es-
tablished him as a poetic prince of love, with a mission to
spread a sexy message here on earth—amessagereinforced
by his “special thanks to God" credit onthe LP's jacket. Prince
had heard the call, all right, but it wasn'tthe Lord's sermon that
he was preaching, and with his next album, Dirty Mind, he
catapulted out of the closet and into the public eye as a
raunchy prophet of porn.

That album established Prince in rock critical circles as a
truly special case. He created his own musical world in which
heavy-metal guitars crashed into synth-funk rhythms, where
rockabilly bounced off rapid punk tempos, all of it riding under
lyrical themes of incest, lost love, sexual discovery and oral
gratification. It was then that | became interested in talking to
this elusive boy genius.

His concerts that fall had been a hot, erotic blast of wind
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A chronic runaway, the adolescent Prince outschemed school.
through the chilly Northeast, and | was primed to meet a
proper, swaggering conqueror—"“The leader of a pack in a
brave new world without rules or categories or any limita-
tions,” as Boston critic Ariel Swartley had extravagantly des-
cribed him. What | found facing me that sleepy-eyed morning
was shockingly different: a man-child in the promised land.
Despite the studded trenchcoat, the leather jock bikini and the
blatant bare chest, he was a shy and unsure creature, small as
a leprechaun and just as elusive.

The interview became a lengthy excursion into Prince's
pained past and through songs that had a purpose beyondthe
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titillating of fantasies, as | was soontolearn. Prince’s preoccu-
pation, disclosed between the lines of the interview, was lone-
liness, which in the world had become painfully interwoven
with sexuality. His own childhood was something eise. Multi-
racial, one of nine children of a hard-working ltalian mother
and a half-black father—a struggling musician who was
mostly absent during his youth—Prince was a veteran of
foster homes and a chronic runaway.

At the time of our interview, he was proudand hurt, contem-
plating ending interviews altogether. He communicated with
the gravity of a crestfallen child, speaking in short grudging
bursts of words that nevertheless revealed a great deal more
than he wanted anyone to know. Atthe end of our long visit, he
gave an eloguent summation: “That was the longest I've ever
talked," he said with a child's awe. He gave me an uncertain
grin and, as he trudged off into the New York rain, wobbling a
bit on his high-heeled cobra boots, | liked him immediately and
had the feeling that Prince would survive his current bout with
success.

MUSICIAN: Let me start off with the question, to me at least.
Dirty Mind seems to be the antithesis of what sex should be. Or
is it? Why was that album called Dirty Mind?
PRINCE: Well, that was kind of a put-on...| wanted to put it
out there that way and in time show people that's not what sex
was about. You can say a bad word over and over again and
sooner or later it won't be bad anymore if everybody starts
doing it.
MUSICIAN: Are songs like “Head" and “Sister” serious or
satiric?
PRINCE: “Sister" is serious. "Head" could be taken as satire.
No one's laughing when I'm saying it so | don't know. |f people
get enjoyment out of it and laugh, that's fine. All the stuff onthe
record is true experiences and things that have occurred
around me and the way | feel about things. | wasn't laughing
when | did it. So | don't suppose it was intended that way.
That's why | stopped doing interviews. | started and |
stopped abruptly because of that. People weren't taking me
seriously and | was being misunderstood. Everything | said
they didn't believe anyway. They didn't believe my name. They
didn't believe anything.
MUSICIAN: Your father's stage name was Prince Rogers.
Was that his real name?
PRINCE: That wasn't his real name. He made it up.
MUSICIAN: And what's your last name? Is it Nelson?
PRINCE: | don't know.
MUSICIAN: Your point about being misunderstood is kind of
important. We should try and be as straight as possible with
each other so | know that what you're saying is being inter-
preted correctly.
PRINCE: Okay. | tell the truth about everything but my last
name. | just hate it. | know how it's just the name that he had to
go through life with, and he hated it too. So that's why he gave
me this name and that's why he changed his when he went
onstage. | just don'tlikeit and | just really would rather not have
it out. It's just a stupid name that means nothing to my ances-
try, my father and what he was about.
MUSICIAN: Was your father very much there when you were
growing up?
PRINCE: Well, up untilthetime | was seven he was very much
there. Then he was very much away. Then | went to live with
him once...| ran away the first time when | was twelve. And
then he worked two jobs. He worked a day job and then he
worked downtown playing behind strippers. So he was away
and | didn't see him much then, only while he was shaving or
something like that. We didn't talk so much then.
MUSICIAN: Did he have any feelings about you being a
musician? Was he a supportive person?
PRINCE: | don't think so because he didn't think | was very
good. | didn't really think so either. When | finally got a band
together he used to come and watch us play every once in a




while. But he finds it really hard to show emotion. | find that true
of most men and it's kind of a drag, but....
MUSICIAN: /s your father a good musician? What does he
play?
PRINCE: Piano. The reason he's good is that he's totally... he
can't stand any music other than his. He doesn't listen to
anybody. And he's really strange. He told me one time that he
has dreams where he'd see a keyboard in front of his eyes and
he'd see his hands on the keyboard and he'd hear a melody.
And he can getup and it can be like 4:30 a.m.and he can walk
right downstairs to his piano and play the melody. And to me
that's amazing because there's no work involved really; he's
just given a gift in each song. He never comes out of the house
unless it's to get something to eat and he goes right back in
and he plays all the time. His music...one day | hope you'llget
to hear it. It's just—it sounds like nothing I've ever heard.
MUSICIAN: How did you get into music? Where were you?
What were you doing?
PRINCE: | was at home living with my mother and my sister,
and he had just gone and left his piano. He didn't allow any-
body to play it when he was there because we would justbang
on it. So once he left then | started doing it because nobody
else would. Everything was cool | think, untilmy father left, and
then it got kinda hairy. My step-dad came along when | was
nine or ten, and | disliked him immediately, because he dealt
with a lot of materialistic things. He would bring us a lot of
presents all the time, rather than sit down and talk with us and
give us companionship. | got real bitter because of that, and |
would say alithethings that | disliked about him, rather than tell
him what | really needed. Which was a mistake, and it kind of
hurt our relationship.

| don't think they wanted me to be a musician. But | think it
was mainly because of my father, who disliked the idea that he
was a musician, and it really broke up their life. | think that's
why he probably named me what he named me, it was like a
blow to her—"He's gonna grow up the same way, so don't
even worry about him." And that's exactly what | did.

| was about thirteen when | moved away. | didn't really
realize other music until | had to. And that was when t got my
own band and we had to play top forty songs. Anything that
was a hit, didn't matter who it was. We played everything
because we were playing for white and black audiences atthe
time. Minneapolis is mostly white anyway.
MUSICIAN: Do you feel a strong identification with any-
thing...anybody?
PRINCE: No. | think society says if you've got a little black in
you that's what you are. | don't.
MUSICIAN: When you moved away, did you move in with
your father?
PRINCE: Well, that was when | went to live with my aunt, also
in Minneapolis, because | couldn't stay at my father's. And my
father wouldn't get me a piano, it was too much or whatever,
so...he got me a guitar. | didn't learn to play the right way,
because | tuned it to a straight A chord so it was really strange.
When | first started playing guitar, | just did chords and things
like that, and | didn't really get into soloing and allthat until later,
when | started making records. | can't think of any foremost
great guitarist that stuck in my mind. It was just solos on
records, and it was just dumb stuff; | hatedtop forty. Everybody
in the band hated it. It was what was holding us back. And we
were trying to escape it. But we had to do it to make enough
money to make demo tapes.
MUSICIAN: How'd you get to Andre Cymone's cellar?
PRINCE: Andre Cymone's house was the last stop after
going from my dad's to my aunt’s, to differenthomes and going
through just a bunch of junk. And once | got there, | had
realized that | was going to have to play according to the
program, and do exactly what was expected of me. And | was
sixteen at the time, getting ready to turn seventeen.
MUSICIAN: Were you still in high school?
PRINCE: Mm-hm. And, that was another problem. | wasn't
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Bikini basement: "It depends on how many people are there.”

doing well in school, and | was going to have to. Otherwise the
people around me were gaing to get very upset. | could come
in anytime | wanted, | could have girls spend tre night, and it
didn't make a difference. | think it had a great deal to do with
me coming out into my own, and discovering myself. | mean,
the music was interesting at that time, once | got out of high
school. Anc | got out of high schod early, when | was like
sixteen.

MUSICIAN: Did you finish?

PRINCE: Yeah. Because | got all the required credits. And
that's relatively early. I about two and a half years, or some-
thing like that. It was pretty easy and stupid. To this day, | don’t
use anything that they taught me. Get your jar, and dissect
frogs and stuf‘ like that.

MUSICIAN: How'd you support yourself?

PRINCE: Well, that was the problem. Once | got out of high
school it was interesting for a while because | didn't have any
money. | didn't nave any school, and1 didn't have any depen-
dents, | adn't have any kids, or girlfriends, or anything. | had
cut myself off totally from everything. And that's when | really
started writing. [ was writing like three or four songs a day. And,
they were-ali really long. Which is interesting for me as a writer,
because it's hara to just take a thought. and continue it for a
long period of time without losing it. And it's harder for me now
to writethanit was back then, because there's so many people
around me now. | wrote a |ot of sexual songs back then, but
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they were mainly things that | wanted to go on, not things that
were going on. Which is different from what | write about now
MUSICIAN: You mean, what you were writing about then was
just a fantasy of women?

PRINCE: All fantasies, yeah. Because | didn't have anything
around me...there were no people. No anything. When |
started writing, | cut myself off from relationships with women.
MUSICIAN: Did you ever have a relationship?

PRINCE: Several solid relationships (laughs). When you're
broken, and poor and hungry, you usually try to find friends
who are gonna help you out

MUSICIAN: Who are rich and things?

PRINCE: Yeah. And successful. And have a lot of food in their
fridge. | don’t know

MUSICIAN: Did you ever do anything that you're embar
rassed about?

PRINCE: Mmm...no...well..

MUSICIAN: Were you doing drugs?

PRINCE: No. One thing that turned me off to that was seeing
my brother get high. At first we all thought it was funny, but then
| started asking him questions and he couldn’t answer ‘em
you know. So | fell it was kinda stupid. And 1 didn't want my
mind all cloudy at any time, because | always felt...| don't
know, maybe it was a basic paranoia or something about me
but | didn't want anybody sneaking up behind me, and doing
me in, or taking my money, or tricking me in any way. So | never
wanted to get high

MUSICIAN: How does Andre Cymone fit into all of this? Was

MUSICIAN: | liked your first two albums, but it seemed (o
me that the third record, Dirty Mind, was really a growth....
PRINCE: Yes. The second record (For You) was pretty con-
trived. After the first record, | put myseifina hole, because I'd
spent a lot of money to make it. With the second record, |
wanted to remedy all that, so | just made it a "hit" album. |
usually write hits for other people, and those are the songs |
throw away and don't really care for. Dirty Mind started off as
demo tapes; they were just like songs inside that | wanted to
hear. So | took it to my manager and he said, "This is the best
stuff I've heard in a long time. This should be your album.”
The dragis that| don't know how | could make another album
like that. | usually change directions with each record, which
is a problem in some respects, but rewarding and fulfitling for
me. | have mixed emotions.

MUSICIAN: The fourth record, Controversy, sounds more
new wave.

PRINCE: It depends a lol on what instrument | write on.
When | write on guitar, | come up with songs like "When You
Are Mine" and "Ronnie Talks To Russia.” When I start with
drums, | get “Controversy.” Controversy is a little erratic. I'm
really proud of this new album (7999).

MUSICIAN: How did “Little Red Corvette" come about?
PRINCE: That song was a real life incident. A girl in a little
red Corvette....

MUSICIAN: Did you resist the idea of 1999 being a double
album?

PRINCE: Yes. | didn't want to do a double record, but | just
kept on writing. Of course, I'm not one for editing. | did try to
shorten things.

MUSICIAN: How do you prepare to go into the studio? Do
you have rough ideas...?

PRINCE: | don't plan or anything like that. When | record, |
find if | usually just sit down and do something, I'll gradually
come up with something. Sometimes it starts with a lyric.
MUSICIAN: /s it easier to work alone rather than with others?
PRINCE: Oh, much easier. | have a communication problem
sometimes when I'm trying to descnbe music.
MUSICIAN: Were you always a musical loner?

PRINCE: When | first started, | always had buddies around
me. | never wanted to be a front man. it felt spooky to be at the
mike alone. | had a bad habit of just thinking of myself—if |
just moved constantly, then people would think | was com-
fortable. But that wasn't right.

MUSICIAN: When did you finally become comfortable
performing?

PRINCE: Last year, on the Controversy tour. There was
something about coming down the pole and going out in
front. | felt real comfortable.

MUSICIAN: What was the incident at the Stones' Coliseum
show when you left the stage early?

PRINCE: When we went onstage, there were a lot of people
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throwing things and making noises and stuff. Atfirsti thought
it was fun, okay, and then | thought, “Well, we just better
play.” Dez, my guitar player, is just a rock 'n‘ roller at heart
and he said, "Show 'em we can play, and then it'il simmer
down." But there was this one dude right in the front and |
looked down at him—you could see the hatred all over his
face. He wouldn't stop throwing things. And the reason that |
left was | didn’t want to play anymore. | just wanted to fight
him. | got really angry. It's like I'm feeling, “Look, | got twenty
minutes. If you can't deal with that, well, we'll have to go
outside and work it out.” You know? How dare you throw
something at me?

MUSICIAN: Many songwriters use the word "love" tomean
other things such as ambition or goal or talent. Is the word
“sex” almost interchangeable sometimes?

PRINCE: Yes, | think everything basically is. Like in “Lady
Cab Driver,” for example, “sex” is used in two different
contexts. One is anger.

MUSICIAN: Does that imply an S & M kind of thing? A lot of
people might perceive that from the record.

PRINCE: Well, that's up to them. | don't want to burst any-
body's bubble, but the idea was that a lot of peopie make love
out of loneliness sometimes.

MUSICIAN: And they want to be touched in reassurance?
PRINCE: Yes, exactly. It just went from anger and you start
saying, "Well, how long can thisgoon? This is a person here.
| have to be human.” The right spot was hit so.. ..
MUSICIAN: Do you enjoy being in the studio?

PRINCE: Yes. There's nothing like the feeling after you've
done something and play it back and you know that you'll
never hear anything like it and that they'll never figure it
out—I'm sorry, | know what that sounds like. When | say
“figure it out,” | mean something like I'll try to go so high and
so jagged with my voice that if anybody tries to do it their
tonsils will fall out. | don't try to trick people. Life is too
confusing itself, and | wouldn't put any more on anybody
else. Now everybody's worried about the fact that | can't use
engineers.

MUSICIAN: You can't use engineers?!

PRINCE: No, they drive me crazy. It's because they're so
technicai. Everything just got so esoteric, “We've got to do
this a certain way,” when you're ready to play. The engineer |
use and give credit to on the album, she sets everything up
for me, most of the time before | come in. And then | just do
what | have to do and split. She puts things together
afterward.

MUSICIAN: | once heard you described as a child prodigy.
PRINCE: Don't. That's all fabricated evidence thatthe man-
agement did to make it happen. | don't want to say that | was
anything less than what they thought, but | just did it as sort of
a hobby, and then it turned into a job and just a way to eat,
and now | do it as art.
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he there at the beginning, and then you went to New York and
came back, and resumed the friendship?

PRINCE: Well, whathappened was, before | went to New York
we lost our friendship, because he was in the band with me at
the time, and | asked them all what they wanted to do,""Do you
want to stay here, or do you want to go to New York?" And
Andre didn't speak up, but everyone else was against it. No
one wanted to do it. They liked their lifestyle, | guess. | don't
think they really liked the idea of me trying to manipulate the
band so much. | was always trying to get us to do something
different, and | was always teamed up on for that. Like, in an
argument or something like that, or a fight, or whatever...it was
always me against them. That's when | wrote "Soft And Wet,”
which was the first single | put out. | really liked the tune, but
everyone thought it was filthy,and "you didn't have no busi-
ness doing stuff without us, anyway.” | just did what | wanted
to. And that was it.

MUSICIAN: When did you realize that?

PRINCE: When | was in Andre's basement. | found out a lot
about myself then. The only reason | stayed was because of
Andre's mother. She would let me do anything | wanted to, but
she said all | care about is you finishing school. Anything.
MUSICIAN: How much can you do in a basement?
PRINCE: Well, it depends on how many people are there!
(laughs) You know, one time she came down and saw a lot of
us down there, and we weren't all dressed, and stuff like that. It
kind of tripped her out, and we got into a semi-argument, and
whatever, but it, was...you know....

MUSICIAN: Was the scene back then in the basement a
heterosexual scene? Was it homosexual?

PRINCE: No, everything was heterosexual. | didn't know any
homosexuals, no. There was one guy who walked around in

Prince gets comfortable; don’t ask what's under the coat. 7

women's clothes, but we didn't know why he did it, we just
thought it was funny, and that was that. Some things don't
dawn on you for a long time. And now | hear, like...Minne-
apolis is supposed to be like...the third largest gay city inthe
country, or whatever. Huge.

MUSICIAN: Were you ready for New York when you came?
PRINCE: Yeah. | was ready for anything. | felt disgusted with
my life in Minneapolis.

MUSICIAN: What'd you do when you got here? Did you know
you were gonna live with your sister?

PRINCE: Mm-hm. When | called her and told her what had
happened, she said, well come here and I'll help you. And |
came. She had a great personality. You know, all my friends
were girls, okay? | didn't have any male friends, because they
were just cheap, all of 'em were just cheap, so| knewthen that
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if she used her personality and her sensitivity she could get us
a deal. That didn't mean going to bed with anybody, it just
meant that...you know, use your charm rather than trying to
go in there and be this man, because you're not.

And then my sister was introduced to this one guy who had a
band. And, | don't know how she got this, but it was really cool.
She ended up talking to this guy and found out everything he
did, and found out that he had ademo and he was gonna take it
to this woman named Danielle. And he was gonna try to get his
band signed to her. So we all went together, and she said, "Can
my little brother come in?"" And she said sure. So we were all
sitting there, and Danielle said, "Alright, put your tape on." So
he put on the tape of his band. That tape was pretty terrible,
and Danielle said so, and the guy started making excuses,
saying, “Well, that's not the real guitar player, or the real
singers, s0 don't worry about it.” And she said, "Well, why did
you bring a tape that doesn't have the real musicians?”

Then my sister started telling Danielle about me and finally
she asked me to sing. And | said no (laughs). And she said,
"Why not?" And | said, "Because I'm scared.” And she said,
"You don't have to be scared.” And they turned the lights
down, and it was really strange.

That same day | had just written "Baby,” and | didn't really
have it all together, but | sang the melody and she really liked
my voice. She said, "l don't care what you do, just hum,
because | just want to hear you sing.” So that's what | did, just
started singing and humming, and making up words and really
stupid stuff. i
MUSICIAN: Were you singing in your upper register then?
PRINCE: | only sang like that back then because, | don't
know...it hurt...it hurt my voice to sing in the lower register. |
couldn't make it, | couldn't peak songs the way | wanted to, and
things like that, so | never used it.

MUSICIAN: Oh! | would think it would hurt to sing in a falsetto
PRINCE: Well, not for me. | wish it was that way, but....
MUSICIAN: Did Danielle sign you to a contract?

PRINCE: Well, she wanted to start working with me immedi-
ately. Nevertheless, this guy was pretty upset thathe didn't get
his band in there. He and my sister fell out right away, but she
didn't care. And that's what | dug about her. So | talked with
Danielle, and she told me to come over to her apartment. She
was very beautiful, too, which made everything a lot easier, |
remember that about her. And she made me bring all my
songs, and we went through 'em all, and she didn't like any of
‘'em.

MUSICIAN: None of them? Not even “Soft And Wet"?
PRINCE: None. Except for “Baby.” She wanted me to do
“Baby"” with a lot of orchestration, tympani, strings, and....
MUSICIAN: How'd that sound to you?

PRINCE: | didn't care. You know. | was cool with it. All |
wanted to do was play a couple of instruments on it, and let it
say on the album that | played something. And she said no,
unless | could play better than the session guy, which | didn't
think | could do if a guy was gonna sitthere andread the chart,
and | was going to get aced out right away. So that didn't
materialize. Anyway...after | finished that, that's whenme and
my sister kinda had a dispute.

MUSICIAN: About what?

PRINCE: Mainly money. | had nothing; | was running up sort
of a bill there, at her place, and she wanted me to sell my
publishing for like $380 or something like that—which | thought
was kinda foolish. And | kept telling her that | couid get my own
publishing company. | didn't care about money. | just didn't
care about money. And, | don't know, | never have, be-
cause...the one time | did have it was when my step-dad lived
there, and | know | was extremely bitter then.

MUSICIAN: And did you have to go back to Minneapolis?
PRINCE: | didn't have to, which was nice. Danielle knew this
was gonna happen sooner or later. It's was all really interest-
ing to me back then, and | kind of would have liked to have
seen what would have happened if she had managed me.
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MUSICIAN: What did happen? Why didn’t she?

PRINCE: Well, when | got back to Minneapolis, that's when |
first met Owen Husney. | had been talking to him over the
phone, and all he kept saying was that he thought | was really
great, and that....

MUSICIAN: Was Owen big time then? Was he a big-time kind
of promoter, or manager?

PRINCE: Mmm. He had promoted some gigs, but he was
working mainly in his ad company. And he wanted to manage
an act. The main thing he said was that no one should produce
a record of mine—/ should do it. And, | still had a deal with
Danielle if | wanted it, but something about him saying that to
me made me think that was the way o go. So | told her that |
was going to college.

MUSICIAN: Was Danielle somebody that you had a relation-
ship with?

PRINCE: Mm-mm. It was only...it was only mind games. |
mean, we'd look at one another and...play games, but it
wasn't...we never said anything.

MUSICIAN: Um...when you came back and started working
with Owen, what did he do? Did he get the contract for you with
Warner Bros.?

PRINCE: Owen believed in me, he really did. First of all,
nobody believed | could play all the instruments.
MUSICIAN: How many instruments did you play?
PRINCE: Well, on the demo tapes | didn't play too many—I|
played drums, keyboards, bass and guitars, percussion and
vocals; but when | did my album, | did tons of things. Some-
body counted and said | had played twenty-seven on the first
album. Different ones, but | don't know, | never count things
(laughs). Because the quantity is...people put so much
emphasis on that. It's about the quality, and what it sounds like.
MUSICIAN: /It must have been a battle with the record com-
pany to produce and arrange.

PRINCE: Well, | got a couple offers and the only difference
between Warner Bros. andthe others was that they didn't want
to let me do production, they didn't want to let me plan anything
on the records. Warners had a iot of problems with it at first but
Owen was fighting for control for me. They made me do a
demo tape. So | did it, and they saig that's pretty good. Do
another one, and so | did another one. Then they said, "Okay,
we can produce your album.” And they waited a week to call
me back and they said | couldn’t. | had to go through that
process a few more times. Then finally they said okay. It was
kind of frustrating at first but | got used to it.

To some degree in the earlier days 1 was listening to Owen
and the company. | didn't want to create any waves because |
was brand new, and stuff like that. But now | feel that I'm going
to have to do exactly what's on my mind and be exactly the
way | am. Otherwise sooner or later down the road I'm going to
be in a corner sucking my thumb or something. | don't want to
lose it. | just want to do what I'm really about.

MUSICIAN: Did you know what you wanted to do when you
started out? When you got that contract with Warner Bros.,
and they said to go into the studio and do it?

PRINCE: | had anidea, but it was really vague, and | think that
had to do with...at least, with having such a big budget. It was
really big—over $100,000. You're supposed to goinanddo an
album for $60,000. But | wentin and kept going, and kept going
and kept going. | got in a lot of troubke for it.

MUSICIAN: How much time did you spend in the studio?
PRINCE: Hours. Hours. | was a physical wreck when | fin-
ished the record...it took me five months to do thefirstone.I'm
proud of it, in the sense that it's mistake-free, and it's perfect.
And it's...that's the problem with it, you know. But it wasn't
really me, it was like a machine. You know, | walked in, and |
was sleepy all the time. | didn't really feel like recording for
eighty percent of the record. But | did it anyway, because, by
the time | had gotten close to $100,000, it was like, you know,
you were going to have to do something great. So, by that time,
| didn't want to make any mistakes. The relationship between
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me and the executive producer that they assigned with me
was horrifying.

MUSICIAN: Did Warner Bros. ever ook as if they were just
going to wash their hands of the whole thing, or were they
committed?

PRINCE: No, | don't think so, because | owed them too much
money.

MUSICIAN: They had to stick with you, so you could pay off.
PRINCE: Yeah. At least three albums. And | didn't want to do
anything like interviews or touring. | was being real stubborn
and bull-headed, and Owen didn't realize how to get it out of
me, and make me stop. And, | don't know, our friendship died
slowly after that. It just got strange.

MUSICIAN: How did you get the whole act together? When
did you get a band and decide to go on the road?
PRINCE: Well, the band came right before | did the second
album (For You).

MUSICIAN: What happened when you went back to Minne-
apolis...first, after New York, and then, after you had actually
recorded? Were you treated very differently? | mean, this was
big time with Warner Bros., for sure.

PRINCE: Yeah. The same people who told me | wasn'tgonna
be anything, treated me with a ot more respect now. And it
made me a much better person. Ittook a lot of bitterness out of
me. Because that's all | really wanted; | didn’t want the respect
so0 much as | wanted friendship, real friendship. That's all that
counts to me. And | tell my band members the same thing now.
| mean, you have to learn to deal with me on an up-front level,
or else, you know, it's dead. | don't want people around me who
don't do that.

MUSICIAN: Has your music changed much since then?
PRINCE: | think | change constantly, because | can hear the
music changing. The other day ! put my first three albums on
and listened to the difference. And | know why | don't sound
like that anymore. Because things that made sense to me and
things that | liked then | don't like anymore. The way | played
music, just the way | was in love a lot back then when lusedto
make those records. And love meant more to me then—but
now | realize that people don't always tell you the truth, you
know? | was really gullible back then. | believed in everybody
around me. | believed in Owen, | believed in Warner Bros,, |
believed in everybody. If someone said something good to me,
| believed it.

MUSICIAN: And it was reflected in your music?

PRINCE: Yeah, | think so. It was....

MUSICIAN: More romantic?

PRINCE: Yeah. And | felt good when | was singing back then.
The things | do now, | feel anger sometimes when | sing, and |
can hear the difference. I'm screaming more now than | used
to. Andthings like that. | think it's just me. It also has to do with
the instrumentation. It has nothing to do with trying to change
styles or anything. Plus, I'm in a different environment; | see
New York a little bit more. In my subconscious I'm influenced
by the sinisterness of it, you know, the power. | hear sirens all
the time, things like that. It's not like that in Minneapolis. If you
ever go there you'll see it's real laid back, real quiet, and you
have to make your own action. | think a lot of warped people
come out of there. My friends. | know a lot of warped girls,
okay? Warped to me means they see things differently than |
would, | suppose. They talk a lot. They talk a lot about nothing.
But | mean heavy. They get into it like you wouldn't believe. |
mean, we could get into an hour-long conversation about my
pants. You know, why they're so tight, or something, do you
know what | mean?

MUSICIAN: Well, why are they tight?

PRINCE: | don't know (laughs). | don't know. Because | want
them to be. | just like the way they look.

MUSICIAN: Did Warner Bros. flinch when you put "Head" on
the third record?

PRINCE: They flinched at just about everything (laughs).
MUSICIAN: / wanted to ask you about the cover of Dirty




Mind. How was that done?

PRINCE: We were just fooling around, and we were jamming
at the time. It was summertime, and we were having fun. And
that’s what | had on. But my coat was closed, so the photog-
rapher didn't know. | was with some friends and...
MUSICIAN: Does everyone in Minneapolis just walk around
with bikini underpants?

PRINCE: (laughs) No. But, see...| don't know. | mean...
once...| mean, if you've got a big coat on. | mean, who knows
what he has on? | mean, it was hot out. Everybody was saying,
why you got that hot coat on? I'd say, I'm really not that hot.
(laughs) And they'd say, you gotta be.

MUSICIAN: / bet you flash.

PRINCE: No. Not in...it depends on who it is. But, we were
just jamming and stuff like that, and he didn’t know that's what |
had on. And so, he was taking pictures and | happenedto open
my coat for one, just as a joke, you know? He said, wow. Like
that. And, well, see,’ | used to wear that onstage.
MUSICIAN: How'd you pick that image of yourself? Where
did it come from?

PRINCE: Well, | used to wear leotards and Danskins and stuff,
because our stage show is really athletic and | wanted some-
thing comfortable. And my management said, “You have to at
least start wearing underwear, because....”

MUSICIAN: You weren't wearing any underwear?
PRINCE: No. Kind of gross. So | said, okay, and started wear-
ing underwear.

MUSICIAN: What kind of friends were you hanging with?
PRINCE: Prostitutes. Pimps. Drug dealers. Really bad people
and preachers’ daughters, you know? Which is strange,
because they were the total opposite of their fathers.
MUSICIAN: How did you meet them? At gigs?

PRINCE: Yeah. | talk to people, and if they're real and sincere
about what they're doing, and they don't really want anything
out of me except to be my friends, then, you know, | go for that.
MUSICIAN: The people who you were friendly with back
then...that group...did they influence your style?

PRINCE: Well, | think to some degree. They're really rebel-
lious. They cut themselves off from the world, as | did. The
band’s attitude is, they don't listen to a lot of music and stuff
like that. And the band is funny, the only time they'll go to see
someone else is if they're going to talk about them or heckle.
It's really sick. They're like critics.

MUSICIAN: Are they all close friends?

PRINCE: | don't know anymore. It's hard to say. When we first
started | think we were. That's how they got inthe group. Some
of them | didn't find out if they could play until later.
MUSICIAN: Are they concerned, now, about not being on the
road? Do they feel that they'd like to be touring?

PRINCE: Yeah. We all do. Once | stop, then | start writing
again, or whatever, or start playing...fooling around, then |
don't want to play out in public so much. | guess | write letters
better than | talk, basically. | can write really good letters. And
that's where the records come from. | can sit down and say
exactly what | want. | don't have to worry about someone else
next to me doing their job.

MUSICIAN: /t's funny, because you're a very imaginative
guy. | would think for someone who draws on fantasies and
wrote about dreams, fantasy would be important.

PRINCE: Well, it is. But it's not so much when you're writing a
letter. Do you know what | mean? If | were to write a letter to a
friend, and tell them about an experience, | wouldn't say how it
made me feel, | would say exactly what | did. so that they could
experience it, oo, rather than the intellectual point of view. [f
you give them a situation, maybe that you've encountered, or
whatever, give them the basis of it, let them take it to the next
stage, they make the picture in their own mind. | know | am
happiest making records like this, making records that tell the
truth and don't beat around the bush. Maybe I'm wrong for i,
but | know the people at the concerts know exactly what the
songs are about, sing right along, and are really into it. We

have their attention. They understand, | think, and they're
getting the message. | don't know. It seems real to me be-
cause...well, it is, because I'm saying exactly what's going
around me. | say everything exactly the way it is.
MUSICIAN: Do you think people think that you're gay?
PRINCE: Well, there’'s something about me, | know, that
makes people think that. It must stem from the fact that | spent
a lot of time around women. Maybe they see things | don't.
MUSICIAN: People always speak about a feminine sensibil-
ity as if it’s something negative in a man. But it's usually very
attractive for most women. Like a sensitiveness.

PRINCE: ! don't know. It's attractive for me. [ mean, | would
like to be a more loving person, and be able to deal with other
people's problems a little bit better. Men are really closed and
cold together, | think. They don't like to cry, in other words. And
| think that's wrong, because that's not true.

MUSICIAN: /s there anything that you want me to mention
that we haven't talked about?

PRINCE: Well, | don't know, it's...| don’t want people to get
the impression that sex is all | write about. Because it's not,
and the reason why it’s so abundant in my writing is mainly
because of my age and the things that are around me. Until
you can go to college or get a nine-to-five job, then there's
going to be a bunch of free time around you. And free time can
only be spent in certain ways. But if people don’t dig my music,
then stay away from it, that's all. It's not for everybody, | don't
believe. | do know that there are a lot of people wanting to be
themselves out there.

MUSICIAN: Will you always try to be controversial?
PRINCE: That's really a strange question, because if I'm that
way, then | will be forever writing that way. | don't particularly
think it's so controversial. | mean, when a girl can get birth
control pills at age twelve, then | know she knows just about as
much as | do, or at least will be there in a short time. | think
people are pretty blind to it. Pretty biind to life, and taking for
granted what really goes on.

MUSICIAN: Do you think that older people don't give the
twelve- and thirteen-year-olds enough credit for knowing as
much as they know?

PRINCE: I'm sure they don't. I'm absolutely sure they don't. |
mean, when my mom had stuff in her room that | could sneak
in and get. Books, vibrators, all kinds of things. | didit. I'm sure
everybody else does. And if | can go inthere and do all that, |
don’t see how she figures | won't know. And the way she
figures | don’t know is, she doesn’t sit down and tell me exactly
what's going on. | never got a rap like that, and | don't know
how many kids do.

MUSICIAN: / think that a lot of kids would like to feel that
there’s somebody who's capturing that experience for them.
And | don't think anybody really has done it before.
PRINCE: Yeah. At the same time, you're telling them about
wanting to be loved or whatever...accepted. In time you can
tell them about contraception and things like that, which need
to be said. No one else is going to say it. | know | have definite
viewpoints on a lot of different things: the school system, the
way the government’s run, and things like that. And I'll say
them, intime. And | think they'll be accepted for whatthey are.
MUSICIAN: So is that really you up there onstage?
PRINCE: What? The way | act? Oh, yeah, without a doubt.
MUSICIAN: /n other words, when you go back to Minneapo-
lis, and you go to parties, is that you?

PRINCE: Oh, yeah. And when I'm with my friends, I'm more
like that than anything. A lot of times, when | got out to clubs, if |
go, | just go to observe, and | watch people. | like to watch
people. They way they act and things liké that.
MUSICIAN: So what will be the first thing you do when you
get back to Minneapolis?

PRINCE: Probably take a long bath. | haven't had one in a
long time. I'm scared of hotel bathtubs.

MUSICIAN: What do you fear?

PRINCE: They just...a maid could walk in and see me.
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20 Years With and
Without Brian.

BY GEOFFREY HIMES™

ith the possible point out that the Beach Boys
exception of Elvis  first played the Washington
Presley, the Beach Mall in 1971 as a warm-up for
Boys' story contains the May Day demonstrations,
mere contradictions one of the most radical actions
than any rock 'n’ rall act in of the anti-war movement.
history. When Secretary of Many reports cited the
the Interior James Watt Beach Boys’ involvement with
attacked the Beach Boys last  handicapped kids, corporate
spring as a “hard rock band”  advertising and transcendental
that artracted the “wrong meditation; few mentioned
clement,” many reports their involvement with draft
gleefully pointed owut that the  resistance, Charles Manson,
Beach Boys had played a illegal drugs and nervous
benefit concert for George breakdowns. While their
Bush during the 1980 famous singles certainly
campaign. They neglected to  support their wholesome,
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"Brian was evolving very fast, getting into a very
expansive stream of energ). We could see that

be was opening up and making very serious music.
He was writing stuff that needed session players.”

all-American image, their albums are filled with brooding,
troubled meditations by leader Brian Wilson, one of rock’s
most puzzling enigmas. Most reports consigned the Beach
Boys to the nostalgic oblivion of an oldies band, but they have
continued to release albums that always contain several
examples of exquisitely imaginative pop.

Most importantly, the reports overiooked the Beach Boys'
tremendous musical influence. You can heartheir influencein
Elvis Costello's “Oliver's Army,” inthe Go-Go's “Our Lips Are
Sealed,” in Steely Dan’'s “Aja” and in almost anything by Paul
McCartney, Christine McVie or Lindsey Buckingham. Brian
Wilson was the first to prove that odd chord changes, counter-
point harmonies and thickly layered arrangements could
enhance rather than restrict rock’s ¢ance beat and emotional
tug. Many are his debtors.

Brian instilled rock 'n’ roll with the suburban idealism that
has shaped it ever since. He demonstrated conclusively that it
was possible for a shy, frustrated suburban kid to compensate
for drab surroundings by conjuring up a utopian vision through
the sheer force of imagination. But when that idealism collided
with adult disappointments, the optimism darkened, the music
grew complicated, the hits dwindled and eventually Brian
gave up full-time music-making. The elusive promise of Bri-
an's aural dreams have shaped both the successes and the
frustrations of the Beach Boys story.

No one has worked harder to keep the Beach Boys creative
life going than Carl Wilson, the band's youngest member. For
years, he was the one who kept the band's squabbling factions
working together and who encouraged as much participation
as Brian could muster. More recently, he has combatted the
band's slide towards nostalgic paralysis, releasing two solo
albums of new material. The new album, Youngblood, shows
flashes of the old Beach Boys' inspiration. Though uneven,
Youngblood has enough gems to prove how much Carl has
absorbed as Brian's apprentice.

“I've always been the one who worked real closely with
Brian,” Carl claims. "l was his sounding board; | was his
underling. | always tagged along. In addition to being one of
the players in the studio, | worked witn himin the control room,
because he wanted my ear.”

Carl was only a freshman in high school when his big brother
Brian called him into the family den 0 teach him a new song
called “"Surfer Girl.” Even as Carl learned the mid-range har-
mony vocal devilishly close to Brian's lead, he realized this
ballad offered far more than anything he was hearing on the
radio. “'Surfer Girl' has a real spiritual quality to it,” Carl says,
using the present tense, for the song has not faded a bit in
twenty-one years. "l don't know whom he wrote it for, but
there's a real heart attached to that. The chords are just so
filling. For its time, the record was so advanced. It was really
beautiful to be alive when that record was playing. The way our
voices sounded on that, the melody Brian wrote, the way he put
the arrangement together, that might be the perfect melding of
all the elements. It's very enchanting; it's very Brian.

“If you think back to 1961, therecords then were really pretty
nerdy. Our stuff was very appealing: all over the country,
people wanted a neat car and a girlfriend or boyfriend; people
wanted to hang out at the beach. It was really an early hippie
thing.”

A bushy, brown beard wraps around Carl’'s chubby, che-
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rubic face as he stands by the window of his house at Colora-
do's Caribou Ranch. The snow-capped Continental Divide
looms through the window. “Brian created this whole world at
home at his piano, and people were mad to get to California.
There was an awe connected to California and the beach and
the way we lived. Those were the people who werereally cool.
But it wasn't the real California so much as the California in
Brian's songs.”

The Beach Boys’ story is essentially a family drama. After
several personnel changes, the current quintet is the same as
the original: the three Wilson brothers—Brian, forty; Dennis,
thirty-eight; and Carl, thirty-six—plus their first cousin, Mike
Love, forty-one, and Brian's high school football teammate,
Alan Jardine, forty. These family ties have kept the band
together when most groups would have split up.

Probably the most perilous moment came in 1977, when
business mismanagement and cocaine led to public
announcements of the band's break-up. “Tnat was a very
rough time for all of us,” admits Carl. “Relations were very
strained and icy. Everyone was frightened and it came out as
anger. Everything was falling apart in front of us, and we didn't
know how to get ahold of it. What we had to do was just let
everything fall apart and then realize, 'Now, wait a minute. Do |
want to fight with my family and friends?’ We got a chance to
see if we really wanted to be a group or not. We got to choose
again. It became clear that we should put it back together.”

The family drama begins in a lower-class housing develop-
ment in Hawthorne, a Los Angeles suburb five miles inland. It
was a modest place of neatly mowed lawns, no sidewalks and
$2,000 two-bedroom homes. | remember music was always
present,” Carl says. “My dad was a part-time songwriter, and
we always had a couple of pianos in the house and a jukebox.
We had a garage that my dad fixed up into a den. We'd all get
around the piano; my mom would play, and later Brian started
to play. By age ten, he aiready played great boogie-woogie piano.”

As Brian entered high school, he became more proficient at
the piano and grew fascinated with the Four Freshmen. He
needed extra voices to replicate their cool jazz vocal arrange-
ments, sO he drafted Carl and their mom, Audree. “Brian was
in love with the Four Freshmen's approach. He would play the
piano for hours, really studying. As he got better at it, he'd start
to do his own arrangements of their arrangements.

“When | was ten, I'd have to sing a background part. The
thing about that kind of modern jazz is that the parts are very
strange; it's not like singing Christmas carols. | had to listen
really hard; they weren't your regular three-chord tunes. If 'd
make a mistake, he'd say, ‘No, it goes like this,’ and I'd have to
do it again until | got it right. Just so it would be more fun, |
started to learn my parts more quickly. It was great training. By
the time | was fifteen, | could hear a part once and have it."

Dennis Wilson had never been much of a participant in the
family sing-alongs, because he was a real rough-and-tumble,
outdoorsy kid. “"He was the cnly real surfer in the group,” Carl
concedes. "l tried it, but | was never good, so | gave it up.
Dennis was really living it; that was his life. | remember every-
one was bleaching their hair; Brian tried it and it turned out a
very unnatural orange—very funny. But Brian drew on Dennis’
experiences. | remember Brian would drill Dennis on what was
going on, really pump him for the terminology and the newest
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thing. Dennis was the embodiment of the group; he lived what
we were singing about. If it hadn't been for Dennis, the group
wouldn't have happened in the same way. | mean, we could
have gotten it from magazines like everyone else did, but
Dennis was out there doing it. He made it true.”

Mike Love addec another key element: the R&B doo-wop
influence that transformed Brian's Four Freshmen harmonies
into rock 'n’ roll. "Mike went to Dorsey High,” Cari points out,
"and most of his classmates were black. He was the only white
guy on his track team. He was really immersed in doo-wop and
that music, and | think he influenced Brian to listen to it. The
black artists were so much better in terms of rock records in
those days that the white records sounded like put-ons.”

The five young boys went to the local studio of Hite and
Dorinda Morgan, friends of their father, Murray. They cut four
songs, including “Surfin’" "t was my guitar,” Carl recalls.
“Alan had the upright bass, and Brian played a single snare
drum with a pencil, and that was it. Brian took his shirt off and
put it over the drum because it was too loud. We did it all at
once, with Michael on one microphone and the rest of us on
another” The single, released on X and Candix Records,
became a regional hit and broke the top hundred nationally.
“Dennis was so thrilled,” Carl says, "because he was living it.
He went to schoo! and his friends said, 'We were on our way
home from the beach, totally exhausted from riding the waves
all day. We heard your record come on, and it turned us on so
much that we went back to the beach.”

A second recording session produced “Surfer Girl,” “409,”
“Shut Down,” “Surfin’ Safari” and “The Surfer Moon.” But
Candix folded, and after a few label rejections, Hite Morgan
gave up. Al Jardine gave up too and went off to dental school.
He was replaced for a few years by David Marks. Finally
Murray took the tapes over to Capitol Records, where a
twenty-one-year-old staff producer, Nick Venet, immediately
recognized the hit potential and insisted that the company sign
the group. “Surfin' Safari,” the first Capitol single, went to

“We were young and foolish; we wanted the biggest, newest, most powerful things”; back: Carl, Dennis, Al Jardine; front: Mike Love & Brian.

number fourteen. The first album, Surfin’ Safari, was a hodge-
podge of old tunes from the Morgans’ studio and new tracks at
Capitol studios recorded by Nick Venet, Murray and a twenty-
year-old Brian (though Nick got the LP's production credit).

The real breakthrough came in 1963. "When we heard
‘Surfin U.S.A." we just knew it was going to be an undeniably
big hit. It was the first time we were aware we could make a
powerful record. Brian had this ideato change ‘Sweet Little 16
into 'Surfin’ U.S.A." We were total Chuck Berry freaks, and the
original Chuck Berry record is a fabulous record, but we made
it our own.” (Uniike many Chuck Berry borrowers, Brian aiso
gave Chuck co-authorship of “Surfin® U.S.A.")

A large part of the record's power came from Carl’s guitar
style that blended Chuck Berry R&B with Dick Dale surf. “My
first guitar was a Kay," Carl explains. "l would mute the strings
a bit to get that clipped surf sound. I'd just hit the strings lightly
with the palm of my picking hand to give it more of a percus-
sive sound. It was a style that became popular in southern
California with a lot of surf bands. Most of them were guitar
bands. though, and we surfaced because we had the vocals.

"] combined that surf style with a white approach to the
Chuck Berry style. Our sound was very clean; we had big
amps that made a clean sound, while he was just turning his
amps up and cranking. | used a Stratocaster on the early
records. We were young and foolish; we wanted the biggest,
best. newest, most powerful thing: Fender amps, Showmans,
Dual Showmans.... Brian played Fender Precision bass on
the early records; it was a great recording bass. Dennis was
into Camco drums for a long time. The snare was good and
bright and it had a fuilrange. He used Zecos for a few years; he
still has a set to record on.”

The group’s real contribution musically, though, was its
vocals. In much the same way that he had trained Carl earlier,
Brian trained the other three to follow difficult voice parts at
perfect pitch by drilling them to exacting standards. "Everyone
sensed their part,” Carl explains. "When Brian would present a
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song to us, we would almost know what our part would be.
Michael always sang the bottom; | would sing the one above
that, then would come Dennis or Alan, and then Brian on top.
We had a feeling for it. It's not widely known, but Michael had a
hand in a lot of the arrangements. He would bring out the
funkier approaches, whether to go shoo-boo-bop or bom-
bom-did-di-did-did. it makes a big difference, because it can
change the whole rhythm, the whole color andtone of it. We're
big oooh-ers; we love to oooh. It's a big, full sound, that's very
pleasing to us; it opens up the heart.

“Alan’s voice has a bright timbre to it; it really cuts. Brian's
voice is very complete. He's not using it now; it's really sad. But
when he does, he has a very thick voice. Our vocals were
voiced like horn parts, the way those R&B records made
background vocals sound like a sax section. They're all within
the same octave; that’s really the secret to it. We didn't just
duplicate parts; we used a lot of counterpoint, a lot of layered
sound. Obviously, Brian's influence is now massive.”

Though Brian produced “Surfin' U.S.A.," Nick Venet once
again got the credit. This forced a showdown. "Brian was
really the one making the records,” Carl insists. *“Nick would
call out the take numbers, but he wasn't part of making the
music. When Brian said he wouldn't work with Nick anymore,
Capitol sent over this other guy. Then it became really clear to
Brian, and he said, 'Look, I'm not cutting with these guys, and

1got itchy. I was so bored I
couldn’t believe it. It was
borrible to go onstage...”

Contemporary Carl Wilson
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what's more, I'm not going to use your studio. We'll send you
the next record’ Now this was a big thing in those days,
because record companies were used to having absolute
control over their artists. It was especially nervy, because
Brian was a twenty-one-year-old kid with just two albums. It
was unheard of. But what could they say? Brian made good
records. He wouldn't work at Capitol, because it was a crappy-
sounding studio. It had a fabulous string sound, and it was
great for those records that Nat King Cole made, but not for
rock 'n’ roll guitar. So we recorded at Western Recorders,
which was really our home.”

Orice Brian got control, things started happening fast. He
recut "Surfer Girl” with a new intro, and it went to number
sevenin 1963. "'In My Room” hit number twenty-three. In 1964,
“Fun, Fun, Fun” went to five; | Get Around” (backed by “Don’t
Worry, Baby™) went to number one; “When | Grow Up (ToBe A
Man)" went to nine, and “Dance, Dance, Dance"” went to eight.
This was at the height of the Beatles’ invasion. Then 1965
brought “Do You Wanna Dance?" (number twelve), “Help Me,
Rhonda™ (number one), “California Girls” (number three) and
“The Little Girl | Once Knew" (number twenty). Brian's artistic
command was growing so quickly—and across the Atlantic,
his competitors, Lennon and McCartney, were keeping
pace—that it seemed the youth culture they inspired would
keep expanding without limit. It was the summer before the fall.

“'In My Room’ is a tune we've learned to appreciate more as
the years go by. You can tellit's getting pretty close to home for
Brian, and all those tender, vulnerable things are coming out.
‘California Girls’ is a very artistic record for its time. The guitar
part by Ray Pohiman and myself in the introduction was very
different, very bizarre. You didn’t expect arock 'n’ rolirecord to
sound like that, classical and majestic. Then it came on like
gangbusters out of nowhere.

“Brian was evolving very fast. We learned as we went. He
was writing stuff that really needed to be performed; that’'s why
he needed session players.” The players included bassist
Carol Kaye, who had played on Motown and Phil Spector
records. Other Beach Boys musicians who also worked with
Phil were acoustic bassist Jimmy Bond, pianist Leon Russell,
saxophonist Steve Douglas, pianist Don Randi, saxophonist
Jay Migliori, drummer Hal Blaine, percussionist Frank Kapp
and guitarists Tommy Tedesco, Bill Pitman, Ray Pohiman and
Glen Campbell. Jim Gordon played drums; Billy Strange
played guitar. Chuck Britz engineered the early records.

The Beach Boys met Phil Spector through their mutual
friend, Lou Adler. “Brian just adored Phil; he couldn’t get
enough of him. Brian started goingto Phil's sessions, and it just
blew him away. Phil would play things back so loud it was
scary. | think the psychological and emotional impact of going
in and hearing songs before they came out made him totally
fascinated with Phil, under a spell almost. That was Brian's
kind of rock; he liked it more than the early Beatles stuff.

“When Brian first heard a record, he would get the whole
thing at once. The rest of us would have to listen ten times or
so to really get everything that's going on. So when Brian
taught us our parts, he had the total picture in his head.

“I remember a date at Gold Star one night. There were a lot
of players in the room. They were making a big, big sound, and
Brian said, 'Whoa!' because one little thing didn't happen:
someone didn’t ring an orchestra bell atthe righttime. He used
to drive Michael crazy. Michael would be doing his lead , and
Brian would say, ‘Okay, scratch." We'd say, 'No, Brian, wait a
minute, we love that part.’ And he'd say, 'Nope, eighty-six,’ and
it'd be gone; we'd have to do it again. Buthe was always right.”

At the end of 1964, Brian had a nervous breakdown and left
the tour. “This guy had turned Brian on to pot and LSD, and
Brian just wasn't set up for it; he couldn’t handle it. The pres-
sure of writing, producing and performing all had a cumulative
effect on him. Earlier that year, the group had decided they
didn’'t want to work with my dad anymore. There were some
parts of fatherhood he wasn't willing to let go of. It's hard to
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Brian Wilson, 1979

have someone bossing you around and working for you too.
All these pressures and the chemicals took Brian apart. He
flew home, and it was decided he couldn't go on the road.

“We had the choice of continuing or not continuing. We just
felt, ‘This is too much fun to stop.’ It got the group to discipline
itself and really do good work on the road. | just assumed
leadership; it seemed natural. It got down to the point where |
knew it would get done if | did it. It was kind of a private
directive from Brian, too. I'd always been Brian's apprentice.
That's really when | became the older brother.”

Glen Campbell substituted for Brian as a stop-gap measure
until he departed for a solo career. Then Bruce Johnston (half
a surf duo with Terry Melcher) became the permanent
replacement. While the band was on the road, Brian would
stay home, write and cut rhythm tracks.

“Summer Days And Summer Nights (Capitol, 1965) was a
turning point; that album sticks out. Brian was really getting
into a very expansive stream of energy. We could see that he
was opening up and making very serious music, and it was
serious rock 'n’ roll music which made it complete.”

Pet Sounds (Capitol, 1966) still stands as one of the great
rock 'n’ roll albums of all time. Brian hired his wife's friend Tony
Asher, an advertising writer, to write the lyrics for a cycle of
songs that described the awkwarc doubts ("I Just Wasn't
Made For These Times"), eager expectancy (“Wouldn't It Be
Nice") ard sense of loss (“Caroline No"} that go along with the
transition from adolescence to adulthood. These themes were
backed with the richest music Brian ever got to the public.

“The disappointment and the loss of innocence that every-
one has to go through when they grow up and find everything's
not Hollywood,” Carl says, “are the recurrent themes of that
album. Pet Sounds was really Brian's baby; he did an awful lot
of the singing on it. Singles weren't enough for him anymore.
He wasn't getting enough out of the experience. Most of the
albums at that time had a hit and eleven other tunes He was
really the first to make albums as a whole. Pet Sounds was far

“... the disappointment and
loss of innocence in growing

up and finding everytbings
not Hollywood.”

more adult and human than what he had done. The whole
album was integrated with this really high quality music
recorded beautifully with all this big production. Pet Sounds
had rhythm and power in it, and yet the chords and construc-
tions were starting to get classical.

“The idea for Pet Sounds was Brian's; it would be his favorite
sounds, his pet sounds. He was fascinated by sounds and
coliected them. He would experiment with tapes: we'd laughin
key and try different things just to see what we could do. It's
that old thing of going maybe a little too far out to find what you
can do, and then pulling back a little bit to fit what else you're
actually doing.

“Capitol didn't support Pet Sounds; | think they tried to talk
Brian out of having it. Can you imagine that album not coming
into being? It was a glorious album in our ears, but the record
company gave it a real lukewarm reception. That really wor-
ried Brian; it really bothered him. He'd put his heart and soul on
the line.”

But Brian pushed on, and crafted "Good Vibrations," his
three-and-a-half-minute “'pocket symphony,” the biggest sell-
ing Beach Boys single of all time. “‘Good Vibrations' has a lot
of texture on it,” Carl notes, “because we did so many over-
dubs. We'd double or triple or quadruple the exact same part,
so it would sound like twenty voices. When | first heard it, it was
much rougher sound; it had more whomp to it. Instead of
making it bigger, bulgier and more raucous as Phil Spector
might have, Brian refined it and got it more even-sounding. He
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had the idea of 'I'm picking up goaed vibrations,’ but Michael
didn’t write the lyrics until the very last minute.

“We recorded different sections at three different studios.
Each one had a good sound for a sfferent thing. Recording in
sections was an innovation. It was pretty daring back then to
record a section and see if it would fit later.”

“Good Vibrations™ was supposed to be part of a new album
called Smile, Brian's would-be masterpiece. If Pet Sounds
absorbed adulthood into Brian's imagined world, Smile would
bring the larger world into Brian's musical realm. With L.A.
poet/composer Van Dyke Parks writing the lyrics, Brian
planned to expand his vision to "The Grand Coulee Dam,"
“The Iron Harse,” “Old Master Painter,” “Cabinessence,”
"“Vegetable,” “Mrs. O'Leary’'s Cow [Fire)" and "l Love To Say
Da-Da (Water)." Smile was never completed, never released
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Bleacher Boys in Holland, 1980, with Bruce Johnston at Ieﬂ.'

and today it remains the most legendary and controversial
“lost album™ in rock history.

“Brian just couldn't thread it all together,” recalls Carl; "he
couldn’t make that full cycle and tie it all together. How finished
was it? Half, | suppose. At that time, it seemed inconceivable
to spend two years on an album. Just think: two years before,
they wanted three albums a year. If people heard the Smile
tapes today, they'd hear a ot of themes that keep cycling back
on each other. A {ot of tunes were interchangeable; you could
take a section out of one and put it in another.

“To get that album out, someone would have needed
willingness and perseverance to corral all of us. Everybody
was so loaded on pot and hash all the time that it's no wonder
the project didn't get done. Brian was getting fragmented,
starting to have difficulty completing things. And it was also a
thing of, 'What it didn'tturn outto be great, what it if had totally
flopped?' That would have completely destroyed him. We
would have lost him forever in terms of having any communi-
cation with him.

"“In the middle of all this, Brian just said, ‘I can't do this. We're
going to make a homespun version of it instead. We're just
going to take it easy. I'll get in the pool and sing. Or let's go in
the gym and do our parts.’ That was Smiley Smile (Brother/
Capitol, 1967). I've always said that Smiley Smile was the bunt,
and Smile was the home run. A lot of Smile songs were on
Smiley Smile but they didn't sound the same at all. The melo-
dies were similar, but the versions were more laid back. Maybe
we'd do the melody, but nothing wouid be there of the original
production. Brian had given up and didn't want to know about
it. So we just had fun.”

The next album, Wild Honey (Capitol, 1967) was even funk-
ier than Smiley Smile; it was an out-and-out R&B record. It had
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a hit single, a Stevie Wonder tune and Brian’s version of an
Aretha Franklin cut. Brian withdrew from the production
responsibilities and asked Carl to take over. “Wild Honey was
underrated,” argues Carl. "It didn't have the polish and pizzazz,
but it brought out all our R&B influences that had always been
there but people had overlooked.”

Friends (Capitol, 1968) was another folksy, homespun
album with hidden charms. It reflected the group's growing
involvement in transcendental meditation. It was the first
album to feature non-Brian tunes from the band. By 20/20
(Capitol, 1969), nearly every song had a different producer
and a different composer. As Brian withdrew, the unity of the
Beach Boys' records evaporated. Carl was now doing the bulk
of the producing. And 20/20 included the nostalgia-styled hit
single, "Do It Again,”" and two Smile tracks: "Our Prayer" and
"Cabinessence.”

In the way of the Smile debacle and the commercial flop of
the subsequent albums, the band found that its original ideal-
ism could no longer sustain it. Their optimistic vision of Ameri-
can life seemed naive to those who were fighting to stop an
increasingly cynical war in Vietnam. A family unit that had
relied on Brian for leadership and support suddenly found
themselves deserted by the ever more reclusive composer.
Their efforts to emulate him somehow always fell a bit short.

“We were used as a reference point as to what was lame
about the time,” Carl remembers painfully. “It was nonsense,
but people still associated us with cars and surfboards. When
the hits stopped coming, we all felt a lot of pressure. It was
back tq thereal world after the fairy tale.” Carl leans back in his
couch and sighs. “That was a scary time for us. We weretrying
to get free from Capitol, because we didn't think they sup-
ported the group anymore. We were really stuck. Mo Ostin had
always dug the group, so we finally signed with Warner Bros. It
was called 'Mo’s folly,’ because people atthe label thought we
were ridiculous. But Mo was incredible; he really supported us
when we needed it.

"We did Sunflower (Brother/Reprise, 1970), which we
thought was one of our really good records, but that didn't hit
either. [t was a great time for Dennis; he was at the very height
of his creativity and it got stifled later. He wrote ‘Got To Know
The Woman' and 'Slip In Through’; damn, | wish he would do
that again.”

Sunflower reawakened Brian's interest in music, and he
next turned to one of his most beautiful records: Spring (United
Artists, 1972). Spring was Brian's wife, Marilyn, and her sister,
Diana Rovell. After Sunflower, Marilyn collected on Brian's
long-standing promise to write and produce and album for her.
But Sunflower didn’t crack the top hundred, and Spring didn't
chart at all. Once again Brian feltrebuffed and retreated "back
to the bushes,” as Carl describes it. The responsibility for
shepherding the next three albums through production again
fell to Carl. On Surf's Up (1971), Carl wrote his first two songs:
“Long Promised Road" and “Feel Flows.”

Two new band members, Ricky P. Fataar and Blondi Chap-
man, contributed two songs to Carl & The Passions—So
Tough (1972), which was released on a double set with Pet
Sounds. "Even without the Pet Sounds reissue,” Carl argues,
" thought that Car/ & The Passions should have been three
separate albums. | wish Brian had been strong enough to
produce the record, because it could have been an ass-
kicking, great record, but...."

Instead, Brian, then Dennis, and eventually, Carl, suc-
cumbed to drug problems. “Brian was starting to get into the
drug stuff then, some really bizarre behavior. We didn’t know
what was going on. It didn't even occur to us that he was
strung out on coke. We were really sheltered. We were dumb.”

The band tried moving to another country to change their
luck. They recorded Holland (1973) in a studio outside Amster-
dam. It ended up a financial disaster, as they had shipped an
entire studio across the Atlantic and wasted a month getting it
to work. Meanwhile, under the direction of manager Jack




New digital keyboalfd from 360 Systems
with real acoustic instruxment sounds.

Introducing a keybcard that doesnit
synthesize its scunds — it duplicates real
ones. Imagine strings with the rich sound that
only the best acousticinstruments have. Now
you camn have them, anc almost any other
sound you can think of We've recorded a
whole catalog of instrumeants in the studio
and stored them on digital memory chips.
They're as real as the master tapes they're
made from. Now you can cut your album,
score your film, or perform live with some of
the world's most impressive sounds.

The 360 Digital Keyooard is eight voice
polyphonic, and holds up to thirty-two
instruments. You can even play two instru-
ments at once — two under each key, or
divided by a player-selected split point. We've
included vibrato and pitch bend wheels,
filtering, and an expression pedal so your
performance can really come ative.

Start out with Saxophone, Fllute, French
Horn, Violins, Viola, Cello, Trombone,
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| Trumpet, Piccolo Trumpet, Oboe, English

Horn, Bass, Clavinet, Nylon String Guitar, plus
everybody's favorite electric piano. Add more
from our growing library at any time,

The sound of the 360 Digital Keyboard is
unlike any other because we use full-length
notes (some are-eight seconds long) with no
looping, no audible transpositions and no
synthesized envelopes. L.A’s top session
players arecalled for our sessions, and we
engineer their performances under tightly
controlled studio conditions. But judge
the sound yourself. Write for a tree bro-
chure, demo record and the name of your
nearest dealer.

Suggested setail puce inUSA:
$3995

360 SYSTEMS

18730 Oxnard Street #215
Tarzana, California 91356
(213) 342-3127




Rieley, the band had rebuilt its live show and was playing to
large and enthusiastic crowds. Jimmy Guercio, the master-
mind behind Chicago and Blood, Sweat & Tears, took overthe
management late in 1973 and shifted the emphasis more to
oldies. The band moved up to arenas.

Then Engless Summer (Capitol, 1974) was released. This
two-record compilation of the band's pre-1966 material sold
four million units at a time when the band couldn't get a new
album inside the top twenty. “We just surrendered to it,” sighs
Carl. “We'd gone through so many changes over the idea of
oldies over the years, and now it was obvious what the people
wanted us to play. Really obvious.”

So there was a three-year gap between Holland and 15 Big
Ones (Brother/Reprise, 1976). Brian was in a strict therapy
program with Gene Landry, and the advance publicity for the
album was “Brian's back.” “That slogan was simply prema-
ture,” Carl states flatly. “Brian was almost there, but not quite.
Once we had finished a certain batch of songs, Brian said,
‘That’s it; put it out.’ That's why the album sounds unfinished.
Brian just wantedto do one cut and capture the moment rather
than working on something.”

Ironically, Gene Landry's work paid off a year later in some of
the most fascinating music of Brian's career, including The
Beach Boys Love You (Brother/Reprise, 1977), which features
some fourteen Brian originals. The Beach Boys Love You cap-
tured parenthood. The record has a crude, Crayola texture as
Brian shares his daughters’ fascination with airplanes, skates,
roller coasters, bedtime, cars and Johnny Carson. If the produc-
tion is revealingly sparse, the compositions are rich. Changes in
key, tempo and mood occur at surprising junctures; vocals are
offset by counterpoint harmonies; bridges miraculously take
songs in completely new directions.

“Brian was just getting back on his feet,” Carl maintains.
“He had been with Gene for more than a year. He was becom-
ing a lot more productive. It was part of his therapy to make
music. But Gene and Steve Love (Mike's brother and the
group’s business manager) disagreed a lot about what Brian
should do. Gene was doing it from a therapeutic angle, and
Steve had business considerations. So Steve terminated
Gene. It was really a shame, because Brian regressed pretty
much after that.

“The group was really fractured at that time. We really went
through an explosion. A lot of stuff that hadn't been acknowi-
edged and hadn't been dealt with surfaced.”

Disillusioned with Warner Bros. and eager to work with
Jimmy Guercio again, the Beach Boys signed a lucrative new
contract with Jimmy's Caribou Records, a CBS subsidiary.
The first album was L.A. (Light Album) (Brother/Caribou,
1979). Bruce Johnston produced it and gave it the most pol-
ished finish of any album since Sunflower. Unfortunately, the
material was weak.

Bruce also produced Keepin' The Summer Alive
(Brother/Caribou, 1980), but this time the material was
stronger. Carl foreshadowed his solo work with two strong
R&B-flavored songs co-written with Randy Bachman. Brian
contributed six new songs. “Brian got hot for about three days
in the studio,” Carl recalls. “"He was singing like a bird. All the
protection that he usually runs just dropped; he came out of
himself. He was right there in the room. Michael got so excited
that he was singing several notes above his normal range.”

After twenty years as a member of the Beach Boys, Carl
Wilson released his first solo album in 1981 and left the Beach
Boys tour to do his own tour. He has recently released his
second solo album, Youngblood (Caribou). Carl returned to
his first love: funky, blustery R&B rock, or, as he puts it in “The
Right Lane”—"giving the passin’ lane a try.”

“l was never inclined to do a solo album until three years
ago,” Carl acknowledges. "I got to the point where | wanted to
sing and make new music; the guys in the band decided notto
record and were playing the same old songs every night. | got
itchy. | remember the last two weeks of the summer tour of '79,
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| was so bored | couldn't believe it. It was horrible to go on
sometimes, because there was nothing in it. It was the first
time that had ever happened to me with the group.

“| asked Jerry Schilling (Car!'s personal manager) if his wife
Myrna might like to write some tunes with me,” Carl says.
Myrna had been one of the Sweet Temptations. “So | took a
cassette player, guitar and tiny amp over to their house, and
we just started making up tunes. It was very easy and natural.
She has a very pure sense—very gentle and yet funky.” Carl
and Myrna co-wrote all eight songs on Car/ Wilson and seven
of the eleven on Youngblood. Myrna also sang on both albums
plus the solo tours. The music they produce is very different
from the Beach Boys' music, dominated by R&B rhythms,
Carl's rock lead guitar and his shouted lead vocals.

“| didn't want to compromise,” Carl maintains, “and make my
solo stuff sound like the Beach Boys, just as | wouldn't want to
compromise the Beach Boys' stuff either. The R&B approach
just came naturally. It's a side of me that's always wanted to
come out. | have this massive collection of R&B records. When
we were doing Pet Sounds, I'd go home and put on my Stax and
Aretha stuff. It's always been a big part of my life.”

Jimmy Guercio produced the first solo album at his Caribou
Studios. To underscore the funky approach, the songs were
initially cut with just guitar, bass, drums and voice to seeif they
could stand up on their own.

The album didn't sell too well, less than 50,000, but
“Heaven" got some airplay and even went top five in Miami.
Carl embarked on a solo tour of showcase clubs in the spring
of '81. Interviewers kept pressing the point about his future with
the Beach Boys. Finally Carl issued a press release that said,
“I haven't quit the Beach Boys, but | do not plan on touring with
them until they decide that 1981 means as much to them as
1961."” He listed three demands: he wanted the Beach Boys to
make a record of new songs, to rehearse thoroughly before
each tour and to stop playing multi-night engagements at Las
Vegas, Lake Tahoe and other resorts.

The band didn't respond, so Carl made plans for a second
album in November, 1981. Schilling suggested Jeff “Skunk”
Baxter—the former guitarist for Steely Dan and the Doobie
Brothers. “Jeff has a lot of energy; he's a wiry, go-get-'em kind
of guy,” Carl explains. “I'm sure he was hyperkinetic as a kid. |
mean, his idea of relaxing after a big album project is to book a
week of session work: commercials, records, anything.”

Youngblood is much more versatile and satisfying than Car/
Wilson. Though the end of side two drags badly, three cuts in
particular stand out as important contributions to the Beach
Boys' tradition: “Givin' You Up,” “What You Do To Me” (by
John & Johanna Hall), and the Coasters’ “Young Blood.”

As for playing with the Beach Boys, Carl agreed to do some
dates with the band in April of 1982, but again the lack of formal
rehearsal time irked him: “Everything was very rushed; it was
very mechanical. There was resistance to rehearsing out of
habit. But it all finally came together at the last minute. In 1983
there'll be a lot more rehearsals, new faces, new songs.... |
may open some shows with my new band.

“I'd like to see the group take another shot at making one
more good record. That's the thing we keep trying to do but
can never quite pull together all of the elements. But | don't
think we'll make another Beach Boys album until Brian's
healthy enough to produce again. | know we could make areal
strong commercial record with an outside producer. So that's
possible, but, if you're talking about making a great record,
‘Good Vibrations’ class, you're talking about Brian with us.
Anything else is bullshit. ’

“And yet, | don't mind if he doesn’t make any more music.
That's fine with me. | don't care if he makes hits or not. My
interest in Brian is that | love him as a human being and a
brother, as | love all my family. | want him to have some joy and
satisfaction in life, and he's not getting that. I'm not discourag-
ing him by any means, but the main thing is that he have a
nurturing, loving life. That's all that matters anyway."”
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MESA/BOOGIE. . . We’re No. 1

Voted Amplifier “Most Wanted” by International Musician Reader's Poll

PERFORMANCE

Dual-Mode Pre-Amp: our pioneering patented
circuitry—improved again this year—keeps Boo-
gie “‘state-of-the-art”’ and standard of the indus-

try. Pre-settable and fully footswitchable, the’

Boogie all-tube Dual-Mode preamp can literally
produce all the great sounds—Ilead and rhythm,
at any volume and will help you play your best
by letting vou find your oun exact right sounds.
Sixty-Watt Output: the standard for clear, and
powerful sound, smooth or biting.
Hundred-Watt Option: monstrously powerful
for smooth and clean (or cutting and nasty) per-
formance. ‘“‘More powerful than a screaming
stack.” With fan and 60/100 switch.
Simul-Class Power: (patents applied for) pro-
duces 75 watts of sparkling brilliance without a
trace of harshness. Goes beyond vintage to pro-

JHM 4 OHM

PRESENCE REVERB

TEPATENTED & 4211849

duce a gutsy, warm and ultimately smooth sing-
ing sound with expanded dynamics and intimate-
ly detailed, bell-like fidelity for live rhythm and
lead plaving. The witimate studio amp. Slightly
less powerful and cutting than the Hundred, the
Simul-Class produces the ultimate sweet, round,
warm power; switchable and with fan.

Reverb: performance has been called “‘equal to,
or better than, studio quality’”’ by reviewers.
Graphic Equalizer: adds a further (and foot-
switchable) dimension to your total tonal con-
trol over five carefully chosen frequency bands.
Exclusive ‘‘discrete’” construction utilizing tor-
oidal inductors insures low noise and extremely
high saturation.

ENGINEERING

Hardwood Cabinet: (another Boogie original)
uses only carefully selected, single plank, con-
tinuous grain, dovetailed, solid exotic hard-
woods. Hand-rubbed finish alone takes over one
week. Wicker-cane grille (included with hard-
woods) is available optionally with vinyl cabinets.

RELIABILITY
ISR e |

SUS-4 Shock Mount System: virtuallv eliminates
harmful stress caused by vibration; increases
stability during high-gain performance and greatly
improves tube and component life.

Advanced Cooling System: prevenis damaging
heat build up. Large, finned heat-sink plus addi-
tional forced-air fan cooling on 100, 300 and
Simul-Class units keeps even small, high-power
Boogies running cool and easy.

Varistor Line Surge Protector: prevents damage
caused by spikes of high voltage found in all AC
power systems (originating from lightning and
sub-station switching). Dramatically proven when
outdoor generators blow-out a stage full of equip-
ment. . .leaving only the Boogies unharmed.
Spare Tubes On-Board: may never get used
but—Ilike a spare tire—they’re invaluable insur-
ance to save you from a pinch.

All these are specific protection features you
won't find in any other amplifer.

QuALITY

ESE AT R TS

Hand-Built, Limited Production: assures that
each Boogie contributes to our reputation world-
wide for top quality. We're a dedicated and
pioneering company and we've chosen to remain
small in order to offer the discerning player a real
choice for lasting value—by combining old
world master craftsmanship with state-of-the-art
vacuum tube technology. If we made enough
for all the stores, we couldn’t invest so much
attention to detail and thoroughness, such as
individual final set-up of each unit, or the two
separate (and different) 30-hour burn-in tests.
At every step of the way, cach one of us here
at Boogie applies the same concentration and
patience as if we were building our own per-
sonal amp. And in the front office we go out of

L]
our way to give you the same kind of personal- ,* ;
ized service we ourselves would want to insure o* o°

) -
on-time delivery and absolute canfidence o L

that your instrument purchase will bring .0. &
complete satisfaction—or your money ,* ¢
back. It's no wonder that MESA/Boogie o .+
enjoys the world's highest reputation o” d

for performance, innovation, qual- ;®
ity and commitment to lasting ¢°*
value. . .and all of us here at «* ~
Boogie thank you for nppre—:‘ &
ciating what we do best. ,» = &
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“Yamah ! A
the onlv one¢s I've ever
played and they are the
only svnthesizers | ever
will play.”

ELTON JOHEN

\esizers are

Introducing the DX FM
digital synthesizers. The FM
stands for the future of music.
The DX means program-
mable and affordable

performance.

What do we mean by FM
digital? How user programmable?
And for that matter, how
affordable?

The last question 1s the
easiest to answer. (And possibly
has the most astounding
answer.) $1995* tor the DX7,
$1395* for the DX9. For any of
yau familiar with FM digital,
those prices have probably
prompted you to split for your
local Yamaha dealer already,
so goodbye, this ad is over
for you.

For those still hanging
around to find out more, here
goes: Briefly, FM digita!
synthesis is a totally different
way of creating voices. As far
from analog as a computer is

*US A suggested retail price. Canadian suygested
rerml price $2595 for the PX7, $¥95 for the DX9.

from an abacus. And totally
unique from all other types
of digital synthesis in that
it is user-friendly and user-
affordable.

Instead of VCOs,VCAs
and VCFs, the DX uses

“Yamaha FM digitaﬂ
keyboards put new'tech-
nolegy into the hands of
musicians, yet take tradi-
tional keyboardtechnique
into consideration.They
are the next necessary
step in synthesizers’’
DAVID PAICH/

STEVE PORCARO

“operators” to generate sound.
Anoperator is basically a digi-
tal sine wave generator that

can be used alone or in combi-
nation with other operators.
Depending on the combina-
tion chosen (the algorithm),

one operator canactasa carrier.

theother asamodulator — much
the same as in FM (Frequency
Modulation) radio transmission
where one frequency (an audio
signal) is used to modulate
another frequency (a very high
frequency carrier wave).

So instead of starting with
complex waveforms and cutting
out harmonics as in analog
synthesis, FM digital synthesis
mathematically combines digi-
tally represented sine waves
to create various harmonic
structures that recreate the rich
harmonic content of musical
sounds. These waveforms are
dynamic, giving you moment-
to-moment control over the

“Yamaha FM digital tech-
nology boils down to
letting me capture the
mood I'm after without
having to think about it.
Feel it and it’s there

QUINCY JONES

harmonic structure of a sound.
And therein, in its simplest
form, lies the incredible accuracy
of the DX synthesizers.
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Now about programma-
bility. Both DX models come
with preset sounds so you can
start playing right away. Or edit
those sounds any way you like,
any time you like.

“Yamaha’s digital key-
boards ~epresent a break-
through because of the
rich tonal quality and
responsive keyboard
action?”

CHICK COREA

\or

“1 find Yamaha FM digital
synthesizers have zreat
warmth and color that
doesn't get lost :n the
tracks. The sourd ‘speaks’
the melody without
sounding like a thin toy
organ. All the harmonics
ring rue’’
MICEAEL McDONALD

You can also, any time you
like, creaze any sound you like.
But to do so, you must reorder

your approach to programming.

Using the data entry controls
and the liquid crystal display,
you assign digital va'ues to the
timbre and performance para-
meters that go into making up
the sound you wish to create.
If it sounds simple, once
you get used to it, it really is.
So what else is there to say
about the DX? Theres a
velocity-sensitive keyboard
with after-touch response in
the DX7. 16-note polyphonic
capability in both the DX7 and
the DX9. 32 voice memories
in the DX7, 20 in the DX9
Computer interface and MIDI
(Musical Instrument Digital
Interface) capabilities for both,
even breath control capability
for both. And more, lots more.
Let the performance begin.
For more information and

a demanstration recording
write: Yamaha Combo Products,
Box 6600, Buena Park, CA 90622.
In Canada, Yamaha Canada
Music Ltd.,135 Milner Ave.,
Scarbarough, Ont. M1S 3R1.

“Yamaha digital keyboards
have opered a new world
of sound with colors I
could imagine, but not
express musically.”

JERRY GOLDSMITH

&3 YAMAHA



It had to happen. Everything we've ever learned
about muliti-track recording was tapped to design
our 234 cassette format recorder/reproducer.

This rugged little 4-track has virtually all the
features you'd expect to find on it's big brothers
with reels. We've even added some of the
capabilities that made our Portastudio® a milestone
in it's own right.

You get microprocessor control and three motor
Simui-sync " design. You get convenience,
portability, and the ability to record eight sources in
a single fake. You get the flexibility to bounce
tracks and add live sources at the same time.

All by itself, the 234 is a formidable recording
tool. Combined with a mixer for EQ, cue and
monitor mixes, solo and effects sends/returns,
you've got a full blown 4-track production studio.

Face it. You put sound on tape for a reason. You
want somebody to hear it. Most importantly, buy it.
It’s your life. We built the 234 to help you because
you never get a second chance to make a first
impression.

We know you want to find out more. See your
TASCAM dealer or write TASCAM Production
Products, 7733 Telegraph Road, Montebello, CA
90640, (213) 726-0303.

Copy?igm 1983—TEAC Corporation of America.

THE WORLD’S
FIRST
PROFESSIONAL
4-TRACK
CASSETTE
MACHINE.

TASCAM

TEAC Production Products
DESIGNED BY POPULAR COMPLAINT.




The Instruments, The People, The Process

TEXAS SIX-ST RING SHOOT-OUT

7 STEVIE RAY
' VAUGHAN

One of the flashiest
and fastest blues
interpreters of this
era takes his most
real shot.

BILLY
T

The maestro of crunch
for seasoned veterans
ZZ Top takes his
strangest shot—with,
of all things, synths.

D E v £ L o) P M E N i] S T o) (o) L s
THENEW SORCERY: FRESH WIND
DIGITAL SAMPLING FROM
' The best and brightest of CHICAGO

a new generation of
computer keyboards that
can hear any sound and
reproduce it perfectly

Our selection of
scrre of the most
interesting, useful
and a‘fordable new
products from the
most recent

N.A M.M. show
P R O D u c

MOGSES ASCH &
FOLKWAYS RECORDS

A look at the

founder /head of a living
library of humanity, both
musical and verbal, for
whom income means less
than outcome
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Billy Gibbons of ZZ'Top

1




STEVIE RAY VAUGHAN BILLY GIBBONS

‘It’s gotta be real.”
By David Fricke

tevie Ray Vaughan does not wear greatness well. He
shuffles into the bar of a posh Manhattan hotel as if the
weight of the world's problems had been dumped on
his skinny shoulders at the door. Scuffing the tile floor
with his dirty white eel skin boots, he slumps into a
chair and glances uneasily at the tape recorder placed on the
table in front of him, his craggy squarish face (barely visible in
the shadow cast by his wide-brimmed cowboy hat) breaking
into an embarrassed smile. To five out of ten questions he
merely mutters, “I just have fun, y'’know?" in a deep Texas
drawl that spreads across his words like melted butter.

Anyone who has seen Vaughan fronting his blues trio Dou-
ble Trouble (with ex-Johnny Winter bassist Tommy Shannon
and drummer Chris Layton) knows what he means by fun.
From the time the twenty-eight-year-old guitarist straps on his
weatherbeaten '59 sunburst Fender Stratocaster with the
cheesy silvery SRV decals affixed to the upper left fin (like the
reflective STP stickers you get in custom auto shops), he
comes alive with an energy and emotional glow he apparently
does not waste in conversation. He often pops his strings so
hard with his picking hand that it shoots out from the guitarina
wide arc, as if he's dealing cards in a heated game of poker. A
spunky Texas shuffie will usually inspire Stevie to play a few
bars with the guitar behind his head like T-Bone Walker and
Jimi Hendrix. Behind him, Shannon and Layton keep relaxed
but accurate rhythm, always at his back but never crowding
him.

But with his eyes closed tightly and his face sometimes
twisted up in a look of intensive prayer, Stevie Ray Vaughan
does not always look like what he plays —those slashing metal-
lic chords, the sharp abrasive licks and quick dextrous fills, the
sweet whine of his slow blues —comes from the here and now.
His older brother Jimmie Vaughan, thirty-two, lead guitarist
with the Fabulous Thunderbirds, tries to explain it this way:
"Me and Stevie, what we do is stand there and wait for some-
thing to come to us and then we play it. That way, it's straight
from inside, it's all feeling. With Stevie, it's like he can see the
notes in his head, he can see them in a chart going by."”

Stevie is not quite as articulate but no less sincere. "The
easiest way for me to describe what | do is that I've tried to
learn something from everything I've ever heard. And I try to do
it as well as when | first heard it.

"l just call it reak” he shrugs. “l hope it's real, anyway. I'm
just having fun playing the most real music | can play.
Y'know?”

Trying to play real music in an unreal business has already
made Stevie Ray Vaughan a legend before his time. Even
before the release of his new debut album Texas Flood on
Epic, industry wags were crowning Vaughan this year's
Johnny Winter—a white blues tornado for the new wave
generation—for his fusion of honky-tonk blues and urban funk
gloss on David Bowie’s Let's Dance LP. Last year, the Rolling
Stones staged an expensive private Double Trouble show ata
New York rock club to audition Vaughan for their record label.
"And then,” Vaughan says, a bit mystified, “| never heard any
more about it. The next time | talked to Jagger was at last
night's show."”

Ironically, most people now know Vaughan as the guitarist
who blew off the current Bowie tour at the eleventh hour over
contract disputes. (In a press statement just before the open-
ing European dates in May, Vaughan's manager Chesley
Millikan—a fast-talking hustler who is also general manager of
Manor Downs racetrack in Texas—alleged that Bowie's
management had reneged on a verbal agreement to have

continued on page 82

‘It’s gotta bave crunch.”
By J.D. Considine

omeone asked me the other day, ‘Why are there so
many blues players from Texas?’ Texas is real macho
country, where it's still:'There's only room for one of us
in this town—draw your gun!’
"Well, the six-shooter has been replaced by the
six-string.” — Billy Gibbons

With his baseball cap pulled low over hisforehead, ZZ Top's
Billy Gibbons appears to be little more than beard and sun-
glasses, just as you'd expect. Nor is there anything surprising
about the dry, twanging grumble he says hello in—after listen-
ing to him mutter through endless replays of “La Grange,” the
Lightnin’ Hopkins cop that put ZZ Top on the map, anything
less would have been a disappointment.

What was unexpected was that the first thing Gibbons
wanted to talk about as we sat down in the Atlanta Hilton was
synthesizers. And drum machines. And sequencers, program-
ming tricks, digital drum sounds and electronic percussion.

Synthesizers?

"It's all valid,” he explains. "In rock 'n" roll, it's all valid, and
what's particularly acceptable is the fact that manufacturers
have made obscene tones available. | mean, the early synthe-
sizers had the little dripping sounds and tweets: now, they've
put in some real beefcake settings. It can get vicious when you
want it to, and that's what rock 'n’ roll still remains. In my book,
you gotta excite ‘'em, gotta have that crunch.”

Which is why you're as likely to hear the sawtooth buzz of a
Memorymoog in the rhythm tracks of ZZ Top's current Warner
Bros. album Eliminator as the overdriven roar of Gibbons’
Gibson or Dean. It's a long way from A Flock Of Seagulls or the
polished sheen of the synthpop sound; as Gibbons admits,
"We program everything ourselves, and, not being experts in
the field, a lot of times we'll have to settle for what we can
create on the spot and sneak into the control room, past the
producer's ear."” But it's not that far removed from the band's
boogie heritage. In fact, strip the electronics off songs like “TV
Dinners,” “Sharp Dressed Man,” “Bad Girl” or even “Thug”
and you could fit them onto an oldie like Tres Hambres without
anyone being the wiser.

“The nucleus of our musicis the way we approach playinga
song physically,” shrugs ZZ bassist Dusty Hill. “Whatever
guitar or electronic device we use, we still play it the same. So
I'm not really sure that bluesiness could be washed out, even
if we wanted to.”

"l think we're fortunate to have stayed together untit the
return of simple, three-chord, let's-get-it songwriting,” says
Gibbons. *'Cause that's what we've always done, and proba-
bly always will do. It's okay to use the latest and greatest
technology, but you've gotta be true to the way you feel inside.
You're right—trade the place of the synth with a guitar and it's
back to Tres Hombres. But it's also funto sneak in a few new
sounds and see how—if—you can make it work.

"ZZTop goes garage band in the 80s? We're out there, not
knowing a thing about what we're doing, but saying, ‘This
sounds good."" He laughs, then adds, lest the wrong impres-
sion be given, "l don't think ‘there are a whoie lot of ZZTop
followers who want to come see us behind a bank of key-
boards one day. It would probably take banks for us to do it.”

If all this seems either too unlikely or suspiciously trendy,
perhaps a bit of context is in order. Despite their reputation as
Coliseum Circuit Kings in the 70s,ZZ Top has always kept well
within the limits of the three-minute-hero approach on vinyl.
Short, punchy and blues-saturated, the typical Top tune was
lean, mean and to the point—no overblown elegies here. In

Continued on next page
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part this may be the heritage of Gib-
bons’ days with the Moving Sidewalks,
the iegendary Texas psychedelic punk
outfit whose few records present them
as sort of grittier cousins to the Yard-
birds. But mostly it seems a refiection of
Gibbons' sensibility, his understanding
of what the blues means and how they
feel regardless of technoiogical
trappings

"We're treated fairly by new wavers;’
he says, addressing the seeming dis-
parity between his group's ambition and
its audience. As he seesit, “Theyfeelit's
valicd to come and see ZZ Top because
we like playing blues licks, but we're not
up there showing 'em off

‘When white people started to
embrace the blues, when it started
showing up outside the chit'lin’ circuit, |
don't know if they truly understood it
They did a lot of speed stuff that, you
know, got messy. When they got into
string bending in the early 60s, there
were a lot of records that had guitar
playing that stretched a little too far, that
went a little bit sharp, and it was unset-
tling. Because, in an attempt to re-
create the soulful expression of a B.B
King passage, they lost it due to a failure
to stop bending the note upwards at the
right place

‘There's a lot to be said for perfecting
a technique that you fee/, so that when

Its time has come.

The Bass Rockman is not a gimmicky effects generator.

It is a processor that will give you a choice of several

pre-set fundamental bass sounds equalling or surpassing

the best bass sounds you’ve heard, recorded or live.

The processing from its extensive circuitry is virtually

unattainable — even in heavily equipped studios.

It will provide the sustain, punch, high end clarity

or fatness you want right through your existing

amplifiers, or direct through the PA —

and it will do it in stereo.
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you start spankin’ that plank, gettin’
funky with it, it comes out naturally
You've spent enough time rehearsing
and working it out to where itbecomes a
soulful expression, not ‘Well, I'm going to
copy this record." Then, when you get
comfortable with that, you can jazz it up
a little bit.

For Gibbons, it has become a matter
of using his blues grounding as a sort of
springboard to bounce off contempo-
rary sounds. As an example, he cites
‘Heaven, Heil Or Houston" from the
band's £/ Loco album. “That started out
as an exercise for warming up before
the engineer got in there. We came back
toitand thought that it was so crazy that
we could actually turn it into a useable
piece. But we had to lengthen it
because it was a littie short. So we
added the solo section in the middle

‘Now, imagine you're sitting in the
control room, waiting for the guitar break
toroll by so that youcan unleash. You're
not thinking about it, but there has been
about a minute's worth of this weirdness
blowing by you, and you could be think-
ing Bo Diddley and Chuck Berry as hard
as you could,butyoucan'tignore what's
just blown by. It's going to affect the way
you'll play Bo Diddley and Chuck Berry

“So in that respect, | was trying to do
blues licks, but they were coming ouf
affected. It was kind of like blues gone
wacko

Nor are all ZZ Top influences so sim
ple. “Party On The Patio,"” from the same
album, was inspired by the B-52's. “We
had been at a club outside of Paim
Springs—Rancho Mirage, California
The DJ there was sponsoring two con-
tests. One of them was a ‘Cheap Sun-
glasses' contest—of course, they didn't
know that we had our beards tucked in
and were hiding in the corner. Then he
played the B-52's and had a '‘Rock Lob-
ster’ contest. He had a little rubber Iob-
ster, and was throwing it out of his DJ
booth onto the dancefloor, and he'd stop
the music and whoever was closest to it
had to leave. Sort of like musical
lobsters

'l was diggin’ that B-52's thing, and
also later on, when ‘Party Out Of
Bounds' was playing. The next day we
flew back to Texas, and there was a big
party in Austin, so we all went toiit. it was
an actual series of events during that
evening that the lyrics of ‘Party On The
Patio’ are describing—a true event
steeped in a B-52's feeling

No wonder that Gibbons is so enthusi-
astic about other attempts to put the
blues in amodern setting. David Bowie's
Let’s Dance, for instance, has Gibbons
exclaiming, "What a fine sound! It legit-
imizes new music to couple it up like
that, plus it's fun to listen to. And Stevie
Ray Vaughan, he's a tremendous player,
and very economical on that Bowie LP

continued on page 92
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The Emuiator. Finally there's nothing standing
between you and the sound you want. Any sound you
want. Instruments. Voices. Sound effects. Animals.
Machines. Anything. Sounds that sound real because
they are real. Not. synthesized simulations but the
actual digitally recorded sounds.

You can start with a selection of prerecorded sounds
from the extensive Emulator sound library. Or exercise
your creativity. Plug @ microphone or line level source
into your Emulator and sample a sound of your
choice. Instantly it is digitized, stored in memory, and
available to be played polyphonically on the keyboard.
You can record the sound of any existing instrument
exactly as you want it. Or create entirely new
instruments from the everyday sounds around you.

But recording your sound is only the beginning. Use
the Emulater’s controls to edit, filter, and tune it. Store
it on a diskette as part of your personal sound library.
Experiment with it. Add vibrato or pitchbend. Use the
Emulator’s doubling mode to combine it with other
sounds. Or activate backwards mode and play it in
reverse. Overdub parts on the built-in polyphonic
sequencer. Create complex multitrack compositions
and effects tracks without the need for a multitrack
tape recorder.

Breakig the sound barrie .

If you need still more power, use our new multi-
sample recording technique to split the keyboard intc
up to twelve sections with a separate sample in each
section. Or install an optional interface and connect
your Emulator to your personal computer, external
sequencer, or to a tape recorder for multiple syn-
chronized sequences. And since the Emulator is a
software based instrument, adding new features is
simply a matter of loading an updated diskette.

f you're still a bit skeptical, let us convince you.
Send %1.00 for the Emulator demonstration record.
Listen to what we've done with it. Imagine what you
can do with it.

The Emulator. Approaching the future at the speec
of sound.

€-mvu Systems, Inc.
applied magic for the arts.

417 Broadway, Santa Cruz, CA 95060
(408) 4299147



Jamaaladeen Tacuma
on
Gramavision Records
with
M
anew hit 12"

(in the) NIGHTLIFE
GR1204

and his debut L.P.

SHOW STOPPER
GR8301

“Jamaaladeen Tacurna might be the greatest
electric bassist I've ever heard ”
—Musician

For full catalogue write
Gramavision Records
260 West Broadway
New York, NY 10013

Distributed by PolyGram Inc

OBERHEIM

DRUM USERS
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THE ANALOG CONCEPTS BOX-1
WILL GIVE YOU

JFULL SYNC TO TAPE CAPACITY

*Easy to use

*Exfremely accurate
(even tracks tempo changes)
*Also works on other Drums,
Synthesizers, etc.
*Lock up Arpeggiators, etc.
*Unlimited Creative Potential

LOW PRICE
$150.00
Write for more information:

Analag Cancepts, 15 Windsor Drive
East Brunswick, N.J. 08816
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Vaughan from pg. 79

Double Trouble open some of the Bowie
shows, that all Vaughan publicity on
behalf of Texas Flood was subject tothe
Bowie camp’s approval and that
Vaughan's tour salary was insulting,
reportedly less than $300 a concert.
Bowie's management replied that
excessive Vaughan publicity would turn
the tour into “a circus” and that other
members of Bowie's band signed similar
contracts.)

Texas Flood should change that. With
its earnest covers of Howlin' Wolf's
swaggering “Tell Me” and Buddy Guy’s
sly Mother Goose rewrite “Mary Had A
Little Lamb," itis a convincing gesture of
blues purity by someone who never
bowed down to the British 60s blues-
rock guitar gods because “Why copy
somebody copying somebody else?”
Yet Vaughan's fluent, intuitive summa-
tion of crucial guitar influences from
Albert Collins and the three Kings (B.B.,
Albert and Freddie) to Hendrix and back
to T-Bone Walker results in a modern
blues Esperanto, a nervy re-application
of roots best summarized by the elegant
“Little Wing"'-like turns of the instrumen-
tal ballad “Lenny” and the hyper-shuffle
freakout “Testify.” In the latter, over a
racy cluttered Mitch Mitchell rhythm
pattern, Vaughan performs extraor-
dinary Hendrix solo somersaults
marked by the incisive bite of what he
calls "King-tone” with the frosty cool of
Albert Collins.

“The sound I'm trying to find,”
Vaughan explains, *is, oh, I don't know,
somewhere between horrible and pretty.
It's just something | find hard to des-
cribe, but it feels natural to do it. What I'm
trying to do is just feel, to touch some-
thing, somebody.”

Veteran record producer John Ham-
mond has only known Vaughan for a few
months. But as the executive producer
of Texas Flood, he knows Vaughan well
enough to testify that his tongue-tied rap
is no act. "He's direct, he doesn'thave to
be flamboyant,” insists Hammond,
whose experiences with Charlie Chris-
tian, Bob Dylan and Bruce Springsteen
have certainly taught him the difference.
“Everything he wants to say comes right
out.”

“Technique is the least important
thing to me,” Hammond continues, cit-
ing Dylan’s guitar playing as a perfect
example. “The most important thing to
me is, 'Can an artist say what he wants
to say?' Stevie obviously has the tech-
nigue to do that. This album shows he
also has something special to say.”

Remarkably, there is nothing special
about what he says it with. In addition to
his main '59 Strat, Vaughan has three
more Strats ('57, '62, '64) that he uses as
spares and a Gibson ES-355 dot that
gathers mostly dust. Aside from the
reflective decals on the '59, the only

customizing on his main axe is a left-
handed bridge, “so that | could put the
whammy bar on top.” Most of the time,
that Strat is plugged into a Fender Super
Reverb amplifier.

“Strats have more sound, more differ-
ent sounds,” Vaughan claims, “to me,
anyway. Those guitars can still sound
clean even if your amp’s dirty, evenifit's
about to die. I'm hard on my guitars, too.
And those Strats, | canbeaton’'emand it
doesn't seem to hurt 'em.”

What Stevie's actually beating on are
fat GHS strings—.013 (E), .015 (B), .019
(G), .028 (D), .038 (A), .056 (E)—so
sturdy that when he pops them with his
picking hand they occasionally keep
one of his fingernails as a souvenir. The
only effects he uses are an old Vox wah-
wah pedal he found last year in a Lub-
bock, Texas recording studio and an
Ibanez Tube Screamer that gives him
modest but effective distortion. “If | had
another arm, | could justreach back and
turn up the amp,” he laughs. “With this,
it's easier to just step on it and go,
‘Brrrgghh!’

“Oh, I'm always trying out all the new
gadgets. But they worry me sometimes.
If you use too many of those things, you
forget how to play regular. John Ham-
mond’s got a great way of looking at it,
even just echo. He says no matter what,
all you're ever doing is covering up
something—and sometimes that some-
thing is nothing.”

Texas Flood is certainly no advertise-
ment for the computer age. Recorded,
mixed and mastered in only eight days
(spread out, however, over several
months and two studios in Austin, Texas
and Los Angeles), it was done com-
pletely live, vocals excepted, with no
headphones. The only punching in was
done on "Testify,” but Vaughan says that
was no big deal. The engineer simply
stopped the first take where they cocked
it up, and, on the count of four, the band
jumped right back into it for the big finish.

Of course, most of Stevie Ray
Vaughan's favorite records were proba-
bly made that way. it was brother Jimmie
who introduced him to the earthy won-
ders of Albert King, Junior Wells, Buddy
Guy and Lonnie Mack. And it was their
father, a retired asbestos worker, who
also "used to manage a 7-11 store when
they had curb service,” who provided
the first guitars—for Jimmie, a red
acoustic Craftsman with only three
strings and a cardboard cowboy model
for young Stevie. Together, they set out
dissecting every record that came into
the house.

“That's one thing about us when we
were starting out on guitar,” Jimmie
remembers. “We were really good copy-
cats. That's how we learned all that stuff,
by taking each guitar player apart on
record, learning what he did and how he

continued on page 94
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Ralph ‘Towner
on the acoustic guitar,
Yamaha and maintaining a
sense of what is different.
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“It’s up to me to maintain a sense of whar I
do that is different. That’s the good thing about
what I’ve been doing. After thirteen years of
this, people still don’t know where to put my
playing — and I like that.

“I spent years kicking around bars, playing
piano as a jazz musician. I started the guitar
strictly as a classical player when I was 22. The
acoustic guitar is a descendant of ‘keyboard’
instruments like the lute and harpsichord,
they perform the same functions. But the
acoustic really has more tone colors. You can
do something to the note after you've struck
it. You can bend the strings, hit harmonics and
control them.

“The electric guitar is a different instrument.
It has its advantages — it's melodic and great for
speed, like playing fast lines — but for chords
and breaking things up like a kevboard player,
there’s the acoustic.”

“The fingerboard of an acoustic is the most
critical area because you should have something
that plays as easily and accurately as possible.
It’s a mistake to start with a guitar se badly
made that you get discouraged right away. The
lower-priced Yamaha acoustics weren’t available
when I was teaching, and it was a constant thing
of seeing the guitars my students were ‘stuck
with’. The thing they’ve done with the Yamahas
that impressed me is that they keep getting bet-
ter. I know Yamaha’s people consult musicians,
as they do with all of their musical products.
And it ends up being a strong selling point
because the instruments are so consistent.”

Many leading guitarists are playing Yamaha
acoustics. For more information about
Yamaha classical and folk guitars, please write
Yamaha Musical Products, PO. Box 7271,3050

1. SE, d am
Rapias, M1 40510 &9 YAMAHA

YAMAHA ACOUSTIC GUITARS
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THENEW SORCERY:
DIGITAL SAMPLING

Making Music with Absolutely Anything

bottles, it's sounds and computer

 chips; instead of uncorking the bottle,
it's Aghtning-fast conversion from digital
data to analog audio signal. And you can
have anything you wish (or a reasonable
facsimile thereof), from the Mormon
Tabernacle Choir scatting Coltrane over
an E-major triad of croaking frogs, to a
scraped tin can turmed voodoo bass
drum, to the sound of Graham Nash's
very own grand piana.

No fooling. Digital sampling is power-
ful juju indeed. But it isn't without draw-
backs. It requires new thinking and new
playing techniques. It has limits imposed
by the current state of technology and
the laws of physics. And, like the fairy-
tale genie, right now you can only use
sampling if you meet jts price.

Now that you've been promised the
moen and forewarned. all at once, let’s
cover the basics. "Sample” is just the
compuwer-age buzzword for “recorg.”
Take any audio signal, be it voice or
violin or two bricks slapped together,

It‘s magic. But instead of genies and
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A dark-horse contender, the Kurzwell promises high-tech refinements for skilled sampling.

BY FREFF

and sample it: an ADC (Analog to Digital
Converter) changes the signal into a
strings of 0s and 1s. These numbers,
called bits, are processed by a compu-
ter and stored in its memory. For p.ay-
back, the process is reversed, from
storage to computer to DAC (Digita! to
Analog Converter), and—voila/l—you
hear the sound you sampled. With good
software, the computer can do a lot
more. Pitch can be changed. Non-
musical sounds (like breaking glass)
can be turned into notes and chords.
You can play sounds backwards, or
chopped up and rearranged, or
repeated endlessly, or stored in elabo-
rate multi-iayered sequences, or chang-
ing slowly from one into another. The
computer offers you incredible flexiblity
and versatility of control...magic.
Unfortunately, it's also where all the
trouble begins. Consider those 0s and
1s. By themselves, they say notkung
more than whether a certain micro-
circuit is "on” or “off." In order to say
more, they have to be combined into

multi-bit “words" (like 01 or 10101011)
which can mean whatever the computer
and software engineers choose. The
whole history of computers is one of
growing complexity and longer multi- bit
word-lengths. Most big computers use
sixteen-bit or even thirty-two-bit words.
The ones becoming popular in homes—
and the microprocessors you'll find in
synths like the Prophet 5 and Voyetra
8—mostly use eight-bit words.

Word-length is important to sampling.
There are only 256 different ways the 0s
and 1s can be arranged in an eight-Dbit
word. Which means, for example, that an
eight-bit computer analyzing volume
can measure up to 256 discrete levels of
sound pressure, but not more. What
happens when the volume is in between
those levels? The computer counts
wrong, that's what. It's called quantiza-
tion error, and basically it's bad news for
musical applications, because it limits
an eight-bit machine's dynamic range to
forty-two decibels and makes for a poor
signal-to-noise ratio. High fidelity digital
recording is done with sixteen-bit
machines; since sixteen-bit words can
measure things in up to 65,536 individ-
ual steps, obviously they're more
accurate.

That's the first problem with sampling.
Here are two others that are related:
reduced bandwidth and aliasing. When
a computer samples a sound, it doesn't
do it just once. It does it thousands of
times a second (precisely how many is
what's called the sampling rate). So
what happens to frequencies high and
fast enough to fall "through the cracks”
between those samples? They get lost,
reducing bandwidth and "presence.” As
a purely practical limit, then, no digital
sampling system can reproduce a fre-
quency greater than one-half its sam-
pling rate. Worse yet, frequencies above
that don't just vanish. Instead they are
miscounted by the computer and
"wrapped around,” coming back as
aliasing noise.

And then there's munchkinization,
which comes from playing a sound more
than a few steps above or below the
pitch at which is was sampled. (They
call it that because of the effect this
problem has on voices; most sampling
machines create differing pitches by
just playing the sample back faster or
slower, something like changing the
speed of your turntable.) Sound awful,
don't they...quantization error, reduced
bandwidth, aliasing...munchkinization?
But never fear, the designers of today's
sampling instruments are well aware of
these problems, and have generated a
hatful ot ingenious compensations.
Here is what's around, what it costs, and
some of what it can do:




No Other Poly Synth Looks Like it
No Other Poly Synth Performs Like it.
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The VOYETRA

phonic synthesizers Modular.progt: b
anddesignedto doalot of mp:'csshethmgs very simpl
Forlive performances, you can inad mrpropteip{ﬂ'
with 52 different combinations cf 100 programs, 5 key-
board modes (inciuding variable keyboard split), and
arpeggiator settings. Coupled with the “program parame-
ter trimmers”, one program can generate 52 variations,
each with its' own programmable volume Load up the

stepper in any order anc the VIOYETRA™ is completely
tailored to your performance. Wha: cou'd be simpler?
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But the real power of the VOYEETRA™ emerges
time for you to create your own sourds. Att
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quencer!

While some other companies otfer a remote keyboard as
an option, ours Is part of the design. And, 1t lets you
express yourself with keyboard pressure, key velocity,
and spring-loaded quad joystick—all programmable.

Want to expand? it's as simple as hnkirg tw> VOYETRA™
EIGHT modules together with their built-in nterfaces. Or
connecting them to your home computer o add-on the
incredible power of music scoring. program editing and
mulmrack sequenc ng.
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The VOYETRA™ EIGHT—
it’s unlike any poly

synth you've ever
experienced.

*Contact us for complete cetails
concerning our limited warantee.
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Patents Pending

For Ovt-of-State
Call Us TOLL FREE:

800-221-3105

For more information
see your local dealer or Contact:

Octave-plateau
Electronics
Inc.

928 Brcadway, 7th FI.
New Ycrk, N.Y. 10010
(212) 673-4205
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The 360 Digital Keyboard from 360
Systems ($3,995). This unit, designed by
Bob Easton (creator of one of the first
guitar synths), began development back
in the early 70s. What held it up was the
primitive state and high expense of
computer chip memory. Obviously,
those are changing fast—so much so
that the 360 is selling for a thousand
dollars less than its originally announced
price. This keyboard does not actually

decibels. It comes with a built-in floppy
disc drive, which is what you use to load
your sounds. Each disc holds two two-
second samples (that's the only sample
length; if your sound is shorter, you have
to edit it with the front-panel filter slid-
ers). The quality of the presets and user-
sampled sounds is generally excellent,
particularly when the instrument’s poly-
sequencer is used to create ensemble
effects, although the two-second sam-

The widely used, much ioved Emulator.

sample; instead, 360 Systems records
instrumental sounds and releases them
in “firmware" (computer chips with per-
manently burned-in programs) which fit
into one of the ninety-six integrated cir-
cuit slots inside the keyboard. Different
instruments require a different number
of memory chips, from two on up to
twelve, and cost from forty to several
hundred dollars. In the fight against
aliasing, 360 Systems uses special
techniques in their recording stage and
has built in an upper limit of about
15,000 Hz on the keyboard's frequency
range. To combat munchkinization, they
make their samples as long as needed
(sometimes as much as twelve sec-
onds) and have devised software that
allows them to put more samples across
the keys than other systems—fer ex-
ample, their "human voice" has one
on every other key. The fact that the 360
Digital keyboard is strictly a playback
machine—albeit one with features like
vibrato, low-pass filtering, split key-
board, sound doubling and stacking,
and.selectable pitch transposition—will
displease players who are into creating
their own sounds. But it will probably
please just as many others with its con-
venience and simple operation.

The Emulator from E-Mu Systems
($7,995 for eight-voice with sequencer,
$450 more for additional formatting and
sampling software). The Emulator was
the first instrument released that was
strictly a sampler, and has been widely
used. With it you can play from a large
library of pre-sampled sounds, or make
your own from mike or line input signals,
then loop and truncate them as you
wish. The Emulator is an eight-bit
machine. It gets around the inherent lim-
itations of that format with a unique com-
panding ADC and DAC, which essentially
squeezes the data into its digital form
and then expands it again on transla-
tion, increasing dynamic range fhirty
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ple length can make some sounds too
organ-like when you loop them to
enhance sustain. And a tendency
towards munchkinization is aggravated
by the fact that many of the presets (and
all the user-sampled sounds) have only
one sample for each half of the keyboard.
The Kurzweil 250 from Kurzweil Music
Systems ($7,500-$9.000—not available
until December 1983). This dark horse
contender for the title of Best Sampler is
barely past the prototype stage, but has
attracted attention with some fairly out-
rageous claims (principally, that it can
reproduce an acoustic piano well
enough to fool people—whoa!). On the
other hand, the credentials of its crea-
tors are impeccable. Founder and
namesake Ray Kurzweil was the princi-
pal inventor of the most sophisticated
computer reading machine for the blind,
and Phil Dodds, director of research and
development, was the principal figure
behind the ARP/Rhodes Chroma. The
approach they've taken is markea by the
application of computer techniques that
have so far only been used in artificial
intelligence research. As currently
planned, the 250 will have eighty-eight
keys, a weighted mechanical action,
interfaces to cassette, home computer
and Atari-style ROM cartridges, and will
be based on a Motorola 68000 micro-
processor. The 250 uses sixteen-bit
words (the only other sixteen-bit
sampler is the Synclavier), which will
give it a dynamic range of over 100
decibels and allow the playing of twelve
notes simultaneously. That means
twelve separate channels, each with its
own tracking anti-aliasing filters (which
adjust to suit the frequency range,
instead of cutting it off arbitrarily) and
two different DACs, one controlling
waveform and the other controlling
volume. The piano sound they’re claim-
ing wonders for is stored in over a mega-
byte of on-board memory, about as
many bits of information as there are

letters in a thick novel. The 250 will also
allow you to sample sounds for yourself,
and can serve as a more conventional
digital synth when hooked up to a home
computer. If realized, this instrument
could set the field on its collective ear.

The Fairlight CMI from Fairlight Instru-
ments ($27,000). This may have been
the first major commercial digital
synth—it was certainly the first |
encountered—and its use on albums by
Peter Gabriel, Yes, Kate Bush and many
others more than proves the creative
power of sampling. (Gabriel even cred-
ited his Fairlight's samples as individual
instruments on his Security album.)
Though only an eight-bit machine, its
computing power is extensive, as is the
choice it gives you to vary the rate, and
therefore the length, of your sample.
Obviously, the longer the sample, the
lower the sound quality, but there are
range-adjustable digital filters capable
of keeping the unwanted aliasing to a
minimum. Expensive but good, the Fair-
light has a capacity for analysis and
sound manipulation unmatched by any
instrument in its price range or below.

And finally the Synclavier Il from New
England Digital (price variable depend-
ing on peripherals —with minimal sam-
pling, $38,000). The peak machine on
the market, this. By using hard disc
drives called Winchesters, ganged
together, it is capable of recording up to
fifty-five minutes of sampled sound,
which you can then gleefully rework and
rearrange to your heart's content. It has
software programs to conquer munch-
kinization—essentially, they "fill in" the
gaps and re-invent the sound in correct
time all across the keyboard—and a 50
kHz sampling rate that wipes out alias-
ing for all butthe very lowest pitch levels,
which can be filtered if required. The
Synclavier Il is actually a high quality
digital recorder, fully up to the standards
of gear like the Sony PCM, and | can
think of only two drawbacks: number
one, it's very, very expensive; and
number two, when used to sample, it's
monophonic. That's right. Every other
instrument mentioned so far is at least
an eight-voice, but not the Synclavier |I.
The folks at New England Digital say
they're working on polyphonic sampling,
but refuse to release it until it can main-
tain their current standard of sound
quality.

That's the lot. Bottled genies, every
one, and at almost every price tag. If
their possibilities excite you—and they
should, judging by the way that digital
drum machines, their younger cousins,
have reshapedthe field—thenraiseup a
smile. Because in a year or two or three,
with costs coming down and capabilities
expanding, with new advances breaking
open newer and newer bottles, there'll
be genies enough for us all.

May we do them justice.
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Casio’s in tune with today’s musicians.
Whether they can read music,
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Drumming up business is easy—when you've got
the rightinstruments. And Casio gives you keyboards to
beat the band. All at prices that beat the competition.

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

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

Our tull-size Casiotones offer heavyweight sound
in a lightweight package. The CT-405 includes a 13 step
transposer, which allows it to be played in one key while
the music comes oui in another. And our top-oi-the-line
Casiotone 7000 s also, incredibly, a 4 track, 8-note poly-
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phonic mixing and recording studio with digital panning
stereo control ard a 1,855 step memory. And it will, atthe
touch of a button, demonstrate is astounding capabilities.

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

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

e CASIO
times. ®

line that's in tune
caso. Where miracles never cease

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

VOSES ASCH &

FOLKWAYS RECORDS

A Humanist Is the Hunter

BY GARY KENTON

DAVID GAHR

a Ithough many tend to think of the
independent record company as

a recent phenomenon, as early
as the 1940s and 50s independent pro-
ducers and manufacturers were the
backbone of the industry. One of the
oldest of these indies is Folkways Rec-
ords, founded in 1947 and itself the
successor to two previous indie labels.
Over the past thirty-six years, Folkways
has had its ups and dewns (reaching its
zenith during the folk boom of the
1960s), quietly amassing and sustaining
a catalog that now boasts nearly 2,000
tittes covering a remarkable range of
musical, lterary, political and experi-
mental recordings.

Folkways Records s very much the
product of one man'’s lifelong vision and
effort: Moe Asch. At seventy-seven, he
still arrives at his art-festooned Manhat-
tan office each morning at 7 a.m. to sort
his mail and prepare for the day's labor.
Although this gruff-mannered, white-
haired man no longer produces recorels
himself, he still decides what is to be
recorded and released and spearheads
all marketing, sales and promotion
activities for the label. If one were to call
Folkways in search of. say, early folk-
blues by Leadbelly, dulcimer songs by
Kevin Roth, or classic jazz piano by Jelly
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Moe Asch at work enlarging his catalog of 2,000 recordings, none of which have been deleted.

Roll Morton, it is more than likely that
Moe Asch would be the one to answer
the phone and fill the order.

Moses Asch was born in Warsaw,
Poland on December 2, 1905. His father
was Sholem Asch, the world-renowned
Yiddish writer whose controversial
novel on the life of Jesus, The Nazarene,
was an international best-seller. His
aunt, Barbara Shapiro, was a minister in
Lenin’s cabinet in Moscow and a revolu-
tionary. Asch has been married for fifty-
three years, has one son (an anthropol-
ogist who collaborated with his father on
several American Indian field record-
ings for Folkways) and two grandchildren.

In a very real sense, though, the entire
roster of Folkways artists and produc-
ers, as well as the listeners who com-
prise their audience, are an extended
family to Asch. After the schools and
universities, whose large acquisitions
indicate the value placed on Folkways
Records in the field of scholarship,
Asch’s best customers are the children
and grandchildren of people who bought
his earliest releases two generations
ago. In fact, sales of Folkways' chil-
dren’s recordings account for nearly forty
percent of his revenues

In addition to children’s records, the
Folkways catalog boasts recordings in

such categories as ethnic, folk, country
and bluegrass, blues, spoken word,
classical, sea chanties and, to the sur-
prise of many, an extensive repertoire of
electronic digital computer recordings.
Among the performers and personages
whno turn up, in one coniext or anoiner,
on Folkways albums are Langston
Hughes, Bob Dylan, Mary Lou Williams,
Sonny Terry & Brownie McGhee, Uncle
Dave Macon, P.G. Wodehouse, the
Chambers Brothers, Gertrude Stein,
Lightnin’ Hopkins, Huey Newton, James
Joyce, Mahalia Jackson, Phil Ochs,
Charles Dodge, Dr. Martin Luther King,
Bertolt Brecht, Dock Boggs and Richard
Nixon. If that isn't diverse enough, there
are also smatterings of science, lan-
guage instruction, murder mysteries,
religion, street sounds, Shakespeare
and just about anything else in the world
that makes purposeful noise.

In sharp contrast to most commercial
record companies, Asch has never
deleted a single item from this astound-
ing catalog. He explains his iron-clad
policy with this analogy: “One does not
eliminate the letter J from the alphabet
because it is not used as much as the
other letters,” he says. “Each record in
my catalog is important for the intellec-
tual information on it and | will not cut
something out because it is not in
demand at the moment.”

After studying electronics and high
frequencies in Germany in the 20s, Moe
Asch set up Radio Laboratories, creat-
ing custom recording and amplification
equipment, and was the Eastern repre-
sentative for Stromberg-Carlson, which
he dubs “the Rolls Royce of radio.” One
of the firm's early clients was Les Paul,
who had his first electric guitar amplifier
built by Asch. Asch also built equipment
for several radio stations, among them
WEVD, a still-extant New York station
named after socialist leader Eugene V.
Debs.

When Columbia and RCA uncere-
moniously dropped their international
record series in 1939, WEVD and other
stations were left without religious and
ethnic records to satisfy their largely
immigrant audiences. Using his Strom-
berg-Carlson contacts to get his prod-
uct into the retail shops, Asch stepped
into the breach and started making rec-
ords for this market. When Japanese
military actions curtailed shellac imports
in 1941, Asch made a deal with Herbert
Harris of Stinson Records, who supplied
him with shellac and acted as a distribu-
tor for the fledgling Asch Records. He
was also able to diversify his roster to
include such artists as Leadbelly, Pete
Seeger, Woody Guthrie and others

This arrangement lasted to the end of

Continued on page 94




Soundcraft Electronics USA
20610 Manhartan Place, Suite 105
Torrance, California 90501

(213) 328-2595

Seundcraft
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.7 50 for a Soundcraft? You heard
t! That'’s the incredibly affordable
nice of Sounderaft’s new Series 400B Mixer
vith 16 inputs. And only $7,750 with 24 inputs
as shown.

Here’s renowned British quality and Soundcraft
performance built into a compact size that’s fully portable,
fully modular. And designed in two formats: STANDARD 4
bus board for PA. or 8 track recording—and 8 bus model for
stage MONITOR mixing.

In addition to all the professional capabilities you need for
front of hause or studio work, the new Soundcraft Serics
4008 fecatures:

B All mic and line inputs, including tape returns,
electronically balanced

B Four band equalization including two yariable mid-ranges
and a high pass filter on input modules

B 100mm ultra-smooth action faders

B Built-inq oscillator

B 48 Volt Phantom Power

B 8 Mcter option available

This much Soundcraft for this httle money? It makes it the

only one in its class in the world! For complctc details, contact

vour ncarest Soundcraft Dealer todav. Or write or call us

dircctly.

*Manufacrurer’s Suggested Retail Price Tape Machinggowrgesyof, OTARI © Copyright 1983, Soupdcraft Electronics USA
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THE WALKMAN GOES 4-TRACK

Teac and Fostex have been slugging it out in the battle to
make the world safe for the portable 4-track cassette record-
er and had just about goften everyone used to the idea
that they had te shell out about $1200 to get into the 4-track
game. Now Fostex makes a daring bid for the somewhat less
discriminating and less wealthy would-be preducer by making
a battery-powered, headphone-sympatnetic, textbook-sized
model for under $500, the X-15 Multitracker. Sure, there's no
reverb, it only records two tracks at any one time, and the
knobs are less sexy than pan pots, but it puts a lot of sound
onto a cassette, even though its running speed is only 1% IPS
(of course, that means it's compatible with other conventional
cassette decks) Dolby B noise reduction, lots of patch bay
possibilities and even a pitch control sweeten the package.
Come on, you spent more than $500 on party supplies last
year. You know you can afford this one.

GUITAR WARS

A small cempany, Strings & Things in Memphis, created
some substantial six-string excitement with dozens of new
solid-body guitars. Endowed with smooth playability and
remarkable bite, many of the models feature volume and tone
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Some of the most interest-
ing new products at the
recent National Association
of Music Manufacturers
Convention.

NAMM

knobs that push in and out for two very different tonal varia-
tions. A list of recent purchasers may best communicate the
industry ripple: Steve Morse, Elliot Easton, Eric Clapton (who
endorsed a Bluesmaster model), Marshall Crenshaw, Billy
Squier, Martin Briley, Elvin Bishop, Glenn Frey, Albert King,
Billy Gibbons and more. Whew. Kudos to designers Chris
Lovell and Charles Lawing. Prices fall between $600 and
$700.

Fender let guitarchitect Dan Smith improve its supposedly
perfect Strats and Teles and he didn't waste any time genu-
flecting. For the new Elite series, Smith leftthe playability intact
but went after the "nagging little probiems” of electronic origin.
He replaced the old pickups with new noise cancelling single-
coil ones (Alnico Il nickel magnets), and new active electron-
ics. This not only enables one to add midrange to the bridge
pickup, but enhances the “doingness” of the middle-bridge
pickup position. For around a grand, a damn nice instrument.

The championship for the midline category goes to the new
Ibanez Roadstar |l series, hovering around $400. The high-
light of this series is the neck, which is eminently playable and
well fretted in both maple and rosewood. We played Tele and
Strat copies with single-coil pickups and found them more
than satisfactory, and even addictive; there are also hum-
bucking models available in body types galore. For the money,
guite a competitive group of guitars.

) OF THE YEAR

Everyone, and we mean everyone, is making a digital delay
these days. Not just the older pros and specialists like Lex-
icon, Roland, Delta Lab, ADA and Loft, but companies like
Korg, Ibanez, and Peavey are all trying to grab a piece of the
action. While most of the ultra-professional units are still
around $1000, good models with a few less features and




slightly shorter hang time are scrapping $o get near the $500
mark. If ever there was a time to buy one.. . Craig Anderton will
elaborate further in a Working Musician coming soon to your
neighborhood

If you are strictly a right-handed keyboard player who has
never been able to muster up a good left-hand bass part, let
alone chords, read an. The Korg SAS-20 keyboard automati-
cally plays not only a bass pattern and a rhythm track, but also
chords. Punchin the *accompaniment pattern” and the sound,
hit the root note of your key and you'tre on. Think you can
handle the melody? To play changes, hit the root note and
maybe a seventh and a minor third: you get a minor seventh.
The bass follows devotedly, altering its third and seventh too.
Admittedly, some of the stock patterns are a bit cornball: the
“disco" one rips off Sylvester's “Dance With Me" bassline and
the “bossa nova" drips with loungeyness. But Korg has soft-
ware cartridges that have significantly hipper patterns. Even
more impressive, the thing also thinks diatonically (are you
starting to feel insecure yet?). Play a single-note melody and it
harmonizes it, adding two other voices —talk about impressing
your friends at rehearsal. It also analyzes simple melodies and
accompanies automatically. For around $1,000, this is
stranger than fiction

DIGITAL DRUMS PROLIFERATE

While no digital drum machine has yet to match the LinnDrum
for overall programmability power, neither has one matched its
$3000 price tag. With the addition of MXR’s Drum Computer
(Model 185), to the Drumulator and Oberheim’s DX, the race
to make affordable digital drums has gone into high gear. For
$995, the Drumulator (E-Mu Systems) is clearly the crowd
pleaser, but as a demonstrator eloquently put it when a ques-
tioner asked if it ¢ould do several tricky functions, "What do
you want for $996?" MXR has added quite a bit for $1250.
giving us mixing antroIs. better sounds, more memory and its
own numerical keyboard to store and call up its one hundred
patterns and one hundred pattern seguences or “songs.” But
wait! Spend another $250 and you can get the Oberheim DX,

an update of their DMX. The DX has, among other things, three-

accent levels for each of its twelve parts, more realistic cym-
bal and percussion sounds, and removable program circuit
boards so you can replace them with congas, claves and
other specialized percussion sounds All of these machines
have error correction if you can't push a button in time, exter-
nal trigger pads and adjustable “swing” feel. Lest we neglect

an interesting variation, we should mention that Simmons has
a sequericer called the SDS-6 that uses their electronic drum
and cymbal sounds. Another intriguing variation is the Music
Percussion Computer which has eight trigger pads built right
onit. This is vaguely related to M.P.C's Kit, but has significantly
improved accent and tonal variations, computer interfacing
and memory capacities. You've got to be able to handle drum-
sticks, but for $1300, it's a lot of percussion.

WHY DIDN’T THEY THINK OF THIS...

Sure you've been winding your strings onto the tuning peg the
same way for years now, careful to wind the string over itself
for enough turns and tolerating slippage while they settled into
place (then, when you tugged your whammy bar, they relaxed
for an instant and slipped again). Dewey Bowen decided this
was a ridiculous situation, the more so because he made a
quality whammy bar for Les Pauls. He devised a tuning
machine with an Allen wrench inthe top: put the string through
the hole, tighten the Allen wrench, and you're done. You'll
never get caught with your slip showing again.

AMPLIFIER MODU.

One of the biggest rumbles came from a new high-end line of
amplifiers by string specialists Dean Markley. Based loosely
on the pld Audio-Matrix design, these babies aren't cheap but
don’t sound that way either. While we heard bigger stacks than
the one pictured here (they reminded us of classic Marshalls),
even the smaller models had a big, tubular sound. Unfortu-
nately, they're hard to find, since the professional community
has snapped up the early models, but in a few months they
should filter down to us grunts. Definitely worth a listen.

TWO PART IN

For all those non-sight readers who agonize over writing horn
parts or who flunked counterpoint because they couldn't keep
two separate parts in their heads and hands, Roland unveils
the MC-202 Microcomposer. Half of it is a bare-bones syn-
thesizer, the other half a programming board that enables one
to first punch in a melody, then the note values, and then the
accents. You work bar by bar, checking your work on the
readaut screen. Once you're done, it plays both parts of what
you've programmed,; if you want to go to four-part, record two
on a tape machine and start over. While not loaded with
memory, it's got more than enough to write a magnum opus. In
its ample patch bay are external keyboard (the SH-101), tape
synch and memory storage inputs and outputs, plus plenty of
headphone power in its internal amp. For $650, this machine
could teach you more about reading and writing music than a
term at Berklee. — Jock Balrd
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Gibbons from pg. 80
You don't hear a note out of place.”

Which brings us to a key word in the
Gibbons vocabulary: economy. The
most striking characteristic of Gibbons’
playing is his ability to say so much with
so little. He credits this aspect of his
playing to the records he grew up with, in
particular those by Jimmy Reed. "In
terms of sheer economy, Jimmy Reed
had to be the greatest. His records are
stillreally fun to listen to—in fact, they're
magic. I'll slap a Jimmy Reed cassette
into the box and put a pair of Walkman
earphones around my shoes before |
leave in the morning, just to give them a
good vibe."”

The vibes for the current ZZ Tog tour
have not been so hot, though. Although
the band is playing as well as ever,
they've been beleaguered by all sorts of
snafus. They were late getting into
Atlanta the day | interviewed Giboons
because the plane that the group had
been on had one of its engines quit. and
was sent backtothe airport.

But that was nothing compared to the
theft of one of the group's semis after the
second date of the tour. As Gibbons
explained, "Somebody followed us back
into town and absconded with the 40-
footer. They found the truck the next day,
and some of the production items that
had been manufactured over a period of
months were so big and bulky that they

left them. But they did rifle the cases for
guitars, drums, the lasers... "

Gibbons is no stranger to having his
equipment ripped off —a few years back,
thieves broke into the ZZTop ware-
house and stole, among other things, the
pink Stratocaster Jimi Hendrix had given
Gibbons back in his Moving Sidewalks
days. That guitar he was lucky enough
to recover: “It appeared in a nightclub,
and a guy who knew of the instrument
saw it,” he says. “We were in Memphis,
and he called me up and said, 'Hey, I'm
in Houston, I'm at this club and | think
you ought to get down here—there’s a
guy playing your Jimi Hendrix axe. So |
came down the next day and went over
there. Sure enough, the guy had it and
was grooving on it. It was a friend of
mine, so | said, 'Hey, man, | think you're
playing my guitar’ He said, ‘Yeah, |
should have known—this thing played
too good and cost too littie."”

While the gear stolen this time
inctuded some valued guitars, including
Dusty Hill's favorite Charvel bass, the
biggest l0ss was six of theband’s ten Rio
Grande amps, which were custom built
for the band and have defined their
sound from the beginning.

"They're tube amps, constructed in
the tradition of Marshalls and Hi-Watts,
about 135 watts, and they had a really
rich tube sound, tube pre-amp and
power-amp stage. There was a guy

down in Texas called Jake Stack who
made those for us,” Gibbons says.

‘Tell him the name of the place,
though,” urges drummer Frank Beard.
“That's the cool part.”

“Jake's Bait and Music.” Laughter
erupts around the table. “Jake Stack is
about six feet four inches, and he's all
the time wearing khaki safari clothing
and dark glasses. The place sits right on
the water in Rio Grande City, Texas, and
you can get either professional music
gear or professional fishing gear, the fin-
est of each.”

“Just play or cut bait, yknow?" adds
Hill.

The Guitars, the Amps, the Lasers
The guitars you'll find in Billy Gib-
bons’ tackle box these days are
custom-built Deans, part of a project
between Dean Zelinsky and ZZ Top
that will find ZZTop guitars on the
market sometime late this year.

His amps are still Rio Grandes,
assuming they don't lose any more,
and his effects include a Roland
flanger with stereo chorus; an Ibanez
analog delay; Bobby Blue Braden's
Bisarktone, which is "a variation on
that original Harold Boda modulator”
that can be heard on “Cheap Sun-
glasses” from Deguello; two MXR
pitch transposers; and four 15-band
graphic equalizers.

an Series

‘you can afford.

tarting at $299.




PORTABLE. POWERFUL. PROFESSIONAL.

AFTER THE FIRST SET, YOU'LL WOGNDER
HOW YOU GOT BY WITHOUTIT.

If you're like- most working musicians,
there's an odd assortment of semi-
professional sound gear that takes up a
lot of your space. Like an old familiar
song. you face the frustration of
inadeguate sound and the anxiety of
wondering whether or not your gear will
get you through the night.

Introducing a new tune.

THE TOA MX106™ SELF-POWERED
MIXING SYSTEM.

Portable, compact, powerful and
loaded with professional performance
and features, the MX106 is engineered
to help turn the typical, marginal PA.
into a first-rate sound system. The
rugged MX106 moves around easily,
sets up quickly and delivers recording
studio sound quality.

EVERYTHING YOU NEED STARTS WITH
THE INPUTS.

Six inputs accept either balanced or
unbalanced sources: low or high
impedance mics, guitars, keyboards,
drum machines—you name it. On each
input you get three band eq., a frim
control and peak reading detection
circuitry. Goodbye overloading and
distortion.
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AN INTEGRAL POWER AMPLIFIER.

The internal power a is rated at
3OC watts into 2 ohms! I}'s short-circuit
and overtoad protected. And-a
specidily designed rolled aluminum
heatsink guarantees excellent heat
dissipation for maximum system
rel ability Our AutoComp™ feature:
keeps operating headroom atian
optimum level, protecting speaker
systems from damoging square waves.
MASTER CONTROL |

The MX106 has a full pne-octave
graphic equalizer with a bypass switch.
There's two auxiliary inputs with pan and
level oontrol, and f'uorescent bar graph
meters. There's even a built-inielectronic
Anclog echo unit instead of the
oonventional reverb.

We've provided a complete patch-
bay for the interface of peripheral
elactronics and our exglusive BUSS-
LINK™ lets you easi y ingGrease mixing
capacity.

SOUNDS GREAT,BUT HOW MUCH?

For $719.00* you can't buy a more
powerful and compcchrofessioncl
sound package.

*Manutacturer's U.S Suggested Rptail
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Add to this the specs. that engineers
like to talk about.
MX106 SPECS:
MIXER
Freq. f?.es-p:

THD:
ELN. (Noise);
POWER AMP
-Freq. Resp.: |
NFB: 1

(0. 3dB.30Hz 20kHz
- 0.05% (+ 4dBm @ 1 kHz)
130dBm (20Hz  20kHz)

10.| 10B.5Hz 4OKHz

- O.1% (200 mW 10 200
Wattp RMS, 20Hz  20kHz)

Rated Power (RMS): | 300 Watts (2 ohms)
200 watts (4 ohms)

J_l?O Watts (8 ohms)

Ask for a demo at your nearest dealer
or contact us direct for full technical
data.

@TQA Professional Sound &

< Communications
480 Carlton Court, South San Francisco,
Califomiai24080 (415) $88-2538
In Canada: 10712-181 $treet, Edmonton,
Alberta T5S 1K8 (403) 489-5511




Wanted: Guitarist
Established recording
band seeking guitar
player for long term
employment. Must play
rhythm, lead and sing
strong harmonies. Re-
cording experience
preferred, but not re-
quired. Job requires
dedication and posi-
tive attitude toward
hard work and direc-
tion. No hard drugs or
heavy drinking allowed.
Benefits: 12 mos. a yr.
salary, insurance, etc.
Send recent photo,
tape, resume and ref-
erences to: Guitarist/
6255 Sunset Bilvd./
Box 110-31/ Holly-
wood, CA 90028.

Guitar Tuner
$34.95

easy to build kit

$49.95
assembled

Accurate
Easytouse

Unbelievably inexpensive

....that's our new BANANA quartz guitar
tuner Kit. Thru-jacks let you tune electric
guitars without unplugging. Acoustic
guitars tune with built in condenser mic.
Internal speaker produces by-ear tones if
you want them.

Two easy to use tuning indicators — a
meter to indicate pitch deviations up to V2
semi-tone and LED go-no-go indicators,
both with quartz accuracy.

Runs for months on a single AA penlight
and one 9v. battery. Easy to assemble kit
with step-by-step instructions.

No. 9700 only $34.95 pius $2.00 shipping.
No. 9700A Assembled & Tested. . ..$49.95

Order yours today. ...
CHARGE TO VISA ORMC TOLL-FREE
1-800-654-8657 9aM to 5PM CST MON-FRI

Ask for your free PAIA Kit catalog
Direct mail orders and inquiries to: Dept. 8M

BA Electronics, Inc.

1020 W. Wilshire . Oklahoma City, OK 73116 - (405)843-9626
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Asch from pg. 88

World War I, when Asch joined forces
with Norman Granz to form Disc Rec-
ords, a label which was responsible for
some of the finest jazz ever recorded.
Mary Lou Williams, James P. Johnson,
Coleman Hawkins and Nat King Cole
(before he became a pop idol) are
among the stellar players who recorded
for Disc between 1945 and 1947. But
Granz was a notoriously reckless
businessman—the sessions he con-
ducted with Hawkins were legendary for
their extravagance—and Disc was soon
scuttled beneath a sea of debts. Only
the helping hands of Jack Kapp, of
Decca Records, and George Mendel-
sohn, of Vox, enabled Asch to form Folk-
ways in 1947, only months after Disc had
gone bankrupt.

Asch maintains that his earliest
recordings, made at his self-designed
studios on West 46th Street in Manhat-
tan, had the best fidelity of any he has
issued. “In those days there were no
acetates; they recorded directly on
wax,” he recalls. "We used one RCA
ribbon mike, set in such a way that there
was a balance between the instruments
and the voice. It was a direct from micro-
phone to wax process, which is still the
cleanest sound there is.”

One area in which modern technol-
ogy did prove to be a boon to Folkways
was the development of the long playing
record. "We had been constricted in try-
ing to get folk ballads on record in under
three minutes on our 78s,” explains
Asch. “With the LP, we could do longer
narratives.” The advent of the long
player left Asch with only one problem: a
stockpile of Asch, Disc and Folkways
78s that he needed to sell in order to
raise funds and make space for a new
line of LPs. Again, Asch might have gone
under, were it not for some timely outside
aid, this time from legendary retailer
Sam Goody, who bought out much of his
stock, enabling him to proceed to manu-
facturing LPs.

With the dawn of the bebop era and
the record equipment revolution of the
late 1950s, Asch ceased making jazz
records (whose practitioners now
demanded double-tracking) and began
to withdraw from producing altogether.
Although he has since moved to new
offices at 41 West 61st Street (New
York City, NY 10023) and seldom steps
behind a recording console, Asch still
exerts control over Folkways' record-
ings, farming out work to trusted asso-
ciates who are largely faithful to his
recording philosophy.

One notable exception was a 1963
recursion to the studio on 46th Street
with Bob Dylan. Dylan had been signed
to Columbia Records by an astute John
Hammond (legend has it that Dylan was
turned away from the Folkways offices;

continued on page 118

Vaughan from pg. 82
did it, or at least how we thought he
did it.”

For Stevie, the bands came and went
with dizzying speed, both in his native
Oak Cliff, Texas (a suburb of Dallas) and
later in Austin where his family movedin
1972. One of his first bands, a classic
60s garage punk affair, had the unfortu-
nate name of the Epileptic Marsh-
mellow. (Stevie asked me not to print
that one, but | couldn’t help it.) Another
early group was called Blackbird,
"which was kind of ironic, since we had
a gay black lead singer.” Then there
were the Nightcrawlers, the Cobras, the
Triple Dirt Review, etc., until he struck
paydirt in 1978 with Double Trouble,
which originally featured Joplin blues
heiress LouAnn Barton on co-lead
vocals.

By then, Vaughan's growing Jimi Hen-
drix fixation had turned into pure pas-
sion. Over the years, he has covered a
variety of Hendrix nuggets from "“Little
Wing" and "Third Stone From The Sun”
to "Manic Depression” and "Voodoo
Child (Slight Return)™ in his live set. He
remembers with a hearty laugh one Hal-
loween night when he went to a Fabu-
lous Thunderbirds gig dressed up as
Jimi Hendrix, complete with an Afro
fright wig he borrowed from Jimi clone
Randy Hansen. But what he shares with
Hendrix, besides the raw inspirational
tone of his Stratocaster, is a quiet
searching ambition to investigate
uncharted areas of the blues' inner
space without undermining the strength
of tradition.

"But, see, Jimi was influenced by a lot
of the same people as | am. He was
obviously a big Albert Collins freak, he
must have dug Albert King and B.B. and
Hubert Sumlin (an unsung hero of many
Jimmy Reed records). So there's a lot of
the same influences coming in. Plus,
after you've heard Hendrix, what are you
gonna do? You can't get that outta your
mind, y'know?" Vaughan's face sud-
denly takes on a religious gleam. “You
don't want to.”

In time, Vaughan may have the same
effect on the post-punk generation.
Duran Duran is not exactly the Butter-
field Blues Band, but Vaughan has seen
encouraging signs of re-interest in the
blues, from the success of the Stray
Cats ("Okay, it's rockabilly, but it’s really
close”) to his own gigs, opening for
arena bands like Cheap Trick. “| mean,
who would have expected that crowd to
listen to us? But they did and they
enjoyed it."

But Stevie Ray Vaughan is too simple
in his vision, too true to his blues, to lead
that crusade. His only ambition is “to be
respected because what | playisreal.|f |
can play something and not be embar-
rassed when somebody | really respect
walks in the room, then I'm okay.”




NOW TAERE’S ASONY
MICROPHONE

FOR EVERY STAGE OF A

MUSICIAN’S ER.
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INTRODUCING THE MUSICIAN SERIES MICROPHONES.
Now, when you stand in front of an audience, you can have the satisfaction of knowing that Sony stands behind
your microphone.
Because Sony has created a series of seven new mics designed specifically for the rigors of live performance.
All seven models are avarlable in high- and low-impedance versions. Six are further equipped with a full comple-
ment of rugged, dynamic elements. making them ideal for any instrument.even those with very high volume
I addivion, the seventh model takes advantage of Sony's revolutionary back electret can-
denser element. a device that offers outstanding sensitivity and extended response. making the
mic perfect for acoustic instruments.
And since all seven feature the cardioid pick-up pattern, they effectively reject extraneous
sound from the sides and back of the microphone !
With all this. the Sony Musician Series is stil! priced very reasonably. In fact, its prices will
sound as good as the microphones do.
Jo further acquaint yourself with the Musician Series microphones. visit your nearest music
store. or write Kaman Music Distributors. P:O. Box 507, Bloomfield. Cannecticut 06002-0507. SONY

1983 Sony Corp of Amenica Sony 1s a registered tradermark of the Sony Corp | Sony Drive. Park Ridge. New Jeises 07656
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Tom Waits
Swordfish Trombone (Island)
Sometimes we
love our inven-
tions more than
TOM WAITS tThey love us.
ake Tom
SWORDFISH .
TROMBONE Waits. Started
out about ten
years ago as
a brilliant and
quirky young

songwriter whose music incorporated
the sense and the style of Hoagy Carmi-
chael, Jerome Kern, Slim Gaillard and
Stephen Foster; whose lyrics evoked the
beat sensibility of Kerouac, Bukowski
and the City Lights crowd; and whose
rasp of a voice conjured up Lord Buck-
ley and Louis Armstrong. Somewhere
along the way, Waits up and turned into
a character from one of his songs, a
singing Maynard G. Krebs, the last drunk
in the last bar mumbling into his beer
and ambushing strangers with false
confidences and talltales. It's a part he's
gotten good at, and he plays it to the hilt,
wandering through a number of films
and turning himself into a personality, a
"Character” with a capital C. But the
songs, though always clever, started to
sound formulaic (like a good con that a
lousy drunk has switched on a few too
many times), and his voice, which once
had a tender and musical gruffness, lost
all its musicality and became a harsh
rasp: Sydney Greenstreet wheezing
Gregory Corso's greatest hits.

Swordfish Trombone, Waits' first
record for Island, is his bid to expand
that character and to sometimes act
totally out of character, to open up and
put all of his musical cards on the table.
There are echoes of everyone from Dr.
John, Ray Charles and Slim Harpo to
Bruce Springsteen, and there's even a
strange and beautiful fragment, an
incantation of sorts (“Trouble’s Braids'")
based on Burundi-style whisper singing.
There's as much guitar as piano on the
album, and in true blues tradition Waits
shows himself to be a more enthusiastic
than accomplished player, bringing a
fine ragged edge to “Gin Soaked Boy,” a
song the Fabulous T-Birds should cover
immediately.
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What all this experimenting does
(aside irom letting in some good fresh
air) is put what Waits does best in clear
relief. His shaggy dog stories (“Sword-
fish Trombone,” “Frank’'s Wild Years")
have a casual urgency to them that was
missing from his last few records, and
his voice and timing have never been
better; his voice still has a gruffness, but
he's in control of it, it has a lightness o it,
and no ionger sounds like you're being
dragged through a carton of Gitanes
during each song. “Soldier's Things,” a
song of a yard sale reminiscent of Paul
McCartney's lovely “Junk” and of Ray-
mond Carver's stories, is the most
haunting song he's recorded in years:
‘Atinker, a tailor, a soldier’s things./ His
rifle, his boots filled with rocks./ Andthis
one's for bravery. And this one’s forme./
And everything's a dollar in this box."

This is a grab-bag of an album, per-
verse and self-indulgent, but wildly play-
ful and alive and strong. — B8rian
Cuilman

Joan Jett

Album (Blackheart/MCA)

; ) I can tell you
that the new
Joan Jett al-
bum, Album, is
. good, no prob-
. lem. As tojust
.~ how good the
~ | thing is, how-
R ever, please
AP L keep in mind
that all declarations are equivocal.
Blame it an Wayne Newton. You see, |
write this fresh upon arrival from
Washington and Newton's Fourth of July
floorshow. Thus my dilemma—after that
session, gravel in a Maytag would
exhibit a heretofore unrealized attrac-
tion. At any rate, Album is better than
Wayne Newton, gravel in a Maytag , and
is frequently the equal of Jett's two ear-
lier records. 1t shows her uneasily
accomodating to her arena-sized suc-
cess. But if the record’s an on-again,
off-again rumbler, it frequently bangs
about with the glory of a buffalo padding
down Park Avenue. These songs
move—live they would abrade every
which way. They aren't exactly station-

ary on Album, but the production fluffs
them up like a pillow. Perhaps this is a
result of the chart success of her/ Love
Rock 'N Roll in 1982; a breakthrough
like that tends to make musicians and
industry ilk hanker for ever more air-
play. The production terraces the sound
on Album in surprising ways. On “The
French Song,” for instance, half of the
chorus soothes like a Stevie Nicks'
velvet glove, just before the rest of it
interrupts with a punch. Besides aiming
for the charts, the production goes a
long way to crafting a distinctive sound
for Jett, making space for both her bub-
blegum fun and her one-of-the-boys
bravado.

Her eyes are so resolutely set on the
farthest rows of the arenas that, occa-
sionally, she almost stumbles off the
stage. On numbers like "I Love Playin’
With Fire"” and “Had Enough” (whichthe
liner notes inexplicably fail to list as her
tribute to the Sex Pistols) she sounds
like she's doing only what's expected of
her—which she never has before. Still,
the ground-clearing caterwaul does
gratify elsewhere on the record, and a
freshness and punk-informed pissed-
offedness prevail.

Though her own material is stressed
like never before, as always there's an
eye-opening cover. If nothing on Album
quite matches last year's “The Little
Drummer Boy,” the treatment of Sly
Stone's “Everyday People” is still nervy,
and it delivers in deuces. The goony
glitter rock beat she embraced pre-
viously has receded, but it lingers on in
several hipswivelers of Album. Jett's
band, the Blackhearts, continues to
hone their lean, heavy-metal-inflected
style, coming across steady, even
sometimes daring, though never
fraught.

“I am what | am” Jett growls in “The
French Song,” like Popeye immediately
after a green fix. And what she is comes
into focus on Album: not the dedicated
fan of / Love Rock ‘N Roll, but a profes-
sional who knows it's too late to turn
back now. For the first time, it's her origi-
nal material and not the covers that car-
ries the day. She has to think harder
about what to do next, in the wake of
chart-topping success: Album isn’t afull
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answer. Still, it provides more than
enough reasons for waiting around until
she tries again. — R.J. Smith

Eurythmics
Sweet Dreams (Are Made Of This)(RCA)
Anyone with
access to a
“new music”
radio station
(or MTV) will
already be
aware that
there's alot of
truly tedious
piffle emanat-
mg frorr Englandthese days. Synthesizer-
based dance pop s a fine idea in the
hands of talented practitioners (Human
League, Heaven 17, ABC, even OMD),
but suddenly the airwaves are awash
with soulless poseurs and simple-
minded groove merchants whose tal-
ents, such as they are, reside largely in
their technological accoutrements.
Given this irncreasingly dreary state of
affairs, it is doubly exciting to discover
Sweet Dreams (Are Made Of This), an
album whose creators, singer Annie
Lennox and electronicist Dave Stewart
(formerly of the Tourists, now operating
on their own as the Eurythmics),
obviausly did considerable thinking
before they whipped the covers off their
computers. Sweet Dreams is a rich and
captivating aural experience, superbly
textured, smartly sung, full of vivid new
sounds and sonic combinations. By
comparison, most of the synth-pop com-
petition seems merely overdressed.
The Eurythmics' music arrives fully
realized—false moves may be the only
moves missing from their bag of compo-
sitional strategies. Annie Lennox is one
of the most distinctively talented new
singers to emerge from the British
synth-pop scene, and her unusually
expressive voice and adventurous
sense of phrasing are major sources of
delight here. But Dave Stewart's synthe-
sized sound settings, which meld mar-
velausly with Lennox's often multi-tracked
vocals, also offer autonomous plea-
sures of their own. Stewart is that rare
being, a knob-twirler who combines
technical expertise and a try-anything
attitude with seasoned musical taste—
style, | believe it's called. Of course, he
shines on the predictable stuff: on "I
Could Give You (A Mirror),” he plumps
up a bed of bass that's big enough to roll
around in; and he pulls off the venerable
symphonic turn on the title tune with an
unjaded conviction worthy of Ultravox.
The woozy, snipped bass riff on “Some-
bady Told Me" is a really clever piece of
work—it may even be original—and with
Lennox wailing out front on the brilliant
"Wrap It Up" (a Memphis whomper from
the classic pens of Isaac Hayes and
David Porter), Stewart’s body-punching

percussion pushes the song beyond
mere “white funk™ into true sweaty
soulfuiness.

As effortlessly enjoyable as it is,
Sweet Dreams is hardly fluff. The
album’s nine original songs deal,inmod-
erated but unmistakable tories, with dis-
connection and decay; even “Wrap It
Up" has an unsettling edge built into its
electro-arrangement. One of the smail
wonders of this record is that the
music—which ranges far enough afield
to encompass occasional echoes of
English folk (“Love Is A Stranger™), pure
Floydian highfly (note the banshee gui-
tar glimmerings in “This €ity Never
Sleeps”) and even jazz (the muted
“trumpet” in “The Walk")—delivers the
message so expertly that you're almost
happy to hear it. Synth-poppers in
search of real electricity should pluginto
this one. — Kurt Loder

Wynton Marsalis/Raymond
Leppard/National Philharmonic
Orchestra

Haydn, L. Mozart, Hummel Trumpet
Concertos (CBS Masterworks—Digital)
Wynton Marsalis

Think Of One (CBS)

In the classi-
cal (as distinct
from the ba-

roque, the ro-
mantic or the
modern) trum-
pet concerto,
an orchestra
and a soloist
meet, engage
in conversation, dance court each oth-
er's favors and ideally make a species of
elegant love. This may help to explain
why the piano and the violin figure more
significantly in the history of the form
than the trumpet, which by nature distin-
guishes itself from the classical orches-
tra and stands too regally, too inflexibly,
apart. There are not many trumpet con-
certos in the repertoire; Franz Josepn
Haydn supplied us with most likely the
best. It gives Wynton Marsalis some-
thing truly first-rate to play in his debut
as a classical trumpet ace.

It took me a long time to warm to his
reading of the piece. Oh, his legit tone is
sufficiently luminous, his execution
flawiess and his tonguing spiked with
the proper punctilio, but it seemed to me
on my first dozen listenings or so that
Marsalis had only come partway out to
meet the music; that he and the vigorous
and idiomatic NPO were playing in dif-
ferent rooms and that this had less to do
with the natural difficulties of solo
trumpet and orchestra than it did with
Marsalis.

| was bothered most in the early parts
of the first movement, in which Haydn
gives the soloist apparently simple lines
to play over orchestral accompaniment

WYNTONYS
MARS LIS

RAYMOND
LEPPARD
-

Crs

and challenge—you know at once that
you are in the hands of a master. Marsa-
lis plays the passages perfectly but too
unbendingly, partly at a loss for interpre-
tational nuance. Later inthe movement,
when a developmental Haydn gives the
trumpeter lots of notes to play, Marsalis
seems far more on target and at ease. In
his own excellent cadenza, with the
orchestra on hold, Marsalis is brilliant
and almost cruelly virtuosic—I can hear,
however distantly, the sound of a legion
of classical brass players packing up
and going home. All in all, the more |
listen the less inclined | amto carp. Mar-
salis' reading has both authority and
conviction, and with repeated listening
he has gotten me to hear the piece his
way for awhile. Like everything Marsalis
does (except maybe winning the Down-
beat readers’ poll, which is only funny)
the performance is a tour de force. He
handles the second two movements
beautifully, toying with the orchestra a
bit in the allegro and not even blinking at
the traps for tongue and fingers that
Haydn has scattered along the way.
Tasty.

Leopold Mozart, father of the famous
failure, wrote his short two-movement
concerto in a less dramatically interac-
tive style than Haydn. The adagio
requires the soloist to play long-lined
melodies way up high, and Marsalis’
upper register on the baroque instru-
ment is breathtaking; the allegro
demands speed and heraldry in a similar
range and Marsalis makes it. | don't
expect to hear this piece played better.

Johann Nepomuk Hummel, billed
when young as “the new Mozart" and
used when older as the moldy figs' bul-
wark against that barbaric upstart Bee-
thoven, has written the most elaborate
piece on the record, a ripe, post-
Mozartean concerto that must be a
severe test of a trumpeter's every mus-
cle and nerve. | appreciate Hummel's
skill without being much moved, except
occasionally, by his music. Marsalis
runs the difficult course well enough,
though he quacks occasionally in the
bottom octave, and I'm left wondering
what he's got left to play should he
decide to pursue a classical career as
seriously as his gifts warrant.

As a jazz trumpeter, Marsalis is
already an institution at the age of
twenty-one. Think Of Oneis an advance
over his first, eponymous disc; it's
played entirely by his working band,
there's a lot of fine improvising and the
writing is intelligently diversified. Still,
Marsalis is s0 good so young that | wish
seven years had already passed and
feeling had had a chance to catch up
with technique. But then you can't have
everything. Notoriously, you can't have
simultaneous youth and age, not often
anyway, though there are moments.

For a price you can have this record
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though, and it's a good one. The music is
still an outgrowth of late 60s Miles,
though Marsalis uses every opportunity
that his range of vision affords him to
keep the music unpredictable and his
own. He likes to use a variety of tempos
in a single piece, sometimes one per
improviser, in order to shape a piece and
break up the routine, and that's what it
does. When Mingus used that device it
was like coming over the ridge into the
next county of perception, a revelation
of material already impilicit in the rich,
innately multiplicitous composition.
Similarly, when Marsalis has found an
interesting way to tackle Monk's *Think
Of One"—the entire band phrases the
melody, which is then retained as a
background pattern for the soloists—he
runs the idea into the ground long after
the listener has gotten the point. We're a
long way from the penetrating, brilliant
appropriation of Monk that Anthony
Davis came up with some years back
("Crepuscule,” on a Barry Altschul
album) or, currently, Arthur Blythe's dar-
ing, percipient transformations of Monk
on his new album Light Blue. Which isto
say, | suppose, that despite some
appearances Marsalis really is only
twenty-one and some things plainly do
take time.

Meanwhile, the album'’s fine. Branford

still sounds like “is it Wayne or is it
Memorex” but he can really play, and
the disc closes with an affecting rendi-
tion of Billy Strayhorn’s “Melancholia.”
Marsalis takes his art forms, whether
classical or jazz, pretty much as he finds
them, making his alterations forthe most
part in the margins-and keeping the
quality as high as he can. There's
nothing especially new here, but there is
enough on this two-album release to
widen eyes and ears. It's an obvious
triumph for a prodigious young artist
who, I assume (I hope), has not stopped
growing yet. — Rafi Zabor

Aztec Camera
High Land, Hard Rain (Sire)

g Aztec Camera
isn't just
another help-
ing of fresh
and clean-
scrubbed
“modern pop,”
the latest in
a line of new
shirts and fab
haircuts. Sure, High Land, Hard Rain is
blissfully hummable and blushingly
romantic in its way, but there's none of
the calculated naivete of rock's current
crop of profession innocents, the Nick

Heywoods and Claire Grogans of the
world. Aztec Camera may appeal to your
melodic sweet tooth, but it won't leave a
nasty saccharine aftertaste in your
mouth.

The reason for this is Roddy Frame,
the mind and voice behind the Aztec
Camera sound. Although Frame has
quite a knack for simple, catchy melo-
dies and memorable instrumental flour-
ishes, his "pop" qualities aren't all a
matter of surface. Frame balances his
effervescence with doses of doubt and
romantic despair, and like as not will
drop a moody minor-chord progression
in between a pair of upbeat verses, as he
does in “"Obvious."” The soundis simple,
yet lush; it's almost as if Frame would
like to sound slick but doesn't know how.
The guitars are bluntly unadorned and
the rhythm section plays like an average
lounge band—chops-conscious, but
not chops-heavy. It isn't just a matter of
balance, of course—Frame under-
stands that such subtle shifts will ulti-
mately boost the effect of the upbeat
sections, and happily exploits such
tricks of the craft. He also delights in
such unexpected sounds asraw acous-
tic and under-amplified electric guitars.
But there's a secondary virtue as well,
and that's the leavening of reality such
touches lend to his songs. Because it

A swab can get a lot of moisture out of your instru-
ment; but unfortunately leaves a lot on the pads where
the damage is done. That moisture, left on the
pads can make keys stick and cause the pads to dete-
riorate and rot.

Now you can avoid those annoying inconveniences
and the unnecessary cost of relacing pads by simply
sliding a Pad-Saver into your instrument when you put
it away. Pad-Saver reaches into even the most inac-
cessible places and absorbs the damaging moisture

from the pads. That's almost impossi-
ble with an ordinary swab. But with a
Pad-Saver it's easy, takes no time at all
and when compared to the cost of a re-

pad job, it hardly makes sense to
be without one. Ask for them

wherever La Voz prod-
ucts are sold.

i<+ 'M New for Clarinet
7y
Q2 sun valley, CA 91352

H. W. PAD-SAVER is a registered trademark of H. W. Products Inc.
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Here's the lowdown on quality strings.
New Gibson Brite Wires.*

If you play electric, acoustic, or bass guitar,
you should hear the advantages of new
Gibson Brite Wires. Naturally, when it
comes to fine sound and easy response,
Brite Wires are equal to or better than
the others.

But the reai sound value comes down
to the low price you'll pay for them.
Because every set of Brite Wires is priced

as much as two dollars less than the others.

In fact, a light or extra light gauge set
of Brite Wires for an electric guitar costs
only $4.95. An acoustic set is cnly $5.50.
And a set for your bass guitar is only $17.95.
With prices like these, you’'d be hard
pressed to play anything but Gibson Brite
Wires —the quaiity strings at a lowdown

- Yubson

Gibson Accessories, A division of Norlin Industries
1725 Fleetwood Drive, Eigin, IL 60120




hovers between joy and trepidation,
"“Obvious" rings true as a song of love-
sought-but-not-achieved; similarly,
"Walk Out To Winter” mixes the warm
remembrance of love inits first flush with
chilling realization of its absence, while
“Release” parlays Frame’s fondness for
jazzy modality into a touching account of
reflection and recollection.

It would be a mistake to suggest that
any of this is particularly earth-
shattering—why fall into the trap of
using excellence as an excuse for
hype? At times, as with the delightful
“From Pillar To Post,” Aztec Camera is
engagingly melodic, and no more. That
even that would be enough to make
music paper headlines in Britain says
something about the general shallow-
ness of that scene; for our purposes, it's

enough to know that High Land, Hard
Rain is a record that deserves and
invites replay after repiay, andthat Aztec
Camera shows tremendous promise.
These days, that's more than enough. —
J.D. Considine

Kate Bush
Kate Bush (EMI/America)
This five-song
mini - album
makes for a
surprisingly
accurate Kate
Bush sampler.
Not only does
it feature two
of the better
: selections from
The Dreaming, but it offers a smattering

A Message to All
Martin Guitar Owners

Past, Present,

and Future.

To commemorate our 150th year of fine guitar making, C. F
Martin & Company has reintroduced the limited lifetime war-
ranty. All Martin instruments, including those purchased with a
five year warranty (Serial No. 406501 forward) are covered by

the new limited lifetime warranty.

Warranted for the life of the original owner, Martin instruments
can be serviced at our nationwide network of warranty centers
or at the Martin factory. Please visit your Authorized Martin
Dealer for details concerning the new limited lifetime warranty.

The Martin—A commitment to quality that lasts a lifetime.

510 Sycamore Street, Nazareth, Pennsylvania 18064
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of her earlier material as well, all of
which has been unavailable in this coun-
try. Yet even though it makes for aneasy
introduction, at the same time it intro-
duces the listener to a number of Kate
Bush's failings.

On the plus side, the mini-album for-
mat affords a cleaner sound than The
Oreaming did, which makes it easier to
absorb the layers of detail Bush packed
into "Sat Into Your Lap” and "Sus-
pended In Gaffa." The rippling rhythms
of "Sat" are far more effective when you
can hear them all, and the nuances of
Bush's vocals stand out impressively.
But at the same time, the sonic clarity
also shows up just how much of Bush's
handiwork is gimmickry and how little is
magic. The shift from her whisper to her
scream in “Sat” was more entrancing
when it wasn't spelled out so clearly,
while the enhanced imaging of “Gaffa”
makes the effect of sonic depth seem far
more affected than dramatic.

As for the other songs, all Kate Bush
really seems to prove is that America
caught on to Bush at just the right time.
“Babooska" is catchy enough in its
slurpy way, but drags on like an elemen-
tary school Christmas pageant, while
“Un Baiser d'Enfant” will quickly confirm
any listener's prejudices against
English-speakers who sing in French.
Perhaps the most revealing item is the
live version of “James And The Cold
Gun." A pleasantly melodramatic
number on Bush's first album, her only
pre-Dreaming American release, it
shows up here as a flaccid demi-epic
propped up by Bush's preening vocais
and a side tray of tired guitar heroics.
And that's why Kate Bush may have
been a mistake for EMI/America;
because after The Dreaming suggested
that Kate Bush was both daring and dif-
ferent, this record seems to show that
she's really pretty much the same as
any other over-ambitious chanteuse. —
J.D. Considine

Sunny Ade
Synchro System (lsland)
Juluka
Scatterlings (Warner Bros.)
After Sunny
Adé's trail-
blazing Ameri-
can tour earlier
this year, many
people won-
der just how
far African
music will pen-
’ " etrate Ameri-
can pop. Trendies and record company
execs alike stant alert, all senses poised
to probe any made-in-Africa sounds
that stray within reach—but warily, since
African music remains vast and
unknown. Without English lyrics, without
electronic handclaps to simplify com-




EV Pro-Line Microphones

Electro-Voice lets you select your mike like you
select your music. You chcose the music that
projects your image and style. And with the EV
Pro-Line, you'll find the perfect mike to match
every musical application.

EV offers a complete range of dependable
mikes that are among
the most sought after
in the world. They’re
manufactured to
exacting standards
that have earned
EV recognition
worldwide as a
leader in professional
recording and sound reinforcement.

We’ve been setting the standards for mikes

for over 50 years. And through meticulous

research and development, such as our applica-

tion of FFT (fast Fourier transform techniques)
to microphone design,
we’re constantly defining

and redefining products as

well as creating new ones.

All so you can create your ‘
own unique sound without

limitations.

o] gUIth company

FREE
OF CHOICE

One example is the PL-80 .
voczl microphone that has been =
computer designed for real life .|
use. The result is a precision
instrument that enhances the
performer’s voice without
compromising vocal quality.

With the EV Pro-Line, you have a choice
of six vocal mikes for different singing styles—
plus five instrumental
mikes for every
application from
live strings, reeds,

percussion, and

brass to miking

any amplified

instrument you

can think of. So
whatever your needs, Electro-Voice has just
what you’re listening for.

From now on, vou don’t have to limit your
performance, because EV gives you the freedom
of choice. See your EV dealer—or send for our
new EV mike brochure. Write to:

Greg Hockman, Director of
[

PL-B0's 1ight super-cardioid pattern
gives better gan-betors-tesdback than
virtually any other mike

Marketing/Music Products,
Electro-Voice, Inc.,

600 Cecil St.,

Buchanan, MI 49107,

Ey EleclroVoice"

SOUND IN ACTION™

101




JOHN

Mc LAUGHLN
DI MEOLA, | s,

PACO

DE LUCIA

PUT ALL THE ELEMENTS TOGETHER:

1 THEY'VE THRILLED AUDIENCES WORLD
OVER WITH THE CONSUMMATE ARTISTRY
!

OF THEIR GUITAR SHOWMANSHIP.
AND

JOHN s
McLAUGHLIN,

lncludlng

Aspan
Orient Blye Suite ’
Chiquno/S:chla/Dawd A+
Passion, Grace g Fire &'

NOW JOHN, AL AND PACO TAKE YOU
INTO REALMS UNCHARTED ON THEIR FIRST STUDIO
EXPLORATION, “PASSION, GRACE & FIRE,"
A DIGITAL RECORDING. FOR LOVERS OF THE GUITAR-
OR JUST PLAIN LOVERS OF GREAT MUSIC—IT DOESN'T GET
ANY BETTER THAN THIS. "PASSION, GRACE & FIRE."
F‘RE JOHN McLAUGHLIN, AL DI MEOLA AND PACO DE LUCIA
e AT THE SUMMIT, ON COLUMBIA RECORDS AND CASSETTES ®

Produced by John Md.aughkn, Al D1 Meola and Poco De Luca Executive Prodicers Barne Marshol ind Philip Roberge Columbeo,

r"“m‘.e-‘---&d(n Inc. & Wii3 (BS Inc

freehand s

In a fundamentally new technique,
two hands play independently and
simultaneously, lightly tapping and
holding strings against frets.

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

THE STICK'

¢ An instruction book, “free Hands", with photcs, illustratian. and
tablature is available for S15

o Cassettes of Emmett's music are now available for $7
« “Stick” T-shurts can be purchased for $7.50 (when ordering the above

itemns add $1.00 to cover shipping and handling. In ¥ornia add
6%% sales fox).

s Custom variations of The Stick tuning or design can be made
fo order

+ The independent 2-handed playing method is patentect US
gcnem No. 4 142 436. Cther patents on The Stick include US.

833751 and 3 848 880, and foreign patents granted and pendmg
¢ Precision workmanship and ngid tempered steel trussing insure
extremely close string to fret action for light finger control. The
mstrument is guaranteed and repairs are immedicate.

¢ For our brochure and purchasing information call or write [
Emmett Chapman at [

Stick Enterprises, Inc. 00 8320 Yuocca Traidl
Los Angeles, CA 90046 Phone 213/656-6878

102

plex rhythms, African pop remains prob-
lematic. And yet, like video a few years
back, Africa inescapably seems the
next frontier.

Fact is, knowledgeable observers
began speculating about Sunny Ad€'s
potential years ago. Some Nigerians will
tell you he's been recycling Fela's licks
in the juju context for years. But already
Sunny's punctured his "Mr. Cool” image
with an athletic, energized stage act that
seemed beyond him ten years ago. And
he's substituted yet more layers of
chunky rhythms and stinging steel guitar
solos for his often aimlessly meandering
lead guitar. On Synchro System, he's
taken it a step further—he's fully inte-
grated electronics into his ensemble,
uniting organic African rhythms with
electronic textures in order to make Afri-
can music competitive with state-of-
the-art synth/pop/funk dance music.

And that's what Synchro System is all
about: dance music. It might was well be
titled Sunny Ade & The African Beats
Meet The JB's. After all, the title track,
which along with “Synchro Feelings”
and "Synchro Reprise” dominates the
record, was nothing more than a dance
riff in its original incarnation in 1974
("system" is merely the standard term
used by juju musicians to denote their
personal rhythmic approach). But where
the original was a sparse, slinky juju
shot, the new version is a hard, funky
orchestral dance track fueled by the
crunching rhythm of electronically dis-
torted drums. Synthesizer gurgles and
whooshes bubble and oscillate in per-
fect harmony with elastic rhythms. In
short, Sunny Ade has accomplished the
goal of so many Western artists—he's
transmuted the complex, vital, pre-
eminently human African rhythms to the
electronic medium. “Synchro Reprise,"
with some standard dance record re-
mix tracks, hints at a whole world of
possibilities in that direction.

Synchro System hangs together
much better than last year's purposely
sampler-styled Juju Music LP. The pul-
sating funk of “Synchro Feelings"—
driven by a wicked little guitar lick and
grunting drums—flows naturally into the
more gentle Congo-styled "Mo Ti Mo."”
Throughout the LP, the old problem of
recording talking drums (which tend to
sound muddy, especially in tandem with
the bass) is alleviated by little halos of
reverb on each drum which separate
them and produce clarity. As before, the
majestic harmonies are beautiful, the
guitar army impeccable. Synchro Sys-
tem should shut up the doubters.

Doubters will have a field day with
South Africa’'s Juluka, whose Scatter-
lings LP will probably be dismissed for
the wrong reasons. Those familiar with
traditional styles or the urban embellish-
ments of tradition a la Sunny Ade may
not understand that the earnest folk/
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pop of racially-integrated Juluka may
actually be a validreflection of their con-
sciousness. The South African music
scene remains the most European of the
African pop scene; Christian church
music, jazz and Western pop permeate
the society more than most other Afri-
can countries. Add the problem of apart-
heid andresultant colonial mentality and
you'll understand better why Juluka may
in some sense even be considered pro-
gressive in South Africa.

Unfortunately, these considerations
do not guarantee good music. The title
track—dominated, as much of the LP, by
the voice and composing of white South
African Johnny Clegg—veers between
earnest but hopelessly plodding folk
rock and ersatz acoustic "Bette Davis
Eyes” pop. The mainly English lyrics
freight the song with overblown energy
and unwieldy phraseology. The best
tracks ("Shake My Way,” “Siyayilanda”
and "Two Humans On The Run") are
pleasant pastiches of light funk, Xhosa
harmonies and accents, and jazz-
inflected flute or sax. Only on "'Shake My
Way," an irresistible little backyard party
groove, does Juluka seem comfortably
African. A little more of that groove and
they would be welcome at any party. —
Randall F. Grass

Arthur Blythe

Light Blue (Columbia)
: Subtitied Arthur
Blythe Plays
Thelonious
Monk, Light
Blue ventures
beyond the
three or four
durable Monk
bailads and
blues that have
become common currency (the three or
four that Miles Davis recorded back in
the 50s, in other words) to lay claim to
riches even Monk himself had forgotten
about. With the exception of "Epistrophy”
—the wending theme heard in truncated
form at the end of Monk's club sets—
Blythe has chosen pieces that Monk
himself played all too infrequently. The
liberties that Blythe takes with this still
provocative material—the salsa rhythms
that spice "We See,” for instance; or the
pointillistic writhing that commences
"Epistrophy”—only serve to emphasize
the prophetic role that Monk played in
jazz. Blythe's enlargements seem to flow
organically out of Monk’s odd intervals
in a manner that reveals the integrity of
composer and interpreter aiike.

In the process of honoring Monk,
Blythe reaffirms his own status as the
spunkiest and most slyly inventive of the
post-Coleman altoists, and his quintet
establishes itself as one of the supplest,
most sublimely interactive small units in
contemporary music. The sawtooth
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intensity of Blythe's "“Off Minor" solo
surely owes something to Bobby Bat-
tle's puissant drumming, and Battle's
brisk rejoinders to the altoist during their
fours on "Nutty” also announce the
drummer's increased confidence and
maturity. Tuba player Bob Stewart and
cellist Abdul Wadud retain their capacity
for delightfully startling role reversals—
best demonstrated here on the moody
free improvisation that emerges out of
"Light Blue,” and the striding counter-
point behind Blythe's solo on “Coming
On The Hudson.” While hardly asinvigo-
rating a soloist as his predecessor Blood
Uimer, guitarist Kelvyn Bell has a softer,
more tremulous sound that blends hand-
somely with Blythe's alto.

Blythe's layered voicings for this pia-
noless quintet affectionately mimic
Monk's shambling keyboard gait at
times. Monk's glancing wit and melodic
implacability are more difficult to emu-
late, but Blythe manages to suggest
them as well. The altoist has invested a
lot of himself in Monk's music, and Monk
returns the favor: the Monk pieces lend
Light Blue a consistency that was lack-
ing on Blythe's previous Columbia
releases, however thrilling their peaks.
This is a record to savor, from beginning
to end. — Francls Davls

Guthrie from pg. 44

the charts from the first LP) wasn'treally
disco, although because the rhythm
track was the focus of the song, it was
good dance music.

"I had a lot of input on the production
of both records, though. | always
arrange, produce and sing all back-
ground and lead vocals, and it's fun,
because by rights I'm a session singer
and | really enjoy creating parts and try-
ing to come up with distinctive lines and
harmonies. On Portrait | was able to
bring in Harry Whitaker, who is the per-
fect accompanist for me. He and | go
back to my days with Roberta Flack
when he was her musical director, and |
find him to be a most sensitive impro-
viser, at ease in jazz, rock or pop.

Many of the basic tracks on Portrait
were outtakes from the extremely pro-
lific original Compass Point sessions.
But Island’'s Bahamian hit factory was
hosting several new projects concurrent
with Gwen's, and the ever more eclectic
Sly and Robbie pulled Bernie Worrell in
from an adjacent studio to add some
synth lines.

"The idea to cover 'Family Affair’
came from my producers. | had mixed
emotions about it, because | felt Sly
Stone's version was definitive. But they
were big Sly Stone fans, and so the chal-
lenge became how to update the instru-
mentals and find a delivery completely
different from how he'd done his. So !
had them rearrange some things.

Initially they’d used the same guitar part
asthe original, so | had them replace the
guitar with synthesizer instead.”

In spite of serving her producers’
objectives, Guthrie's albums have been
models of democratic collaboration.
Studio whiz-kid Steven Stanley, who's
just finished producing the new B-52's
and Tom Tom Club records, contributed
songs and his considerable engineering
talents to both Guthrie vehicles, and
seems slated to produce her third. Guth-
rie, whose own songwriting has been
liberally featured on her solo efforts
(although nothing so fine as “Super-
natural Thing") still looks forward to
really being able to cut loose with some
material radically different from the Bits
& Pieces formula.

“l was upset that we didn't get a
chance to do another reggae tune on
Portrait, but we had already cut enough
tracks and had to work with what we
had. But I've written some tunes that go
farther thanjust reggae. Andi'd like to do
some more pop kinds of tunes, maybe
use strings, which I've been avoiding. I'd
really like to do a very versatile, Quincy
Jones brand of pop.” — Carol Cooper

Morse from pg. 44

The stage was set, the question
posed: could P.I.T. survive its own
excesses? Steve Morse, a patron pontiff
of P.L.T., arrived to answer in the affirma-
tive with ex-Dreggie drummer Rod
Morgenstein and relative unknown-
who - may - not - stay -that-way-for-long
bassist Jerry Peek. Moving confidently
through a set of Dreg classics and old
and new originals, Morse revealed a
keen understanding of how toration and
pace a P..T. performance. The music
was no less inventive or demanding
than the Fents’ had been, but spread on
the simpler frame of an intelligent power
trio, Morse's ideas could be heard and
digested more easily. The high point of
the evening came when Morse inter-
rupted his Hendrix/Allman/McLaughlin
excursions to play three perfect acous-
tic jewels, including two exquisite and
ambitious solo guitar pieces and a
baroque keyboard-guitar duet with Mor-
genstein. For an audience fried out of
their guitar cases on P.L.T., Morse rubbed
on cooling salve and offered the bottom
line it-don't-mean-a-thing: all those fast
notes are only as real as the melodies
they create.

Having delivered this revelation,
Morse resumed the electric P...T. cele-
bration; the doubters were converted
and the two-song benediction was deli-
vered by the real McCoy himself, Rick
Derringer. Purged but still prodigious, the
congregation then hurried home after 2
a.m. in small groups to avoid patrols of
the New Wave Red Guards and the KGB
(Kritics for Garage Bands). — Jock
Balrd
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book revolutionizes the traditional beliefs for
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Awareness and mastery of the Gan-Tone
laws in this book—which are simply and
clearly described—will enable amy sincere
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Adrian Belew
Twang Bar King (Island)

Despite a well-
earned repu-
tation for dare-
devil guitar

ADRIAN BELEW gymnastics,
TWANG BARKING | Agrian Belew
1S a good old
boy at heart...

well, at least
he seems to
be, part of the time anyway. With his
second Island effort Twang Bar King,
Belew and his long-time working band
Ga-Ga (plus studio ringer and drummer
extraordinaire Larrie London) make very
convincing noises in a more or less
mainstream pop context, and if Belew
hasn't completely subsumed his many
artistic reference points (collaborators
like Zappa, Bowie, Talking Heads and
King Crimson; and seminal influences
like the Beatles and Hendrix), at least he
isn't wearing them on his shirtsleeve.

Twang Bar King is of the Chineseres-
taurant school of pop: one from column
A, two from column B plus assorted
appetizers. Belew is one of the most
delightfully schizoid figures in pop, and
those hanging around in hope of some
extended jerk-off vamping over an osti-
nato are in for a real long wait. The good
old boy aspect of Belew's personality is
rooted in his blue-collar rock 'n’
roll/R&B roots, which is to say, he writes
songs. His main input isn't lead guitar
but rhythm arrangements, and he never
really solos, maybe he'll just comment
on the verses in a decidedly hooky
manner (as on the Little Richard-like
screamer "I'm Down,” the new wavish
boogie of the title tune, and the honking
and shouting of “The ideal Woman”).

The other side of Belew's coin is a
kind of Afro-Eurasian textural sensibility
which shows up in the form of cinematic
castles made of sand on | Wonder,” the
touching dirge “She Is Not Dead" and
the high-life inflected power surge of
“Jungle Jam" (with Larrie London's
tiger-in-his-tank pulse forming a con-
vincing argument for getting him out of
the Nashville studios and into the front
lines where he belongs). It's a paintetly
approach, and becomes more and more
effective as Belew's narratives show
less tongue and more chic, particularly
on “Life Without A Cage,” “Another
Time” and “Fishhead,” which hold up as
songs and not merely verbal pastiches
on which to hang some hooks.

Still, even if a tone poem like “The Rail
Song” comes across as overblown,
literal sentiment, and if Belew (like
SCTV's Joe Flaherty in his soliloquy to
Crystal Gayle en the subject of "crit-
ters”) feels more comfortable doing a
Doctor Doolittle shtick (on the quite
lovely "Ballet For A Blue Whale™).
Twang Bar King proves that while
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Adrian hasn't quite reached his ultimate
synthesis of song and sound, he's well
on his way. — Chip Stern

B-52’s
Whammy! (Warner Bros.}

; Whammy, eh?
Shammy is
f more like it
Remember

] when the

' ; B-562's used

to be... well,
| fun at least?

The memory
! is fading fast
This album is an aspic of congealed
mannerisms. Guitarist Ricky Wilson and
drummer Keith Strickland play all the
instruments, leaving keyboardist Kate
Pierson to yawp along with Cindy Wilson
and the increasingly insufferable Fred
Scnneider through a set of "songs” that
barely justify the name. What happened
to these people? They can't be all writ-
ten out—since 1979, they've come up
with two LPs. one mini-LP (**'Six songs at
a special price”) and now this: nine
sangs (at least two of them throwaways,
ore a Yoko Cno caver) at the usual
price, the whole thing clocking in at
about seven-and-a-half minutes more
han the aforementicned mini.

Deeply dire, friends. The only compo-
sition here that approaches the thresh-
old of catchiness is the opener, "Legal
Tender,” which boasts some cute key-
board sounds and an almost interesting
lyrical concept (beat inflation by coun-
terfeiting cash) courtesy of Ricky Wil-
son's sometime songwriting collaborator
Robert Waldrop. But cuteness is all it's
got—there’'s no real song—and from
this point, it's downbhill all the way

“"Whammy Kiss" {"Come on mammy
and give me ihat whammy,” Schneider
squawks) is, to these ears at least, unlist-
enable, as is the witless "Butterbean.”
*Song For A Future Generation” could
have been interesting—the idea that
one might live on into other, more inter-
esting lives through one’s children is not
without promise—hut the group brings
nothing tc it beyond the usual callow
whimsy. The same goes for "Queen Of
Las Vegas"—any song centered on a
mother's deathbea advice cries out for
at least a token human touch; but the
guiding minds behind the B-52's seem
unable, or unwilling, to provide it. The
rest of the record nardly merits discus-
sion. Yoko Ono's "Don't Worry"” is an
outtake from another project; “Trism” is
too lyrically oblique to have any effect,
and is in any event musically useless;
and "Work That Skirt" is aninstrumental,
for chrissakes

| can't say that this is the worst record
I've heard so far this year (Rickie Lee
Jones' is way out ahead). But | don't
know about you.... — Kurt Loder
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S H O R T

Donna Summer

Donna Summer — She Works Hard For
Her Money (Mercury). The best thing
about Michael Omartian's production on
this album is that he understards
Summer’s voice as well as Giorgio Mor-
oder did, but also knows how to turn that
voice into a rock instrument, which Mor-
oder didn't. Consequently, all the charm
and character that made the disco hits
so lovable is here with bells on, which is
good news. Moreover, Omartian realizes
that the trick is not to surround Summer
with gimmicks but with songs that suit
her voice, and that the best way of get-
ting those songs is to write with her. But
the best news of all is that Omartian can
tap in Summer's Christian instincts with-
out letting her turn maudlin, with results
that are downright inspirational. She
does indeed work hard on this one.
Mitch Ryder — Never Kick A Sleeping
Dog (Riva). This is Mitch Ryder’s resur-
rection as the original soulful rock sing-
er, and if you have any doubts, just cue
up “When You Were Mine" and listen to
how he's added a whole layer of world-
weary regret to Prince's lament on lost
love. It isn't just inflection at work here,
but the sort of knowledge that you only
get from experience, and perhaps the
most inspired move that John Cougar
(or, as the album credits him, the “Little
Bastard") makes here is matching Ryd-
er's tired growl with that of Marianne
Faithfull for the aptly-titled “A Thrill's A
Thrill” They don't sing 'em like that
anymore.

Rod Stewart — Body Wishes (Warner
Bros.). Yeah, | know the title sounds like
another dose of “D'Ya Think I'm Sexy,”
but as it turns out, this one comes out
rocking and does surprisingly well by it.
Sure, the rhythm tracks are squeaky
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Mitch Ryder

Joe Waish

T A K E

By J.D. Considine

S

Quarterflash

clean, with all the guitar raunch eg-edto
within an inch of its life, but Stewart's
voice cuts like a knife, and that finds him
leading the band instead of the other
way around. Aside from “Ghetto Blast-
er”" a teen-jungle number as feisty as
prime Alice Cooper, the songs aren't
much to write home about, but the per-
formances more than compensate.
Joe Walsh — You Bought It, You Name
it (Full Moon/Warner Bros.). It's typical
of Joe Walsh that the catchiest number
here—his “Thanks For The Mammar-
ies” number, “I.L.B.T.'s"—is totally unfit
for airpiay and likely to offend any
number of female listeners. It's also typi-
cal that Walsh doesn’t care, any more
than he worries over whether or not we
really need a song called "I Can Play
That Rock 'N' Roll.” What's atypical
about You Bought It is that Walsh's laid-
back obnoxiousness has earned him his
best album to date. a record wat's as
much fun as a Southern frat party and
about as well behaved. Just try not to
pass out on the turntable, okay?

The Fleshtones — Hexbreaker! (1.R.S.).
Their 60s fixation firmly in place, the
Fleshtones show up on the cover of this
album wearing clothes you probably
haven't seen since the last time you
looked at your Love albums. The good
news I1s that this time they've got the
sound to go with it—not just the licks, but
also the over-the-top enthusiasm of
ambitious semi-competents. Buf even
though the ragged edges suit the instru-
mental tracks to a tee, Peter Zaremba's
vocals are stillawkward enough to make
the Fleshtones sound like poseurs. After
all, even tne Kingsmen could yelp on
pitch.

The Plimsouls — Everywhere At Once

(Geffen). Now here's a garage band that
has come to terms with its time. Even
though producer Jeff Eyrich has slicked
up the Plimsouls, tightening the arrange-
ments and turning “A Million Miles
Away" into mainstream hit material, he's
left the band’s bite and drive intact. So
not only are the Plimsouls able to make
the most of their smarts, as on Pete
Case's “Shaky City,"” they also enjoy the
luxury of sounding dumb, as on the
grimy, “Lie, Beg, Borrow And Steal.”
Loverboy — Keep /t Up (Columbia).
More pre-fab riffs, more sly double
entendres, and enough high-tech
sweetening to turn them into a second-
level Foreigner ought to be enough to
keep this album on the radio through
November. With any luck, you'll be out of
town then.
Malcolm McLaren — Duck Rock
(Island). Would you buy a used trend
from this man? After foisting off the Sex
Pistols and Bow Wow Wow, Uncle Malc
is out peddling refried Afro-pop, muzak-
ed Lucumi rituals and second-hand
scratch mixes. It's fun when it works, as
on the turntable-mad "Buffalo Gals,”
and boring when it doesn't, as on the
hopelessly lame “Double Dutch,” and
utterly forgettable the rest of the time.
Quack, yourself.
Jr. Tucker — Jr. Tucker (Geffen). This
eighteen-year-old wunderkind is already
a sensation in his native Jamaica, but
with Ray Parker, Jr. behind the board,
he's the pop voice that Raydio never
had. Tucker's voice is innocent enough
to carry off a conceit like “Going
Through School And Love" without a
snigger, yet as an artist, he's mature
enough to use his vocal control to make
continued on page 113




Designing powerful and affordable package PA’s that also provide the:
convenience of portability is no easy'task. Many have tried, but found that:
in order to succeed, features had to be compromised or power ratings had
to be lowered. At Peavey, we've put it all together. Our XR-400™ XR-
500™, and XR-600B™, represent the finest choice fin packaged PA
systems available today.

Each of these units has full-featured mixing and patching capabilities
including active EQ, monitor send, effects, and level control on each
channel, The master section ffeatures reverb, main and monitor along
with either a five, seven, or nine band graphic equalizer.

We didn’t skimp on power either. The XR-600B™ features a full 300

atts RMS into a 2 ohm load. Our exclusive DDT™ compression circuitry
{XR-600B™ and XR-300"") increases the apparent 'headroom of the
[amplifier by automatically “sensing’’ and eliminating distortion. This
imeans that the system will stay clean, even when driven to maximum
levels, by utilizing every precious watt of power available,

The XR Series™ mixer/amplifiers represent unbeatable value for
musicians requiring a portable, affordable PA that has the features and
powen of larger systems.

See your Authorized Peavey Dealer/for full details on the complete XR
Series™ line including our XR-700™, XR-800™, and XR-1200™ stereo
powered mixers. While you're there, ask for a copy of the Summer '83
issue of the Manitor magazine. It'll show you all the specs and features on
the most advanced line of sound systems on the market.
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By Don Palmer

Yea, | know these aren't jazz albums, but
everybody keeps mentioning the blues
influence on Miles Davis, Lester Bowie,
Ornette Coleman, et al, and blues
names appear in jazz album dedications
and even in the Death Done Made Us
Part sections of reputable publications.
But the blues are more than just a con-
venient journalistic reference point, as
numerous quality releases from i{ast
year demonstrate.

Albert King — San Francisco '83 (Fan-
tasy). Albert King celebrates the fit-
teenth anniversary of his Fillmore West
debut with his first new release in nearly
five years, and it's a good one too—un-
adorned, no-nonsense blues with just
King and rhythm. King's economical
phrases and hovering, held notes urge
the band to peaks of tension that are
released in choked and biting runs. He's
a master bluesman capable of express-
ing emotional possibilities in a succinct
manner, both instrumentally and with his
deep, commanding voice.

A.C. Reed — Take These Blues And
Shove 'Em (Ice Cube). Never mind the
Johnny Paycheck title rip-off, because
this is no country cover. Tenor saxo-
phonist Reed and drummer Casey
Jones (both work with Albert Collins)
have produced a tough urban blues
album rivalling Junior Wells' classic
Hoodoo Man Bilues. Reed honors name-
sake Jimmy on half the songs, retitling
and straightening the inebriated, con-
cupiscent rhythms into forceful struts.
But it's the lean, aggressive funk and the
unlikely combination of Delta-rooted
guitar interplay with synth-like vamps
that make this album vital. Reed sur-
rounds his gruff vocals and beefy R&B
tenor with several of Chicago's more
capable young biues players, including
guitarist Lurie Bell and harpist Billy
Branch.

Rocking Dopsle & His Cajun Twisters
— Hold On! (GNP Crescendo); Clifton
Chenler & His Red Hot Louislana
Band — /'m Here (Alligator). Dopsie is
one of the heir-apparents (along with
“Buckwheat” Dural) to Chenier’s “King
of the Bayous” crown, but they'll have to
wait a little longer because Chenier—
the Jimmy Smith of zydeco accordian—
is a modernizing monarch. On his first
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studio date since recovering from a
debrlitating illness, Chenier exuberantly
fronts a seven piece band while dashing
oft short solos, answering his horns
with clever melodic riffs, or settling into
the ensemble with tension-building obbli-
gatos. The band snaps out the rhythms,
both on the laconic shuffles and percus-
sive Caribbean-influenced waltzes.
Dopsie, no slouch himself, commands a
generous bayou following with material
less daring than Chenier's. Rhythmi-
cally, the Twisters are less fluid than the
Red Hots, but with their cross rhythms
and muffled backbeat they rock a
groove just as harc.

James Booker — Classified (Rounder).
The eccentric N'Awlins pianist has
finally scored a legitimate US release,
but .on first hearing | was disappointed
that Booker sounded more controlled
and sedate than on his previous albums.
It took a third listen before | realized how
marvelously Booker feeds various
styles into his dense orchestral concep-
tion. His uncanny knack for finding the
blues in pop standards and gospei con-
viction in secular love songs is matched
only by his penetrating, manic warble.
Booker's layered, two-fisted clusters
redefine possibilities first explored by
Jelly Roll Morton (Piano Classics,
1923-24, Folkways) and continued by
the likes of Tuts Washington and Profes-
sor Longhair.

Z.Z. Hill —The Rhythm And The Blues
(Malaco). I've yetto hear Hill's 1982 W.C.
Handy award-winner because Southern
soul—that regional amalgam of gospel
and blues—is harder to find than Bar-B-
Q with cole slaw in New York City, but if
this new release is indicative, count me
in. Though in the Hi Records/Willie
Mitchell mold, Hill avoids the mellifluous
pop/gospel vocalizations of Al Green.
His voice slides from sermonizing
growls to falsetto moans with tusty
urgency. Producer Tommy Couch
keeps the arrangements interesting with
staggered guitar/horn/piano lines,
although the love ballads and strings
temper Hill's gritty edge to some extent.
Clarence Gatemouth Brown — One
More Mile (Rounder). Despite over thirty
years of experimentation with blues,
bop, country and Cajun musics of his

native southwest, Brown is probably
revered more for his novel appearance
as a black man in a cowboy hat than for
his finesse, musical knowledge and
instrumental prowess. But the Puddin’
Head Wilson of American regional
music garnered some long overdue
recognition with 1982's Grammy-
winning Allright Again, and now he's
enjoying the accompaniment of musi-
cians capable of keeping time without
his guidance. Though Brown's vocals
don't duplicate the droli cool of Roy Mil-
ton or the insouciant, impassioned
sound of Junior Parker, he has enough
sense to avoid slavish re-enactments,
and his crisp guitar, songful fiddle and
blues orchestrations fill in the gaps.
Jimmy Johnson — North/South (Del-
mark); Lonnie Brooks — Hot Shot (Alli-
gator). Versatile guitars, fatback bass,
rock-influenced drums and witty lyrics
should make for some hip contemporary
blues, yes? No. North/South is as thin
and tinny as a transistor radio. Not even
his compact phrases and careful attack
can differentiate Johnson'’s guitar froma
rhythm section that punches out its
modulations and grooves lackadaisical-
ly. Louisiana rocker Brooks, on the other
hand, sticks to his succesful formula to
deliver a typical bar-storming set of
swamp funk, Cajun ballads and plenty of
black magic.

Joe Turner —Life Ain’'t Easy (Pablo);
Jimmy Witherspoon with Panama
Francis & the Savoy Sultans — Sings
The Blues (Muse). Two singers influ-
enced by Jimmy Rushing, one is a
rough-and-tumble shouter, the other an
urbane crooner. Turner is in fine fettle
these days, regularly rocking the house
at Sweet Basil, Fat Tuesday's or Tramps.
The Pablo, recorded in 1974, finds
Turner in comparable form but in a dis-
tinctly different mood, storytellin’ (rap-
pin’, if you like) with menacing honesty
over spare, creeping after-hours
grooves on loose jams with Roy
Eldridge, Lee Allen and Al Grey. Wither-
spoon’s 1980 session is more formal. He
pays homage to Rushing with Basie-ish
backing by the Sultans. The session
swings nicely: George Kelly roars on
tenor, and Spoon conscientiously re-
creates the Rushing sound. But com-




pared to the expiosive Basie orchestra
of '37 and '38—well, we'te talking loco-
motives and Datsuns here.

John Jackson — Deep /n The Bottom
(Rounder). This black songster is one of
the last of a generation whose careers
were extended by the 60s folksong
movement. With a twangy Virginia drawl
and leisurely, accomplished finger-
picking, Johnson is a conduit for black
folk tales that date from slavery. He
offers a glimpse at a peculiar society—
one virulently racist, foyally paternalistic
and deeply committed to the belief that
music is an honest expression of the
human spirit. Contradictory and knuckle-
headed beliefs fade after a time, and so
has Jackson's music. His voice and
picking lack the spry affirmation of his
first two Arhoolie releases.

Reissues: Howlin’ Wolf (Chess)breathed
life into the music that originated in the
Mississippi Delta in the 1920s. Woilf's
raspy, ferocious voice, with its blue
yodel, was an extension of the Delta’s
deep blues tradition. And he stood at the
heart of Chicago blues. Without Wolf,
without the weird, hunching drone
rhythms of Bo Diddley (Chess), without
the salacious roadhouse rhythms and
molasses-thick drawl of Slim Harpo, The
Original King Bee (Rhino), rock 'n’ roll
might never have introduced passion to
middle America.

Rock Shorts from pg. 110

the most of every twitch in the rhythm
section. With his voice and Parker’s pro-
duction, this could be the start of some-
thing big.
Jim Capaldi — Fierce Heart (Atlantic). A
terrific set of songs—richly melodic, har-
monically acute and generally percep-
tive on both a lyrical and spiritual
level—that somehow seem unmarked
by their performances. Occasionally, as
on “That's Love,” or “Bad Breaks," the
sonic signature of Steve Winwood
breaks through (I'll forego the obvious
remarks on affinities), but for the most
part this music remains pleasantly anon-
ymous. While that's enough to make
me appreciate Capaldi's strengths as a
writer, my instinct as a listener is to wait
for the cover versions.
Quarterflash — Take Another Picture
(Geften). Boy, just when I'd worked out a
bunch of nifties along the lines of “just a
Quarterflash in the pan,” they come
along with an album that sounds like
another winner. It isn't just the pop mate-
rial, which at least would have lived upto
preconceptions; Quarterflash actually
rocks a couple of ‘em here, and with the
sort of vigor that makes their bar band
origins ring truer than ever.
The Alarm — The Alarm (.R.S.). This
Welsh quartet has a lot of good moves—
sharp, ringing guitar figures; dark, Dylan-
esque harmonica; good, sturdy melodies
continued on page 118

“JAZZ IN ALL STAGES

ITS DEVELOPMENT

HAD TO DO WITH FREEDOM.
OTHERWISE IT WOULDN’T BE JAZZ.

—=Sun Ra

60262

ERIC GALE—Island Breeze

Master geitarisi Eric Gale witha broadly appealing album fusing
contemporary musical influences from Jazz te Caribbean to R&B.
Featuring an all-star cast including Bob James, Buddy Willioms,
Gary King, George Young, Ralph McDonald and stumning vocalist
Sandy Barker. Compositions include “Boardwalk” end “Dark
Romance” by Bob James, and “Island Breeze,” “Mv Mama Told
Me So;” oind more.

60261

| THE GRIFFITH PARK 11 COLLECTION

—The Concert

When Chick Coreq, Stanley Clarke, Lenny White, freddie Hubbard
and Joe Henderson collaborated as a straight-ahead acoustic
bond, they created one of 1982’s most importont Jazz albums.
When they went out on a limited 5 city tous, they reached amaz-
ingly inspired improvisationel heights and it’s coptured here on 2
records. “| Mean You “Why Wait] “My One And Only Love,
“Guernica” and more.

601468
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RED RODNEY & IRA SULLIVAN—Sprint

An exceptional ‘live’ performance at the Jozz Forum of two leg-
endary giants leading the most exciting quintet on the Jazz scene
today. Featuring Red an trumpet and flugelhorn and Ira an Alto,
soprano and flute with Gary Dicl—piono, jay Anderson—bass

§ and Jeff Hirshfield—drums. Brilliant performances of Gary Dial
compositions “My Son The Minsirel,” “How Do You Know,” and
“Sprimt” and classic readings of “As Time Goes By,” and “Speak
Like A Child”’

LENNIE TRISTANO —Manhattan Studio

Recently discovered tapes from Tristano’s New York studio of the
visionary pianist in o set of extraordinary improvisations on
“Lover Mam” “There Will Never Be Another You” “Mean To Me
“Pll Remember Apri)” “I'll See You In My Dreams,” and more.
With Peter Ind and Tom Waybern. A rare masterpiece that pro-
vides new insight into the work of a brilliant musical thinker.

AHEAD

STEPS AHEAD

Virtuosity and musical synergy obound on the debut American
relense of a true susperband, STEPS AHEAD, featuring Michael
Brecker, Mike Mainieri, Eddie Gomez, Peter Erskine and stunning
Bruzilian pionist, Eliane Bias, “Pools,” “Islands” & “Skyward
Bound” lend the way.
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Flock from pg. 30

seems to be having trouble hearing him-
self, is gesturing to the roadie running
the monitors. The roadie turns up
Score's mike for his high background
part; it is too loud. Then come the low
notes of the verse and Mike can't be
heard. He touches his mouth and shoots
a look sideways. Nothing happens. He
repeats the gesture. A small change in
levels fails to do the job. The song has
been spoiled for him. Worse, the caul-
dron of low-end rumbie in soundcheck
is still there, possibly because the
bleachers are not completely full. For
want of a few hundred more bodies....

Again the unfamiliarity of the crowd
with Listen runs smack into A Flock's
determination to play every cut from it.
This first costs them in reduced enthusi-
asm, and then, when they insist on play-
ing the lengthy two-chord ballad “The
Fall,” in wandering attention. They re-
cover this by unveiling a remarkable
stage backdrop that resembles space
colonies on Jupiter, and double-timing
the show again, using “l Ran" as an
anthemic encore-producer (a similar
attempt to anthemize “Wishing" appears
less successful). As they race back on
for their encore, the fight to get control of
the monitor mix and the boomy acous-
tics becomes undone: Paul's mike is
turned up instead of Mike’s, and his ca-
sual vocals become broken up, unbe-
knownst to him, rendering the finale "(It's
Not Me) Talking” a grim, deafening
throw-away. The boominess spreads
like tar. But for all the problems, the band
has indeed put on a good show; much of
the audience leaves praising the
backdrop.

As the band runs offstage and down
into the depths of the concrete maze, the
journalist follows Mike closely; his heavy
cotton shirt is completely soaked
between his shoulder blades and he
mutters, “It was just so hot, I just...." He
is convinced the show was a disaster.
Frank is furious. “I couldn't hear any
drums! | had to time Ali by hearing the
acoustic click of his stick hitting the
snare.” Using electronic drums does
have a price. As the band reaches the
locker room, the entourage is deftly
turned away by Chas. “We're going to
have a little talk right now; please come
back in fifteen minutes.” Animated discus-
sion is heard frombehindthe closed door; it
is very likely that the soundman will be
doing another job the night after next in
Atlanta—being one of the men, he won't,
of course, be fired.

It is a tired and depressed band that
gradually calms down and licks its
wounds. A group from the British
embassy has come round to say hello
and Mike, ever the diplomat, chats with
them for a while. Of all the band, only
Paul feels reasonably well about the gig;
his solo on the fade of "Man Made" was
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one of the high points of the show. The
journalist jokes about how inert he
looked before going on. “Well, you've got
to get your gig together,” he shrugs.

For the band that has always had it
easy, things have become difficult. The
Cinderella stairway to stardom that put
these kids from Liverpool in limos has
become steep and pitted with potholes.
America is simply not going to effort-
lessly accept a record like Listen the
way itdid “| Ran.” But a little work doesn't
seem to be hurting A Flock Of Seagulls;
the fact that they care enough to get
angry when their shows are imperfect is
an indication that these new obstacles
will be overcome. If the bubble bursts
and the limos disappear, they could
even make the critics like them. Espe-
cially if they ditch the hair.

Captain Pernod sits in the wreckage
of the locker room. Having given away
his ration of Pernod and grapefruit juice,
he makes do with a beer. “There's no gig
tomorrow?” he asks cautiously. “Oh,
thank God. I'm going to sleep all day.”

Flock Boxes

Mike Score uses two Roland SH-101s
and a Juno 8, piped through a Studio-
master powered mixer and into two
Roland 3-way speaker systems, He also
uses an Aria guitar through a Roland JC-
120 amp.

Paul Reynolds plays a Kramer through a
Pro-Co Rat distortion and a Roland RE-
501 chorus echo and thence to two JC-
120s. He also uses a Roland GR-3000
guitar synth.

Frank Maudsley plays his Gibson Artist
bass through a Boss flanger, an Ibanez
multi-effects unit and an MXR 6-band
equalizer taped to the head of his Ampeg
V6B. He also uses an Ibanez bass for
funkier parts.

All Score uses Simmons drums and
Paiste cymbals. While Mike just bought a
Drumulator, the band still uses a Roland

TR-606 drum machine for two songs. B

Taylor from pg. 38

place of genuine ideas, if one wants to
be Machiavellian, one seeks to stimu-
late controversy, and intimidate, caus-
ing furor.... The bromide, empty barrels
making the most noise. Nothing's hap-
pening. Actually, that personality in itself
is minimal; the real ogres are the people
who employ It (Stanley Crouch) and use
It. As a matter of fact, It walked into
Sweet Basil the other night, and | was
sitting close to the door. It spied me and
It shook It's umbrella at me as It went by.
Which is about the height of It's level of
persuasion,

I'm preparing two things that will
address certain aspects of the disease.
There are much more important things
to do, but it was what made me really
examine my temple—it just made me
stronger, and has made me more silent,
and (in a raspy whisper) haarrrdd, very
hard.

Musiclan:/ was talking to Anthony
Davis about this same problem: the
double-edged sword of racism.
Taylor:In the case of Anthony Davis,
it's attitude towards that man's music is
just another indication of his blindness.
The question isn’t whether the material
Anthony uses should or should not be
used; the thing that must be taken into
consideration is that the attempt is being
made and how maturity will lead Mr.
Davis to eventually create what he will
create. Hopefully, it will be something
that will help us all.

But on the other hand, look at what It
cottons to; music that is post-bebop,
even some ne'er-do-well bebop at that, and
some of it that isn't interesting at all. Mr.
Davis should realize that it's going to be
very difficult for dunderheads to deal
with him, because they're not even
ready to deal with me yet.

Musiclan: Will dunderheads ever be
ready?

Taylor: That's the problem. Because,
once you really realize where you are in
the totality of the society you're living in,
it's very obvious. One of the things that
makes Western civilization run is cash
flow, and if you're not doing something
that's stimulating the cash flow, it's on
you buddy. Nobody asks us to try to
make beauty if it's not co-signed by a
corporation. It's incumbent upon you to
find out exactly what the margins of your
existence are going to be.

Musiclan: Which is something I'm sure
you had to come to grips with early onin
your career.

Taylor: I'm an only child and | love the
idea that | was treated like a prince. It
took me along, longtime. Because | was
spoited, | was always very sure of what |
wanted to do. | did not necessarily
understand all of the ramifications and
the responsibilities attendant to the
position | took. But if you're fortunate
enough to live in spite of all the
cigarettes you smoke every day, the
dunderheads are going to be made even
more uncomfortable....

The big band is doing very well right
now. We've got an incredible female
vocalist, a Latino percussionist; I'm re-
citing poems, dancing and chanting. I've
also got a whole program of new music
that I've been working on for the last four
months. There's so muchtobedone.I'm
very excited right now. | think that I'm on
to something. The Puritan ethic was so
devastating to us, because it took the
whole pleasure of life out of living.
Musiclan: When | really started investi-
gating African music, | realized how
many similarities there were with your
music. Throughout your music there’s
constant call-and-response. The way
you approach rhythm and melody is so
much more African than Western. You
don’t separate rhythm from melody the

continued on page 122




Discover How\W ell You “an Play.

Amaze Yourself With
Homespun Tapes.

Now in our 16th year, with over 220 great instrumental instruction tapes.

Rock Rhythm
Guitar
Amos Garrett

Amos Garrett teaches the ins
and outs of great rhythm
guitar, from the styles of
Chuck Berry and Bo
Diddiey through the soul
grooves of Memphis, Muscle
Shoals, and Motown. These
six one-hour tapes will help
you develop your playing so
you can reaily get a band to
swing! You'll learn chord
shapes, pick technique,
arpeggias, strums and
chops, drills and exercises,
taught by a studio musician
and performer of many years
expenence. A must for
electric guitarists, whether
novices ar professionals.
Includes iHllustrations by full
rhythm section.

Artle Traum

One of Homespun Tapes” best
selling serles, this taped
guide to lead playing takes
you through the electric

King, Albert King, Chuck
Berry, Eric Qapton, Jimi
Hendrix, and others. Artie
Traum, perfotmer, recording
artist, teacher and author of
Improvising Rock Guitar,
carefully builds the technique
and understanding necessary
to play lead electric guitar
from its most basic licks to
improvised blues, rock, and
even jazz solo playing. You'll
be playing in a variety of
styles and techniques, in
every key and position.
Each &ape includes many vari-
ations of runs, licks, and
compiete solos, as well as
helpfud hints on pick technique,

blues/rock quitar styles of B.B.
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Soloing
Artl Funaro
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Now you can play dynamic,
exciting lead solos with any
band and in any style of rock
or pop mustc! These s tapes
will teach you advanced
blues improvising. funk,
heavy metal, jazz/pop. and
even New Wave solos that
wilt enable you to step out
and be heard! Arti Funaro,
lead guitanst for Joe Cocker,
Gatland Jeffries, 1an Hunter,
and others, has recorded
these clear, precise teaching
cassettes tc challenge lead
quutarists on all levels, with
solos in the styles of Van
~alen, Santana, George
Benson, Doobie Brothers
and many others. Arti
demonstrates his solos with a
hot four-piece rhythm section
SO you can really hear how
they'll sound. Let Arti show
you how to solo like a pro!
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Bass
Roly Salley

The perfect introduction to
rock, blues, country, and R&B
bass playing! Roly Salley,
veteran Woodstock and LA
performing and recording
artist, moves you quickly from
basic techniques to song
accompaniment, chord
progressions, theory,
scales, exercises, and
dozens of great bass lines
In short, ali you'll need to
know to play the bottom
notes and rhythmic pulse to
really get a band cooking.
These six one-hour cassettes
inctlude Basic Rock and
Country Bass, Blues Lines,
The Walking Bass, The
Shuffle, Waltz and Jazz 6/8
Time, Chromatic Walking.
turnarounds, intros, right
and left hand technique,
and much mosel
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Muta from pg. 44

accepted as part of that system. So that
poem was written to say it's not too good
to stay in a white man's country too long
a-building it up when you're never going
to be accepted as part of that system.
Now you have some people can't under-
stand these sentiments. Why is it |
always wonder that whenever a black
man write to black people, him get called
a racist? | never understood that. Some
people take these things personally, like
it's to make them feel inferior. But it's not
that. More importantly, we write certain
things so people will understand how we
feel.”

Two reasons the redemption songs
found on Check It carry so much emo-
tional and esthetic impact are co-
producer Earl "Chinna” Smith's stunning
musical craft and Muta's own stirring
lyrical wit. On “Hard Time Loving,” for
example, he presents the plight of young
lovers forced to curb their appetites
because of their social reality. Accom-
panying such anti-romanticism is one of
the record's many surprising twists on
reggae’s riddim forms—twists which
often contain goofs like the invocation of
"Greensleeves” which opens "Hard
Time Loving.” In performance at the
Ritz, Muta showed that he could use a bit
of seasoning in the area of pacing and
building a show, but his visual and musi-
cal presence is undeniably a command-
ing one. — Greg Tate
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Professional Groups like: Pat Benatar, Roy Clark, Heart,
Jefferson Starship, Marshall Tucker, Pink Floyd, The
Scorpians and Frank Zappa choose Carvin because they feel
it's the best!

At Carvin you're not only buying the best, but our “Pro Net™
prices are attractive because you’re buying Direct from us.
Send $1 for your 1983 80 page Color Catalog. Send $2 to
RUSH by 1st Class mail, $5 for foreign countries. For product
information, Call Toll-Free 800-854-2235 (Calil. 800-542-6070)
Master Charge & Visa accepted.

CZIrRe-TOTMMOOIDP

' Direct Pro Net Prices on all Carvin Products as shown

R540-M Concert 30° Radial Horn — Pro Net $269 List $495
1330-M Horn-loaded Bass Systern — $239 List $495
980-M Pro Radial Horn//Bass System — $349 List 3695
750-M Pro Stage Monitor — :$169 List $295
MX1202 12 Ch Stereo Recording Board — 81195 List $2595
DCAS00 800W (bridged) Stereo Power Amp — $599 List $1095
DCM301 300W Monitor Amp w 9band EQ — $349 List $695
EQ2029 29 Band 1/3 Octave Equalizer — 5259 List $495
XC1000 Stereo Electronic Cressover — $269 List $495
DC200 Koa Guitar with Gold Plating — $570 List $1140
XB112 All-Tube 1-12" “X” amp w Celestion; — start at $449
B215-M Dual 15" Magnal.ab Bass Enclosure — $249 List $495
PB150 Bass Head w'Compressor & Parametric — $399 List $795
V412-M Lead Stack w 4 12" Celestion spks — $399 List 795
X100-B British 100W “X” Amp head — $579 List 51195

JBL speakers optional or: most madels.

Write: CARVIN, Dept. MP-43, 1155 Industrial Ave.,
Escondido, CA 92025
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Asch from pg. 94
he later told journalist Israel Young that
he “never got to see Moe Asch"). When
he came up with some overly political
songs he wrote to benefit Broadside
magazine (a mimeographed, topical
publication founded by Pete Seeger and
Sis Cunningham), Hammond arranged
for him to go into the studio under the
alias Blind Boy Grunt with Asch at the
production helm. Several of Dylan’s per-
formances are still available ona couple
of discs in the Folkways catalog.

But Asch’'s main aesthetic task over

the past two decades has been to
%%EL%EJM decide what material is good enough, or
carries sufficient cultural weight, to be
15 and 1¢’ on Folkways. "I's hard to spell out the
diameter shells, criteria,” he says evenly. “You use your
102" deep. Foeeif .
Only eeling and your whole experience when
from the Leader. you hear something and you decide

whether it is right or not. | am interested
in the music primarily as a social
expression, not as a technical expres-
sion. The music that t issue should have
some humanistic purpose.

"It is really not so difficult,” he con-

Send $2.00 for catalog

20 Yoars of Loodership P— — tinues,' “to know what is.the truth and
what is falsehood. For instance, you

Trust the leader‘@ e know the twang that many folk singers

LATIN PERCUSSION: developed after Bob Dylan. This is false,

OEPT Ma - 160 Baimont Avenue + Garfield, NJ 07026 it is not common to the man. With Dylan,

of course, it was the poetry that counted
rather than the rendition. His popularity
was a combination of the rendition and
the poetry, but that style wouldn't work

for Folkways. On my Broadside ses-
sions with Dylan, he was dealing with
specific political and economic prob-
No ;g :-t :Aetheny Ja;z Cirgan Dire S"r:tsm lems, so he didn't falsify his voice. He
N0.22.. Stevie Wonder, Rock and Jazz in the 70s . . [— .
No.24.. Bob Marley, Sun Ra, Free Jazz & Punk St?teq it as he felt it. This is my main
N0.25 . Bob Seger. Julius Hemphill, Tom Petty criteria. Does a guy actually mean what
N».28  Mark Knoptler, Roxy Music, DeJohnette e it d i
Np.29 Mike McDonald, Capt Beetheart, Oregon he Says or is it IUSt somethmg he thinks
No 30 Bruce Springsteen, Best in Rock & Jazz he can make a couple of bucks out of?
No 31 . Sieely Dan, John Lennon, Steve Winwood H H §
b 32 Talklg Hesch, Bilan Eno, Al The gu'y'has t.o live it and feel it and I_'1as
K 33 The Clash, Lindsey Buckingham. R S. Jackson to say, 'I'm being browbeaten by society
:r' 34 T:m:e"v. Vtv)iyneLShtiﬂev.CL-A Pgnk and I've got to get it out of my guts...I'll
%0.35 . The Doors, David Lindley, Carla Bley ’ '
Nc 36. Grateful Dead. Koolathon, Skunk Baxter 9o TO.ASCh anq see what he"says. That's
Na 37. .Reggae, The Foling Stones, Rickie Lee Jones the kind of thing | look for.
Nc 39 Cars, Keyooaraists, Earth, Wind & Fire
No 40. .Ringo, Dremmers, Devo, Rossington-Coliins
ND-41 ... Miles, Genesis Lowell George Rock Shorts from Pg. 13
No 42 HaM & Oates, Zappa, Jaki Byard and a powerful, rifle-crack beat. Excel-
":0 3; 3’:;"--3 :’-rk”, E'C:A wae'yhes'fr':&w:e| lent qualities each, but taken together it
. B n MC in, . .
N4, Pete Townahend. Warren Zevon, Squoess. all becomes too strident, sort of like the
Ne.47. .Van Halen the Clash, Quincy Jones Clash doing Blonde On Blonde and
No.48. .Steve Winwood. Steve Miller, Brian Eno . . ’ .
Na 49 Nell Young Foreigner, Go-Go's rea//){ meaning /1.. Let's hope maturity
Na 50 .Billy Joel, Pink Floyd, Corporate Rock sets in before egoism does.
Na 51 Jont Mitchell, Andy Summers, Tacuma/Ulmer _
No.43...Tom Petty, Don Cherry, Ric Ocasek London symphony orChes"a .
No-54. Bob Seger, Todd Rundgren, Randy Newman Zappa, Volume 1 (Barklng Pumpklr'{).
:0 i- 'TJ;": ?fmi} Psy FF;J'S‘ lé? J—— Sneer at the concept if you must, but this
[o] - e Police, Home Recording Specia . . . .
No.57. Bob Marley. Dor. Henley, Ramones is neither joke nor rock-star indulgence.
No 58. The Kinks. Marv:n Gaye, Bryan Ferry Although the orchestral Zappa seems to
I'have marked the issues I'd ike to have. Please send rambtle a bit, especially during the three-
me magazines at $3.00 each ($4 50 for each movement “Mo 'N Herb's Vacation”
copy mailedt outside the U.S.) . '
I heve enclased $ US tunds only most of the music her? stands up to
Name close and critical listening. Of course,
this is no “Hot Rats For Strings,"” if that's
Strgat what you're thinking; instead, Zappa
City ) - shows a heavy debt to Edgar Varese, by
State Zip way of Olivier Messiaen. The or(%heséra(;
y tion, | should add, is exquisite. Too ba
USICIAN, P.O. Box 701, Gloucester, MA 01930 N . ! A
M he isn't serious about his rock records.




“Learn the Art of Retording at the largest and most renowned
school for sound/recording in the world. For over a decade,
our approach has been a practical, hands-on experience —

the studios literally become a working classroom.”

. The first and foremost recording

workshop in the USA and Canada THE RFCORD]NG . Learn Recording Engineering, Sound

since 1671 - Reinforcement, the Business of Music
WORKSH()P and Creative Record Production thow
-Recognized nationally in the music - t duce)
; o produ
recording industry CHOOSE WORKSHCP DATES procuce
Exclusiveiy offers “the Recordin Hands-on mausic recording,’mixing in 24
. Exclusiv
. y Sl LATE SUMMER '83 ... .. August 1 -Sept. 2 16, 8 track and digital recording studios
Ergineer Apprentice” certificate EARLY FALL ‘&3 7 Sepr, 19- Oct. 21 :
and curric ulum LATEFALL'83 ............ Nov.7-Dec. 9 -Seminars taught by tap music pros
WINTER '84 ..... .. January 9 February 10 . .
. 7 sessions affered year-round EARLY SPRING '84 . February 27 March3o -0 recording studios . Jobplacement
= ) LATE SPRING '84 . _....... April 16 May 18 assistance . Co-educational
+Licensed by the Stat of Ohio — State  £apiv SUMMER '8a ... June 11 July 13

Board of School and College -ldeal experience in a relaxed country
Registration *80-07-0696T - - setting - Oncampus housing

THE RECORIDING
WORKSHOP

455-A MASSIEVILLE ROAD — CHILLICOTHE, OHIO 45601

NO PREVIOUS EXPERIENCE NECESSARY Limited Enrolment — Write or Call Immediately

*Call Toll Free Ohio & Outside USA
(800) 8489900 cALL NOW (614) 663-2544

- N N & N N N N | FORBROCHURE: ¥ N N N B _ 0§ _ B |
NAME
ADDRESS
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I™YOU GOTT'A KNOW IT! SOONER OR LATER ] SATIN PANTS, etc. for entertainers, etc. Write/
. . . call for catalog; enclose $1.00; refundable with
order. SATIN SALES; Dept. 34; 7 South 5th Street,

Minneapolis, MN 55402. (612) 333-5045

SMOKING AND SNUFF ACCESSORIES.
Send fcr our catalog of the very finest. Catalog $2
HIGH CLASS, 4009 Pacific Coast Highway, Torrance,

ART

ORIGINAL PORTRAITS CREATED OF your
band. Favorite singer/group. Most media Individ- c!
ual, composites, onstage. PORTRAITS ETC., Box [k
202, Marlboro, MD 20772.

' THE ROACH "™ 1982 Lead Guitar method. Keys A-G, '

BOOKS & PUBLICATIONS

Lead Guitar patterns & finger positioning technique. '
Tired of getting lost when playing lead guitar? Tired l

CA 90505.

of playing in the first three frets? Let THE ROACH
NEW WAVE COCKTAIL GUIDE. The most | put you “on stage." Send $19.95 (postage paid) (Kan- |
outrageous and latest NEW WAVE and PUNK drink J sasadd 4% % tax) TO: RJH Products, P. O. Box 1374,

recipes, including the popular Dead Preppy and | Manhattan.KsBGm;fasterservicesendmoneyorder.'

MUJSICIANS
GET WITH IT!

|
I
: WHY WAIT FOR THE RIGHT GROUP OR RIGHT
l

Nuclear Freeze. $7.95 NUWAVES, P.O. Box 10028,
Kansas City, MO 64111

ENTERTAINMENT LEGAL NEWS: In-depth, | Add

up-to-date, essential. Send $4.50 one issue $25.00 ress

for six to: ROCKEFELLER CENTER STATION, PO. | city/state Zip
Box 2100. New York City, NY 10185. | ROACH *“T" Shirts, §7.95 Sm. M. L, XL

BEACH BOYS AND BRIAN WILSON FANS: | (Postage/handling Paid)

| Name

MUSICIANS TO FIND YOU? YOU CAN FIND THEM!

CALL US! 1He Music INDUSTRY'S

Add Some Music is your journal. 50 pages with
news, reviews, photos, and more. Send $6.00/year
to: ASM, P.O. Box 10405, Elmwood, CT 06110.

JOIN AMERICA'S MOST COMMITTED ROCK
Fans. Subscribe to Rock & Roll Confidential—the
monthly newsletter for everyone who really cares
about rock music. Information and analysis you
can't get anywhere else. Edited by Dave Marsh
("American Grandstand,” "Wavelength,” Born to
Run). Subscription only: $12/individual; $24/cor-
porate. Send to: DUKE & DUCHESS VENTURES,
Dept. MU, P.O. Box 2060, Teaneck, NJ 07686,

BOOKINGS

NATIONAL CLUB CIRCUIT begins in June.
Major sponsorship. Over 3,000 clubs listed. Free
membership. Send two stamps for details. PER-
FORMING ARTISTS NETWORK OF NORTH
AMERICA, P.O. Box 162i, Skippack, PA 19474,

EMPLOYMENT

JOBS FOR MUSICIANS. For information write
Musicians National Hot Line Association, 277 East
6100 South, Murray, UT 84107. Phone 1-801-268-
2000.

INSTRUCTIONS

The Music Business Institute

A CAREER PROGRAM IN MUSIC: course includes
recording, studio, concert and video production; artist
representation and management; retailing and whoe-
saling; record promotion and marketing; copynght and
music industry law. songwriters and music publishirg;
and more. Employment assistance. Write for free bro-
chure and career guide. MBI, Suite 400M, 2970 Peacn-
tree Rd., N.W,, Atlanta, GA 30305. (404) 231-3303

INSTRUMENTS

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

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

Good News For
CANADIAN

MUSICIANS

Now you can order musical instruments from
the states and have them shipped to Canada

DUTY FREE

We import into Canada and ship directly to
the customer. Save on top brands. Prices ate
listed and payable in Canadian money. Send
for our free catalog: EZZY'S MUSIC SHOP
110 Main St., Van Buren, Maine 04785 USA
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VINTAGE INSTRUMENTS FOR SALE:
Guitars, Mandolins, Banjos, Rock, Bluegrass, Jazz.
Send for free in-stock st. LARK STREET MUSIC,
221 Lark Street, Atbany, NY 12210. (518) 463-6033
except Saturday. Always buying used instruments
We ship everywhere

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

FLUTES-SAXOPHONES. Easy playing! Best
quality. Send $1.00 for information which includes
50% discount certificate to: INTERPRO (M), Coupe-
ville, WA 98239.

'57 GIBSON LAP STEEL—original, mint condi-
tion, Gold Top, P.A.F,, Klusons, inlaid binding, hard-
shell. $500.00. Box 140491, Nashville, TN 37214,
(615) 883-7747

STRINGS, PICKS, PICKUPS at Discount
Prices! We carry only high quality name brand mer-
chandise. FREE price list. Mail America, P.O. Box
8939, Balttmore, MD 21222.

GUITARS/FREE DISCOUNT CATALOG.
Ovation, Martin, Guild, Yamaha, Dobro. Mandolins:
Gibson, Kentucky, Washburn. Banjos: Stelting, Gib-
son. MANDOLIN BROS., 629-M Forest, Staten Island,
NY 10310. (212) 981-3226.

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

FREE CATALOG—UNBELIEVABLE DIS-
COUNTS on all accessories and instru-
ments. Write: STIX-N-FRETS, P.O. Box 49,
Smithtown, NY 11787.

MISCELLANEOUS

’
Aléﬁlsﬁll DREM!
REMOVES VOCAL FROM MOST STEREODISCS
The Thompson Vocal Eliminator can actually remove most or
virtually all of a solo vocalist from a standard stereo record and
yet leave most of the background music untouched! Not an

equalizer! We can prove it works over the phone. Write or call
for a brochure and demo record below

* Time Delay/Ambience

* Studio Echo/Reverb

» Tape Noise Reduction

* Parametric Equalization |
» Electronic Crossovers

» Compressor/Expanders
* Mic Preamp/Mixers

We manufacture a full line of high qualitylaudio'andirecording
equipment. You will probably have to pay twice as much
elsewhere to obtain comparable quality. Only Direct Sales make
our prices and quality possible, Write or call for a 24 page
brochure and demo record

Write to: LT Sound, Dept. MU, P.O. Box 338,

Stone Mountain, GA 30085,  Phone (404) 493-1258

ULARGEST NATIONWIDE REFERRAL

GETTHINGS ROLLING — NOW!

111!6\\”-”“»; yl"

CALL TOLL-FREE: (800) 328-8660

~ MUSICIANS

1983 MUSIC BUSINESS DIRECTORY—Com-
plete current listing of over 1,000 Record Companies,
Music Publishers, Producers, Managers and Book-
ing Agents. Send $8.95 check or money order to:
TOP TEN MUSIC, 130 West 72 St., New York City,
NY 10023,

OPPORTUNITIES |

WANTED: stringed instrument professionals
desiring extra income to represent our line of musi-
cal instrument strings. ideal for guitar teachers, etc.
For informmation write: PMP, Box 1169, Danville,
IL 61832,

HAVE YOU DEVELOPED an innovative program
or application in the computer music field, or a
possible service based on its use? Are you inter-
ested in selfling or licensing it? All submissions held
in strictest confidence. Non-Disclosure Agreement
offered. Any ideas not feasible promptly returned.
Contact: MS ENTERPRISES, Department D, P.O.
Box 1222, El Toro, CA 92630.

PHOTOS & POSTERS |

COLOR CONCERT PHOTOS! Huge selection,
hundreds of rock, country, southern bands. Send
$1 00 for beautiful illustrated photo catalog. Mention
your favorite. SMILE PHOTOS LTD., Box 15293-M,
Chesapeake, VA 23320-0293.

RECORDS & TAPES

RECORDS. TAPES, imports, domestic, cutouts,
oldie 45s, catalogs, $2.00. NERT, Box 268M, Law-
rence, MA 01842,

AGFA CHROME & normal bias BLANK CAS-
settes. Custom loading to the length you need. Your
music deserves the best—your budget deserves a
bargain. GRC, P.O. Box 13054, Phoenix, AZ 85002.
(602) 252-0077.

RECORDS-TAPES! Discounts to 73% All labels;
no purchase obligations; newsletter; discount divi-
dend certificates. 100% guarantees. Free details.
DISCOUNT MUSIC CLUB, 650 Main Street,P.O. Box
2000, Dept. 58-0983, New Rochelle, NY 10801.

How To Talk To Women

Now on casseite! Eric Weber's famous >
New York City course! Leam: Best Open-
ing Unes, Overcoming , 50 Great
Meeling Places, How To Make Women
Like You, and much, much more!
Thousands have paid $25 to attend this
course. No;v yours on cassetie for only
$7.95 plus $2.00 shipping!
catalog) Send to: SYMPHONY PRESS, INC.,

Dopt. MS-90, P.0. Box 515, Tenafty, NJ 07670

MORE CLASSIFIEDS ON PAGE 122
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THE GUITAR POSTER is a beautiful
fine art print and the most innovative and
complete presentation of music theory and
guitar instruction ever devised. The enthus-
iastic response by guitarists, from beginners
to pros, has made THE GUITAR POSTER
the new standard of excellence in the field of
music and guitar education.

FOR ALL STYLES & LEVELS

You don’t need any formal music training
to be able to understand and use THE
GUITAR POSTER. Any guitarist can find
and play any chord or scale, in any key,
anywhere on the fretboard. From the basics
of DO RE MI to playing the locrian mode over
A MINOR SEVEN FLAT FIVE, THE GUITAR
POSTER takes the answers out of the books
and puts them up on your wall.

So for about the price of a new set of
strings THE GUITAR POSTER gives you
a beautiful, decorative poster as well as
a lifetime’s worth of music lessons.

We honestly don’t know of a single product
in the entire music industry that gives more
pure value for a few hard earned dollars
than you get with THE GUITAR POSTER.
It’s the best value in music today!..

Also available is the first of our new
series of colorful, innovative musical reference
cards, MUSIC NOTES #1. This heavy-duty,
laminated 8" X 11" reference card provides
any musician with a handy, portable, lifetime
reference source, The TABLE OF KEYS
(side 1) and the CHORD AND SCALE TABLE
(side 2), make transposing any chord, scale,
or chord progression to any key a quick and
simple process. Slips easily into a binder
or instrument case--ONLY $2.95!/

AVAILABLE AT FINE

MUSIC STORES EVERYWHERE

or clip and mail this handy coupon

o — e e e —m——m——

PLEASE SEND.

copies of MUSIC NOTES #1

California residents add 6% sales tax. —

[o——————————-

copies of THE GUITAR POSTER

PICK PACKS (JT [JM [JH COMIXED
Include $1.00 postage and handling for each order (except PICK PACKS)

ENCLOSED IS §

OO TR

$5.95 ea.
$2.95 ea.
$1.00 ea.

Make checks payable to MUSICIAN MAGAZINE, Box 701 Gloucester, MA 01930
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FEATURES: # THE NOTES OF THE FRETBOARD « HOW TO TUNE % BASIC CHORDS
*#MUSIC NOTATION & OPEN TUNINGS = CIRCLE OF FIFFHS AND KEY
SIGNATURES « CHORD AND SCALE INDEX # MOVABLE CHORD AND SCALE FORMS
# TRANSPOSITION TABLE # + COMPLETE INSTRUCTIONS |

NAME

ADDRESS .

CITY/STATE/ZiP e e

MY VISA/MASTERCARD # IS. _

EXP. DATE______ SBIGNATURE_ a

ALLOW SIX WEEKS FOR DELIVERY



Taylor from pg. 114

way Europeans have; yours are truly
rhythmic melodies, where rhythm and
melody are one unified conception.
Taylor: This is really interesting,
because you're the first writer that I've
ever come across that understands this.
But that's it; that is really it.

Musiclan: Most people said that you
were translating modern European influ-
ences into the black experience:
Taylor: | studied European music and
they studied me. We had a go at each
other and we found each other
wanting—wanting to get rid of the un-
necessary boredom.... Well, as long as
the Queen of England keeps visiting us
to make sure that California’'s descent
into the Pacific is a gradual one, I'll be
satisfied.

Musician: Your music reflects many
elements of dance, and you've done a
number of projects with dancers. What
was your collaboration with Mikhail
Baryshnikov like?

Taylor: Oh, that was anincredible expe-
rience, a beautiful experience. | could
tell you a lot about the Baryshnikov ex-
perience...because that experience
more than any other, really told me about
the attitudes of the people who are in

READER SERVICE

The following companies would love to send youinfo on
their products and services. Just send along this
column with your choices checked and we'll do the rest.
Allow 4-8 weeks for delivery For faster service, plesse
write to the manufacturer directly

*P.A. & Audio OYamatia, 74, 75

OOtari, 17 OE-Mu, 81
OShure, 20, 21 OOctave, 85
OJBL, 26 OCasio, 87
OFostex, 26
OCerwin Vega, 31 * Guitar & Effects
0QscC, 356 Olbanez, 9, 53
OCrown, 45 OGibson, 23, 92
OTASCAM, 76 OScholz, 33, 80
OElectro-Voice, 83 ONady, 34
OTOA, 93 ODOoD. 73, 123
OSony Mics, 95 OMartin, 100
OCelestion, 103
* Keyboard OMelobar, 107
OKorg, 2, 3, OPeavey, 111
ORoland, 12, 13 OOvation, 124

OSequential Circuits, 28, 29
0360 Svstems, 71

Return to: MUSICIAN Magazine
1515 Broadway, New York City, NY 10036

Name _
Address
City
State

Zp ) R —

WORLD'S LARGEST RECORD COLLECTORS
magazine —Goldmine; over 50,000 records offered
each monthly issue. All types, all labels. Plus mter-
views with recording stars, past and present, 50s
and 60s rock, country western, new wave, blues.
Sample $2.50. 12 issues $20.00 (U.S. only). GOLD-
MINE, Dept. AAS, lola, Wi 54990.

SONGWRITERS

LEAD SHEETS AND DEMOS: Beautiful sheet
music typed lyrics/printed graphics. Multi-track
demonstration recordings. Free info. EGI, P.O. Box
166M, Kearny, NJ 07032.

SONGWRITERS, we've got news for you! SONG-
WRITER'S MONTHLY NEWSLETTER, 1626 N. Wil-
cox, #940, Hollywood, CA 90028. For latest issue
send $2.00.
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power in the art world and how they feel
about American artists. ...

Now, Russian ballet is one of my pas-
sions. | love the Russians because of the
emotional content they possess. When |
saw (Rudolf) Nureyev, | had never seen
anything like that kind of extraordinary
drama, you dig. | also saw (Yuri) Solo-
viev when he came with the Kirov in
'65....

So, the first time we were supposedto
have a rehearsal, | had been up all night
and | got there and Baryshnikov didn't
show. The next rehearsal, Baryshnikov
didn't show again. So two days later, |
was called and told that he'd definitely
be there for a two-hour rehearsal. | left
my apartment at the time the rehearsal
was supposed to begin. | got up to 57th
Street and decided that | was going to
buy some shirts, because | didn't like the
way | looked. | finally arrived with fifteen
minutes left in the rehearsal. | mean, |
loved the drama.

The first section of the first piece had
certain prepared things on the strings —
prepared in my way, of course. We
started, and Baryshnikov went into
these rhythmical movements with his
shoulders. The choreographer shouted,
“No!" Now, with George Balanchine you
count, so American dancers all count.
So Heather Watts looked at me and said
very quietly, “You know, Bary can't
count.”

At the next rehearsal, it's like the hot-
test day of the year.| walked in and made
a joke to Heather, who's usually very
open, but there was no response. And
the choreographer was even more
intense than ususal, because Barysh-
nikov had just been named to head the
American Ballet Theatre. The atmo-
sphere was really tense. With all the gigs
I've had in Harlem playing bad pianos
from nine to five in the morning making
five dollars, | had never been in an artis-
tic environment where the feeling of de-
pression was as great as this.

Bary is a wine, women, party person.
So that day he camein and they all knew
that he'd been out all night, and this was
the day that they were going to get him.
But his verve recognized the implicit as
well as the explicit vicissitudes of the
dynamic he was crossing, i.e., big fish in
larger pool, great pressure all around.
“You've got to count,” they started in

SONG CONNECTION. Finally a professional
tip sheet published every two weeks providing
seventeen or more legitimate leads to publishers
and songwriters, Information on who's recording
(artist's name), what they are recording (type), when
and where to send material. Available only through
subscription. For current copy send $5.00to: SONG
CONNECTION, 12390 Chandter Blvd., #C, No. Holly-
wood, CA 91607

PROFESSIONAL DEMOS made of yoursong
Send cassette or lyrics, $75 to: DE FEDE STUDIO,
131 Forest Hills, Wellsburg, WVA 26070. More infor-
mation (1-304-527-2607). Satistaction guaranteed.

LEARN SONGWRITING & COMPOSE MUSIC.

Professional instruction by mail. For course descrip-

tion: AMERICAN CORRESPONDENCE INSTITUTE,
Box 31021-D, Cleveland, OH 44131,

with him. Finally, the only time | heard
him raise his voice, he said, “You want
me at that space, ! will be therel’ “No,
you must count,” they screamed back.
But when it finally went down, he was
there (Taylor snaps his fingers)....

After we performed at the Hollywood
Bowl, we were taken to this little restau-
rant. Now, | had been watching all this
crap coming down on Bary, so | was
respectful and didn’t bother him much. |
mean, everybody was on him. And at
this dinner were these two gentlemen in
their sixties and seventies, with dia-
monds on all their fingers, who were
going on and on to Bary, to the point that
he started falling asleep in front of them.
So | had to wake him up. | leaned over
and whispered the name Soloviev to
him, and he opened his eyes and just
looked at me. You see, Baryshnikov
looks very much like a smaller Soloviev
and he worshipped him. Soloviev had
just committed suicide the year before,
took a gun to his head and blew his
brains out. This effected Baryshnikov
very much.

From that point on, we really started
talking. By the time we got to Philadel-
phia, he had me riding in the limo with
him. He was a very nice man and a hard
worker. He finally injured himself in Cali-
fornia; the Balanchine method finally got
to him. Baryshnikov dealt, really dealt;
they just should have let him follow his
own instincts. (At this point, the phone
rings and Cecil answers it.)

Listen to this, it's Frank Wright (he
hands me the phone and | hear Wright
playing a frenetic tenor solo). Frank’s
wild. He's great, just listen to him,

Heads from pg. 18

Speaking In Tongues' serene and sub-
liminal dubwise mix; the move to the
dance floor happened as | got hooked
on its skanking-and-syncopating blend
of Bootsy, Bernie Worrell, Bob Marley
and the Heads' own More Songs About
Buildings And Food. K in the end | find
myself somewhat neutral about the
whole affair, | think it's for two reasons:
the first is that while Talking Heads have
certainly got all the right ingredients for
great funk on Speaking In Tongues, it
just doesn't burn off the grooves like any
of its black models, partly because it
doesn't have as much slippery bottom
going for it. The second reason hastodo
with the fact that in opting for a blacker
feel, the band seems to have lost the
edge of alienation and experimentation
that made Remain In Light such a
crazed polarization of Funkadelic and
Miles Davis’ Agharta and On The Corner
LPs. In becoming more familiar with the
funk, Talking Heads seem to have given
up some piece of their genetic souls,
and that may explain what the new rec-
ord is missing for all its craft, humor,
warmth and danceability.
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Ovation's Vice President Bill Kaman and
Nancy Wilson of the rock group HEART try
out the first 1983 Ovation Collectors’ Series
Roundbacks. Nancy regularly performs
with her 1982 and 1983 Collectors’ Series
guitars.

THE 1983 OVATION
COLLECTORS’ SERIES

Lastyear, when we introduced the first
in our new line of Collectors’ Series
Roundbacks, the response was abso-
lutely overwhelming. So it's with particu-
lar pride that we now offer the 1983
guitar, the first Ovation production super
shallow bow! cutaway. Finished in a strik-
ing black/gray sunburst with abalone ro-
sette and inlays including a “1983"” inlay
at the 12th fret, this guitar looks great.
Add our now famous piezoelectric
pickup and preamp system, Kaman Bar®
neck, special bowl label, and serially
numbered Certificate of Authenticity indi-
vidually signed by Bill Kaman, and you
have a truly unique instrument, one

which will be built in limited quantities this
year . . . and never again.

Our 1983 Collectors’ Series Limited
Edition. For performers, collectors, and
people who appreciate fine instruments.

Ovation guitars are
distributed through a
network of authorized
dealers identified by
an “Ovation Author-
ized Dealer” decal.

Join guitarists like HEART's Nancy
Wilson with your own Ovation Collectors’
Series Guitar. Only at your Ovation
dealer. And only for the next few months.

Ovation

Ovation instruments, Inc., A Kaman Company
Blue Hills Ave. Ext., PO. Box 4
Bloomfield, CT 06002






