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ONN KORG
COULD IMPROVE
THE WORLD’S BEST TUNER!
The New Al-12 Auto Chromatic

KORG, the #1 name in chromatic tuners,
proves again why they're the leader with
musicians and music educators. Using
advanced quartz micro-computer technology,
they’'ve created a tuner that's accurate enough
even for a piano tuner; easy to use by any
musician. The AT-12 Auto Chromatic.

You just play any note and the AT-12
instantly indicates: the note and octave you're
playing in; whether you're in tune; or how
many cents flat or sharp you are (to within less
than =1 cent). No other tuner can claim that!

But that's not all. The KORG AT-12 calibrates
fractional reference pitches from 430Hz to
450Hz; has a built-in speaker for sounding 4
octaves of internal pitch; a built-in condensor

mic for acoustic tuning; input jack for direct
tuning of electric/electronic instruments; output
jack for connection in-line between electric/
electronic instruments and an amp, or to sound
4 octaves of amplified pitch through the amp;
and much, much more.

It all means a new level of sophistication,
accuracy and ease of use that only KORG
could create. So test the AT-12 Auto Chromatic
today!

For name of nearest dealer, call: (800) 645-3188.
In NY: (516) 333-9100. Ang be sure to check
out KORG’s other #1 tuners: the renowned
GT-6 and ultra-compact Micro-6 quartz guitar
and bass tuners.

Hnnﬁ@ Exclusively Distributed by
Unicord
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Korg introduces a revoluticnary,
low cost, 6-voice, 2-oscillator,
programmable polyphonic synthe-
sizer. The new Po)y-61. With a
level of technology so high, and a
price so low, it boggles the mind.
The poly with the sounds and
features that make the rest

of the field obsolete.

Two Digitally Controlled
Oscillators Per Voice —

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

64 Program Memory With Full Edit
and Program Move Capabilities.

New Digital Acéess
Control (DAC) —

advanced digital programming
techrology 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 Céséette Tape
Interface —

for umlimited program acoess and
storage. Verify mode and interact:ve
display ensures easy, accurate
transfers.

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

For complete Poly-61 literature, write: Umnicord, 89 Frost St., Westbury, NIY. 11530
For Demo IRecord and full Korg catalog, enclose 53.90.

The IPoly-€1 also gives yo& a
versatile Arpeggiator with Latch
modeg; Poly, Chord Memory/Unison
and Hold modes; four way
Joystick with separate LFQ,;
Reelease and Program Advance
footswitch jacks; full five octave
keyboard; plus the famous sounds,
quality and reliability that have
made Kkorg the number one name
in electronic synthesizers.

So visit your Korg dealer today
to see and hear the new Pply-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.

Hnnﬁ ...we put it all together

Exclusively distributed by Unicord.
Westbury, N.Y. 11590
© Unicord 1983
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Knobs, dials, switches. Most tuners keep your hands so
busy fiddling, that you hardly have time to play your
instrument. BOSS ends all this loony tuning by introducing
the new TU-12 Chromatic Tuner.

The TUA12
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tics. To show tuning, the TU-12 combines two highly visible
LEDs that tell you when you're on pitch, with a sweep-
meter that tells you exactly how many cents off you are.
The TU-12 can hear your pitch through its own built-in
microphone

(shown actual
size)is an
instrument

tuner that’s so i)

smart that you R\ i . |

don't even ' T '
have to touch
it to tune up.
All you have
to do is play

your instrument. -

and the TU-12
will tell you:
1. What note

you're playing, 2. whether you're on-pitch, sharp or flat,

and 3. How many cents:sharp or flat you are.

The amazing TU-12 accomplishes this wizardry

through a quartz tuning circuit processed

by a miniature computer, all mounted

on a single infegrated circuit chip.

Visually, a band of LEDs tells you

what note is being played, while

another LED indicates chroma-
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orit can be
run in-line
between an
instrument and
amplifier for
instant tuning
without affect-
ing the signal
in any way.
Guitar and
Bass can be
easily tuned
by switching
from the
Chromatic Tuning mode into a Guitar mode which
attunes the TU-12 to each guitar string. It can also be

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

So get serious and stop all that loony tuning. For
only $89.50, the TU-2 is a downright sensible
investment. See the BOSS TU-12 at your

dealer or write Boss Products, c/0

RolandCorp US, 7200 Dominion

Circle, LA, CA 90040.
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Elvis Costello arrived on the British scene
six years and nine albums ago with a blast
of bitterness and brute honesty that made
him the first new wave superstar. As his
prolific intelligence moved musically from
pub to punk to post-modern, even
embracing cabaret and country, his career
remained stormy and underacclaimec.
Now, basking in a new Costello climate of
warmth, honesty and commercial appeal,
Elvis relaxes over sashimi with Timothy
White. Page 44

Culture Club and its tuneful crooning
front-person Boy George have elevated the
phrase “everything's not what you see" to
epic pop proportions. While makeup and
gender-shock may only be skin-deep. their
musical savvy and sense of rock/soul
tradition run quite a bit deeper. Geoff
Himes joins the Club for a chat about
appearance, reality and the joys of not
being a "white boy." Page 54

The session men of Motown stood in the
shadows of the 60s’ biggest American
stars, churning out rhythm tracks that are
still setting the world in motion. Despite
their formidable talents and unforgettable
contributions, however, men like James
Jamerson, Benny Benjamin, Earl Van Dyke,
Uriel Jones, Robert White and Johnny
Gritfith are virtually unknown today. Nelson
George sets the record straight and
describes the seminal sound of Hitsville's
real hitmakers. Page 60
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Studio For Sale

$495.00* Brand New

Here's the most compact, most affordable
4-track studio package you can buy. The X-15
multitrack cassette recorder with built-in mixer
has every essential feature you need to get
your music on tape.

Record basic tracks, overdub, ping-pong,
punch in and out, overdub again, then mix-
down. In fact, you have all the basic studio
techniques without the studio prices.

Plus, you have real portability. The X-15
operates on batteries so it goes where the
music 1s.

Use it as a Hi-Fi cassette deck, too. The first
two tracks are standard stereo format and will
play on any home, portable or car stereo.

Discover the advantages of owning your
own studio at your local Fostex Dealer. For
less than $500.00 how can you afford not to?

FOSULEX

CONSUMER MULTITRACK

Foskex Corporation of America
15431 Blackburn Avenue, Norwalk, CA 90050 (213)921-1112

*Suggested Retail Price, batteries included.
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You're looking at two Casio-
tones—a CT-405 and a CT-7000. If
you were listening to them nstead,
you would be hearing one or more of
100 instrument sounds. From trum-
pet o clarinet, from piaroto pipe
organ. Sounds so authentic, that if
smoke got in your eyes, you might
swearycu were hearing the real thing.

What makes it possible is
Casio’s advanced digitai sound. But
what maxes it a truly moving experi-
ence Is that this heavyweight, con-
cert-quality sound comes in such

W\

lightweight packages.

Besides a total of 768 pos-
sidle accompaniment selections, the
CT-405 includes a 13 step trans-
poser, which allows yau o play a
tunein one key while the music
comes out in another.

To say that the Casiotone
70C0 is our top of the line electronic
keyboard s a serious understate-
ment. Because it's also a 4 track,

8-note po yphonic mixirg and record-

ing studio with digital
panning stereo control

J

What's more, it boasts a 1,855 step
memory, which means it can store
roughly enough music to fill a side of
anLP Allthis ata price that's as
astounding as its technical wizardry.
Whichever Casiotone harmo-
nizes best with your budget, you can
be sure of getting an instrument that'll
give you true sounds ata true bargain

CASIO

Where miracles never cease

Casia, Inc Electranic Musical Instrurment Dvision: 15 Gardner Road, Fairfield. N.... 07006 New Jersey ¢201) 575-7400, Los Angeles (213) 803-3411




KULTISTS’ KOMMENTS

Vic Garbarini really outdid himself with
the Ray Davies article. Or should | say
R.D. really outdid himself? | got more
insight into R.D. from this article than
from many others put together. (Not to
mention a lot of insight into Pete Town-
shend!) | have only one suggestion,
which | think is already too late to heed:
change the cover line to read, “C'mon,
Ray, is it madness, the weather, comedy,
P.T., or just Confusion?” | think Town-
shend should get some billing since he
was mentioned so much (not that |
mind). | do have one other comment on
the article: HOW DARE RAY DAVIES
REFER TO RONNIE LANE AS “SOME-
ONE ELSE"?!

Shelley J. Mills

San Diego, CA

Being the hopelessly devoted Kinks
“Kultist” that | am, | can't tell you how
delighted | was to discover your cover
story on Ray Davies. | had been watch-
ing the magazine stands intensely the
last couple of years for an interview with
Ray. Finally, Musician delivered. Ray
Davies is as colorful a character asrock
'n’ roll has ever produced. But under-
neath all those jackets and that goofy
grin also lies one of rock’s more talented
writers. The new album, State Of Confu-
sion, is certainly one of Ray's better
recent efforts. My only complaint is that
the two best songs on the album, “Prop-
erty and "'Clichds Of The World (B
Movie),"” get very little airplay. Maybe the
young up-and-coming bands can stand
up and learn a lesson from these crafty
old veterans. Maybe we all can. Thanks,
Ray.

Mark T. Perez

Westfield, MA

YOU CAN'T GO HOME

The only thing | don't like about going to
concerts is that the group usually piays
through their set without playing that one
song | love, that song that would've
made the performance, for me, a totally
satisfying experience. | found myself in
that same situation after reading your
article on Steve Swallow. The piece
itself was very interesting; Chip Stern did
an excellent job of interviewing Swallow.
But there's one album called Home—
Music By Steve Swallow To Poems By
Robert Creeley that | heard once and

had to have. Why wasn't Home men-
tioned? How did Swallow feel about the
LP? What inspired it?

And so | come away from your article
as | would walk away from the concert,
muttering, "Sure, it was a great article,
but if | could've read that one comment...."
Bertram D. Oshe
Alexandria, LA

FAVE RAVE

Thank you for the cover story on Bob
Marley. If | thought my ranting and raving
would help motivate you to do another
excellent in-depth biographical sketch
such as July '83's, I'D START RIGHT
HERE AND NOW ...

Threatening to continue subscribing
indefinitely,
Howard Lawson
Longport, NJ

HENLEY LEAKAGE

J
Thank you so much for the interview
Mitchell Glazer did with Don Henley and
Danny Kortchmar! it was about time that
someone gave Henley the chance to
speak his mind about the Eagles, and
prove to readers that he is not the “bad
guy” that other publications and media
made him out to be inthe past few years.
Howard Rosenberg's spread photo of
Henley and Kootch was very refreshing.
in all my years as an Eagle/Henley fan,
it is the first photo of Don Henley I've
ever seen where he has a smile on his
face. Thanks for the personal rather
than the print side of Henley and his
music. We like leakage too, Don!
Wendy Hayon
Sheboygan, Wi

Don Henley certainly makes for aninter-
esting interview. After giving us nearly a
decade of laid-back music that could
only inspire yawning and napping, Hen-
ley tries to hand it on the Eagles' engi-
neer, Bill Szymczyk, and producer, Glyn
Johns. Equally humorous was the idea
that Henley could pick up the message
where Bruce Springsteen left off in
Nebraska. Forget it, Mr. Henley. Music
and message is a real songwriter's hob.
Not that Hotel California didn't have its
message. it just took me ayear torealize
that the characters in the album with
misplaced principles and values were
actually autobiographical. In any other
state of the union, Henley's commentary
would be viewed as hypocritical. Here at
the Hotel California, however, it just
means a new recording contract.
Sorry about this letter. | really do like
your magazine.
Brian Richard
Room 220 (Los Angeles)
Hotel California

MOANS & GROANS

The Ramones? In a serious music mag-
azine? Next thing you know, you'll be
doing an interview with Black Flag. |
really enjoyed it, having just come off a
three day Ramones binge (saw them
two nights in a row and then watched
Rock ‘N’ Roll High School). | would like
to know two things, though. What did the
Clash say about them that was so bad
{and how could they)? Andis Johnreally
a punk? | thought the only things punks
weren't supposed to do was tell other
punks what to do. Oh, and one more
thing—is his jacket made of vinyl?
The Moans: Eddie Ramoan, Phyllis
Ramoan, Dickie Ramoan, Luggy Ramoan
West Palm Beach, FL

| was shocked by the political ignorance
and insensitivity to human suffering
expressed by the Ramones in your July
interview. To state that denouncing
American foreign policy is an indication
of being just a hippie and that, further-
more, there's no point in complaining
about it since Joan Baez has already
done so, does a terrible disservice tothe
thousands who are suffering from star-
vation, torture and murder at the hands
of brutally repressive regimes which are
not only supported by but probably owe
their continued existence to massive
military aid from the U.S. government.
Those experiencing this waking night-
mare are desperately relying on the
pressure of American public opinion to
alter the present course of events. It's
too bad that Johnny isn't against killing
people as well as animals.

George Kosinski

Jasper, AB, Canada

TRUST & SUSPICION

I'm not usually one to write to magazines
or, for that matter, write for any product
suggested by a magazine. However, |
trusted your publication this first time
and you didn’t let me down. I'm referring
to One Plus One's debut EP on Aarson
Records. it's great! Thank you for
reviewing the EP and passing it on to us.
Nelson N. Weaver

Newton, NC

In our Music Industry News of #58, we
incorrectly stated that Creedence Clear-
water Revival had won $8.6 million in
unpaid royalties from their label, Fan-
tasy. In fact, the defendants in the case
were an QOakland accounting firm who
had invested Creedence’s earnings in a
Nassau bank which eventually folded.
Our apologies to Fantasy. In addition,
the photo of Kimberle Ames in the same
M.l News was taken by Jillian LeVine.
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“Let me overturna
myth here—this:is
the greatest drum box
for:sound and
programmability. .. "

Stewart Copeland
(The Police)
Melody Maker
June 18, 1983
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“The system inspires
icreativity and
iexperimentatian cn
ievery level "

David Sancious
May 27. 1983

“In truth, these
three little boxes
(DMX, DSX & 0B-8)
will do far more than
we yet know how to

make use of musically.”

Jim Aikin
Keyboard/April 1983
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"There's no other way
to record a symphony
by yourself_ .. "

Sting (The Police)
Musician/June 1983

"“The interface with

the DSX exponentially
enlarges the
possibilities of

what | can do "

Jeft Lorber
Obernotes/Fall 1982
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The aftermath of Motown's distribution
deal with MCA has been more stormy
than similar defections from the indie
distribution network by Chrysalis and
Arista. A mid-Atlantic distributor,
Schwartz Bros., hit the label with a five
million dollar lawsuit and got a
temporary injunction from a Maryland
judge to keep MCA from handling
Motown product in Schwartz's territcry
until September 19. This marks the
first time indie anti-trust and breach of
contract arguments have been
accepted by an American court.
Motown plans an immediate appeal.
Buoyed by Schwartz's success, a
Dallas distributor, Big State
Distributing, has begun another suit in
Federal court, asking for $45C,000 a
year for an indeterminate period and
three and a half million in damages.
The big merger between PolyGram
and Warner Communications is still on
hold and no formal application to the
West German cartel office has yet
been made. A new argument for the
merger has been advanced on the
basis of extensive layoffs that would
have to be made by the financially
ailing PolyGram should the deal be
scotched. The German government,
mindful of an unemployment problem,
may find these arguments difficult to
resist. Anti-trust actions in several
nations raise additional obstacles, but
a spokesman for PolyGram parent
Siemens recently commented. “We
wouldn't have entered into these
negotiations if we thought we couldn't
answer any anti-trust objections.”
Another big industry story on hold is
the Supreme Court's decision on the
legality of home videotaping, closely
related to the ongoing effort in
Congress to pass a levy on blank tape
and recording machines. The high
court put off its decision until its
September session, leaving it up to

10

by Jock Baird

Congress to act before then. Since
both House and Senate bills are still
at the subcommittee level, this
probably won't happen before the
Burger bench hears re-arguments in
the case. The unusual delay sent
ripples of confusion through the
lawyers and lobbyists who have been
lined up for and against the levy and
dampened hopes for a decisive
victory in the electronic copyright
battle.

As part of the revitalization at
Elektra/Asylum, veteran producer Roy
Thomas Baker (the Cars, Queen,
Cheap Trick, Journey, Devo) was
hired as senior vice president of A&R
Baker plans an aggressive pre-
production program of grooming new
artists, including help with songwriting,
arranging and demo-making. He
points out the youth of E/A's new
A&R staff, adding, “You don't want old
farts going out there looking for
someone who sounds like Foreigner,
because Foreigner is very good at
sounding like Foreigner."” Baker's
confirmation ends a stick situation
involving former Boston producer Tom
Werman, who had just come back
over to E/A from CBS when the big
shakeup occurred back in January.

Not comfortable with a dual senior v.p.

of A&R situation (one national, one
worldwide), Werman recently resigned
his executive post and went back
behind the board. Baker's first big
assignment was to replace himself as
the Cars' producer, a job he gave to
Mutt Lange (Foreigner, AC/DC, Def
Leppard).

it's breakup time in the
U.K., with Dave Wakeling and
Ranking Roger leaving the Beat
(a.k.a. the English Beat). Having lost
their front-liners and their record deal
with Arista, the Beat will pack it in.
Wakeling and Roger will form a new

project, entitled General Public....
Terry Hall of Fun Boy Three
announced he had broken up the
group, although it is still not known
whether band-mates Lynval Golding
and Neville Staples were told, since
they are incommunicado in Jamaica.

In U.S. partner-changing, Holly
Beth Vincent of the Italians replaced
singer Patty Donahue in the
Waitresses, only to walk out during
soundcheck of her first gig. Patty's
returning.... Bassist David Provost left
the Textones (who contributed Kathy
Valentine to the Go-Go's) to join
Dream Syndicate. Not to be left in
the dust, the Textones promptly filled
his chair with Joe Read (once of
Bram Tchaikovsky and Code Blue)
and added Phil Seymour (once of
Dwight Twilley) on skins. Tom Petty's
Stan Lynch has also been sitting in
on drums and plans to produce them.
Superguitarist Alan Holdsworth (U.K.,
Tony Williams) is working on a Ted
Templeman-produced solo LP with
ex-Creamer Jack Bruce on vocals....
Cornelius Bumpus, ex-keysman and
saxman for the Doobies is now
fronting his own quintet.... Not to be
outdone by the Animals’ reunion, the
Blues Project is getting back
together. The non-news events of the
summer: two organists in Wales
performed Erik Satie's seventeen-
hour “Vexations,”" a piece consisting
of one tuneless page of music
repeated 840 times; scholars consider
the work the world's most boring
piece of music. And in Paris, the only
existing copy of a new album by
Jean-Michel Jarre, Music For
Supermarkets, was bought at auction
for $8,960. And you thought $8.98
was a lot....

Chart Action

Drifting along in the summer
doldrums, the chart competitors
seemed to be saving their energy for
the big fall rumble, with the Police's
LP/single triumph being the only big
change. Michael Jackson dropped no
further than #2 in the exchange, with
Flashdance, Def Leppard and a
slightly ennervated Stevie Nicks
rounding out the top five, followed
closely by Bowie, Loverboy, Men At
Work and a resurgent Journey. A
surprise new #10 was the Stayin’ Alive
soundtrack, while Donna Summer's
quick rise to #12 and an incredible
sixteen-point resuscitation by Duran
Duran to #11 were the only other top
twenty movers. Chart losses by
Prince, Styx, Eddy Grant, the Kinks,
Bryan Adams and A Flock Of Seagulls
all broke open the teens for new blood
like the Fixx, Talking Heads, the
Eurythmics, Robert Plant (did he say
new?) and Joan Jett.
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1een 1ales of the Unexpected

DEBORAH FEINGOLD
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Romantic Scot Roddy Frame thinking of ways to further subvert pop cliche.

BY J.D. CONSIDINE

Slipping into Warner Bros. Records’ offi-
ces after a late lunch, Aztec Camera's
Roddy Frame looks more like an errant
office boy than a rising pop star. Short
brown hair askew, his complexion
slightly mottled and his elaborately
embroidered cowboy shirt hanging from
his shoulders as if impatient for him to

12
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grow into it, Frame seems even younger
than his nineteen years. With his shy,
soft-spoken manner and thick Scottish
accent, he could as easily pass for one
of the kids in the film Gregory's Girl,
seeming far more realistically adoles-
cent than actual cast member Clare
Grogan.

None of which jibed with the mental
image I'd formed listening to Frame's

songs from Aztec Camera’s debut, High
Land, Hard Rain. Although some of the
melodies are buoyant enough to be
called “youthful,” most of the music
smacks of a sophistication usually
thought impossible for those in their
teens. The chord progressions are com-
plex yet graceful, managing a sort of
subtle modulation on vintage Cole Por-
ter without seeming studied or overly
clever. And although the lyrics carry a
sense of romantic self-absorption, there
is a maturity and wariness of cliche not
found in sophomores. After playing and
replaying such gems as "Oblivious" and
"Walk Out To Winter,” the Roddy Frame |
had conjured up in my mind looked more
like a somber old pro who'd been honing
his sound in obscurity for the last half-
dozen years.

As it turns out, | was right about the
length of the development period, any-
way. Although Frame had set his sights
on music “and nothing else” as early as
his ninth birthday, it wasn't until the punk
explosion of 1977 that he really found a
sense of direction, of genuine excitement.

Significantly, it wasn't the high-
voltage thrash of the punks themselves
that made the most lasting impression,
but the train of historical awareness that
followed in their wake. "Punk justtended
to open up a whole new thing. | was a lot
more open to everything that perhaps I'd
missed out on by not being around in the
sixties. People were looking back to
what was considered to be underground
then, people like the Velvet Under-
ground, Captain Beefheart, the Stooges
and all that.”

By 1979, Frame was out of school and
writing his own songs. After passing
through a band called Neutral Blue in
East Killbride, the Glasgow suburb in
which he grew up, he formed Aztec
Camera "just to do songs I'd been writ-
ing.” In less than two years, the band
had been signed to the adventurous
Scottish independent, Postcard Rec-
ords, home of Qrange Juice, Josef K. &




The Pros Are Talking About
[banez Mulh-Effects Floor Systems!

Bobby Cochran: “The Ibanez UE300 has all the sounds

that the working guitarist looks for. It's rugged and
very professional, what I've .come to expect from lbarez.”
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UE300: Three of the hottest effects awvailable for gui-
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keyboards the modern texturas and effects used in
taday’'s music. It sets up in minutes, is 2xtremely quiet
and DOESNT cost a fortunell!”

Tony Levin: “For players like ma. who use a lov of pedals,
Multi-effects floor units are the answwr. Ibanez hes come up
with a variety of good ones, including the UE3038 designed
specifically for bass payers.” /

7

W/ Tony Levin Bassist

with King Crimson

-

2 -

~ T

.

Kewboard player Tom Coster
witn Santara

BE3038: The perfect package for the electric bassist.
The UE303B provides the Auto Filter, Compressor/Limiter
and Stereo Charus/Flanger to enhance wvery bass style.
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need today -- all in a concise, professional package thatcango
where they go. Visit your favorite Ibanez dealer soon and see

hat the talk is all about! N
Cug g g e Tomorrows Innovations

17421 °8" Cant Sae Ave , City of Industry, Ca 91748 ; @P.0 Fox 2019, idaho Falls, 1083401 e (n Canata : 6969 Trans Canadh, Highway, Sute 1685, St -Lawrent, Quebec, Canada HATIVB



INTRODUCING EFFECTRON II

.“eN "HIGH PERFORMANCE DIGITAL DELAY

The EFFECTRON™ II is an enhanced EFFECTRON. We have added many
features 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 prices!

The EFFECTRON 1 series is sfill the only low cost, full bandwidth
(16KHZ), high performance line of digital delay processars. Visit your
local dealer and check it out ! Listen and Compare . . . .

’———— DIGITAL DELAY (ms) ——

16 64 258 1924

H MIiD Lo SHORT LonG  (NFIRNITE
L— riaNGE — DOUBLE  LEgcHo- REPEAT

V4 Second Delay

Deltalab

Muslc & Electronics . .. Naturally!

orld Radio His'iory




the Bluebells, among others. Although
Aztec Camera started out with a heavy
Joy Division fixation, the band scon dis-
tinguished itself from the rest of the Brit-
ish pop scene by developing an
unfashionable, utterly distinctive sound,
full of acoustic guitars and hummable
melodies.

At first, the band was written off as
60s revivalists. “When the first single
came out on Postcard,” Frame recalls,
“there was a lot of talk in every review
about Arthur Lee's Love. Just the acous-
tic guitar thing, major 7th chords, all that
stuff, and the fact that the lyrics were
slightly different from the music and
didn't quite fit. So | could see a connec-
tion there.”

But the real difference wasn't so
much a matter of influences as of priori-
ties, because for Frame, the whole thing
centered on the idea of writing songs,
not simply trying to translate a social
philosophy or a certain amount of
energy into a few minutes of rock 'n' roll.

“Eight out of ten bands you see are riff
bands that usually write the stuff at
rehearsals,” he says with obvious disap-
proval. “I've always hated that idea, and
just wanted to be a songwriter, really. To
me, if you have a good song you should
be able to play it at home on a guitar and
hear it with the same dynamics and
impact as with an orchestra, or what-
ever. | don't think there are many people

writing songs that can stand up to that,
apart from a few people who have
already made it because of that, like
Paul Simon.

“| don't know, I just don't like it when a
band gets into a sound, and that sound
becomes more important than the whole
song. There isn't much substance there.
I think the emphasis on production today
is a real pity; production has replaced
the songs these days, particularly in
England with bands like ABC.”

To Frame’s mind, the studio is just a
tool, and “production is something that
should be sympathetic to the songs.”
That doesn't mean he favors a bare-
bones approach; High Land, Hard Rain
expands Aztec Camera's four-piece
lineup to include everything from soulful
back-up singers to touches of disco-
style percussion. The point, Frame
insists, is that it's all done to reinforce or
contrast a certain musical idea, to pro-
vide an additional point of reference for
the song’s use of cliché.

Cliche is one of Frame's fixations.
Although ne makes a real effort to avoid
parroting clichées in his writing, he likes
to play on the idea of using the familiar to
add an unexpected twist to his music. “If
you start with something that people
think they've heard before, say a six-
chord sequence that aimost makes peo-
ple feel comfortable immediately; if you
make the sixth chord something they

For complete information, wiite
Yamaha Combo Products, P.O. Box 6600, Buena Park, CA 90622.
In Canada, Yamaha Canada Music Ltd., 135 Milner Ave,, Scarborough, Ont. M1S 3R1.

weren't expecting, that makes the song
jar a little bit, then pull back in. | like
things like that. | think some of the things
the Velvet Underground did were really
like that, like 'Pale Blue Eyes.’ It's bitter-
sweet, where you can have a sweet mel-
ody and just throw it on the last chord.”

In other words, seize upon the familiar
in order to take risks.

“The thing is,” Frame continues,
“music’s gotten really safe again. | think
everyone's just writing songs called ‘|
Love You." All the people wno are really
popular today seem to be people who
are saying, 'Oh, all this post-punk stuff,
all these people like Joy Division—we're
not interested in that. We're a traditional
pop group. We're happy, not cynical, not
bitter." It tends to come from bands like
Culture Club, Haircut 100, all those
people.

“To me, those people are the cynics.
They must have said to themselves,
‘There's nothing new to do, solet'sbe an
ordinary, stupid pop group.” They must
think that—I| mean, they are intelligent
people. And that to me is much more
cynical than something like New Order,
who, by the way, | don't particularly like.
But at least New Order are adventurous
in what they do. They are going against
the grain a little bit.”

Of course, Aztec Camera doesn't
exactly sound like a group of rebels on
first listen, either. "Wimps" is the most
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common firstimpression they engender,
and Frame admits that a certain amount
of patience is required to get the gist of
Aztec Camera'’s sound. “A lot of groups
come out to hit you the first time, just
blam! blam! Our music is more subtle.
One person described us as subversive
mainstream rock, which was nice."

For an example of how Aztec Camera
subverts the mainstream, consider
Frame's inclination toward a jazzy guitar
sound. In part, it's simply the fact that he
plays an underampiified old Gibson
holiow-body guitar and uses "all these
jazzy little progressions.” But, as Frame
insists, “l don't pretend to be a jazz gui-
tarist, because I'm not. What | do, | think,
is just steal little bits from people. The
song 'Release’ on the album starts off
with guitar; | was trying to get the begin-
ning of that song to sound like Wes
Montgomery. And the end of the song, it
sort of builds up to a frenzy, with that
really tacky organ sound. It's really wild.
Live, it's just like the Velvet Under-
ground, because it's just these guitars
thrashing away.

“| like the idea of using two extremes.
Take someone like Neil Young. As far as
rock guitarists go, | think he's just one of
the best I've ever heard, because he
does things that are really.... He almost
reminds me of someone like Tom Ver-
laine, or the Velvet Underground, yet

he's so established, such a mainstream
artist. The fact that he can still dc things
like the guitar on ‘Hurricane,’ for exam-
ple; it's almost standard rock guitar,
except there's something there. It's got
something that really jars.”

The fact that Frame can synthesize
his enthusiasm for artists as divergent
as Buffalo Springfield, Michael Jackson
and the Go-Betweens into such a dis-
tinctive and original sound suggests that
Aztec Camera ought to be able to sur-
vive the usual dose of faddish favor the
British music press throws about to keep
the circulation up. Even in the band's
early days, Frame says, "We played one
week to a sort of put-about crowd, and it
didn’t go down that well. We came back
two weeks later after appearing in the
British music press—we were ‘hip’ that
week —and got three encores.”

Still, Frame has no il feelings about
Britain's Trend-of-the-Month syndrome,
especially when it works out in his favor.
“People are so fickle,” he shrugs. "I
don't think you should be bitter about
that and say, ‘Aah, these people don't
understand my music.’ | think you
should just accept that, and play on it, try
to get what you're doing over to as many
people as possible.” That's one of rea-
sons why Frame doesn't seem too
befuddled by the tactthat, since appear-
ing on Top of the Pops, Aztec Camera's
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British audience now ranges from the
hipsters who picked up onthe bandinits
Postcard days to young kids who ask
Frame to sign their autograph book right
next to the signatures of Duran Duran. In.
fact, he says, "l think more and more
people are starting to get into Aztec
Camera because they recognize it as a
really human thing. It's no big production
or any of that stuff.”

Nonetheless, Frame still has his pri-
vate jokes, not the least of which is his
"Aztec Camera look" —ersatz Western
shirts, cowboy boots and suede jackets
that jook as if they fell off the cover of an
old Neil Young album. "It's quite funny,
just the idea of jeans and wearing cow-
boy boots and all that, because over
there, in Britain, for a couple of years
now everything's been new wave, and
everyone's been walking around in grey
macs, that sort of thing. | just liked the
idea of being a bit loose about the way
you dress.

“The fringed jacket came about
because I'm a little bit contrary, | sup-
pose. Most groups really try to deny their
influences, | think, but when people
started talking about Buffalo Springfield
being one of my influences, | thought,
'Well, maybe they are.’ So | listened, and
loved the stuff. Then i thought, ‘If they
want to see it as being that, then I'li play

continued on page 42
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Organic Eclecticismin Orbit
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Maestros of creative anarchy NRBQ: drum pummeler Tom Ardolino, gruff'n’ tumble gui-

tarist Al Anderson, bassist Joey Spampinato and thirft-store-on-LSD pianist Terry Adams.

BY MARK ROWIAND

Seeing NRBQ play in a club for the first
time is a little like sauntering into an
amusement park with all-new rides—
you're happy to be in on the discovery,
and you're having fun, bat it's still a little
uncertain just what is going on. With
NRBQ, the whirl-a-gigs cammence as
soon as they walk onstage. No blow-
dried MTV musickers these: wearing a
patchwork jacket with more color com-
binations than a kaleidoscope, pianist
Terry Adams is more suggestive of a
thrift store on LSD, and bassist Joey
Spampinato, only slightly more muted in
a candy-striped leisure shirt, is virtually
dwarfed by guitarist Al Anderson, who
looks like a mountain man. The fans in
front are already screaming requests as
Terry, all loopy grin and shaggy blond
hair, sets himself behind the ivories with
mock solemnity and amiably surveys
the scene before signailing to the
drummer. At which point Tom Ardolino
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brings down a thwock! so hard that it
pulls his dark cloud of curls over his
face, and off NRBQ rides across the
richly contoured terrain of Musica
Americana.

The next surprise is the music itself,
for few NRBQ songs are much alike.
Typically they begin wih a sprightly
jump tune like “The Music Goes Round
And Round,” preserving the song's
ingenuous Dixieland chassis while
Ardolino’s pummeling backbeat, Adams’
dissonant clavinet figures and Ander-
son’s gruff 'n' tumble veicings refurbish
the veneer. Without pause the band
swivels into “Don't She Look Good," a
hip-popping original, as Spampinato’s
more casual vocal delivery slides
across a sizzling rockabilly rhythm like
grease on a griddle. Just as the jitter-
buggers prepare to swoon into dance
heaven, though, yes, Terry pulls the plug
with a softly reflective, "Yes, Yes, Yes,”
coloring the romantic lyricism with a
spare, Monkish melody. The room

quiets. Terry looks up with a gleam in his
eye.

"Did you bring any apples?” he asks
Al.

“I've got all the apples!” Al yells back.

“Did you bring any peaches?”

“Every one of 'em!”

And off they fly into "Daddy-O," a
mariachi-flavored polka of deceptive
innocence about a fellow who delivers
not only apples and peaches, but a kiss
or two. Now anarchy beckons. Trom-
bonist Donn Adams, half of the NRBQ
brass section known as the Wholewheat
Horns, introduces something called the
finger dance (*'It's sweeping the nation,”
he assures) on a goofy cover of “Woolly
Bully,” while the other Wholewheat
Horn, tenor saxophonist Keith Spring,
pumps the instrumental break full of
kickapoo joy juice. When NRBQ sings
"Captain Lou,"” a catchy pop paeon to
their erstwhile “manager” and otherwise
professional wrestler Lou Albano, the
Captain scales the stage to joininonthe
chorus. One moment Anderson is
crooning an impossibly sweet ballad like
“Never Take The Place Of You," the next
he's raking the bejesus out of Johnny
Cash’'s "Get Rhythm."” Bodies are cram-
ming the dance floor now as he spirals
crescendoes from a seemingly ancient
Telecaster, as Terry digs for that space
where the rhythm sends shock waves
up your spine, as Spampinato lassoes it
all together with smooth, loping runs.
Another thwock! and people are spilling
their drinks as the band drives toward its
denouement, screaming, singing along,
laughing, yelling for encores, pleading
for encores, and when, finally, there are
no more encores, stumbling about in
happy disorientation as if stepping off a
rollercoaster. The music goes 'round
indeed.

Were this show merely an eccentric
pastiche, NRBQ's sheer range and
grasp of songwriting craft would still be
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Returnof the Afro-beat Rebel

single repeated phrase: “open...open and
close!" Unlike the elastic lilt of so much

A3

' BY RANDALL F. GRASS

Kano, Nigeria 1974: Sitting in the midst
of a spacious, immaculate patio sur-
rounded by manicuted shrubbery and
the graceful curved stone-and-glass
walls of a post-modernrestaurant,itwas
easy to forget that a few feet away beg-
gars squatted in the dust, a few blocks
away women carried buckets of cistern-
water on their heads through an ancient
walled city, and a few miles away no-
mads in cloaks herded their cattke and
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Purveyor of African outrage, trustration and self-assertion, Fela exhorts the faithful.

-

turbanned desert-men led lines of cam-
els. In the garden, elegant women and
men—Europeans, Africans, Asians ard
Arabs, spiffily garbed ir gowns, suits,
anc traditional cloaks—sipped cool
drinks brought by deferential waiters.
Out of the tiny speakers suspended
from light poles in the garden came a
discordant sound—a driving boogie-lire
bass and drums overlaid by ringing
electric piano. A voice, in stentorian
tones, chanted phrases n pidgin Eng-
lisk, scarcely intelligible except for a

African music, with its easy-rolling
rhythms and the ever-gentle phrasing,
this voice conveyed sarcasm, defiance,
aggression. Whoever it was spoke his
mind without the slightest restraint: “the
hell witn you,” the voice seemed to say,
“this is what I'm about!” It was an unmis-
takable dose of trash-all-limits rock 'n’
roll spirit.

Who was that?

“Oh, that's Fela!” someone said,
smirking with relish and shaking his
head, bemused.

Fela’s name was on everybody's lips.
His threbbing Afrobeat blared out of the
shops into the streets. Newspaper head-
lines trumpeted the news of his latest
arrest {usually for “hemp“—marijuana,
that isy and the beating of his followers
by police. “Zombie,” his none-too-subtle
satire of the military, had been banned.
Rumors of his first film, The Black Presi-
dent, abounded. Teenagers idolized
him, students championed him, the elite
despised him and the man-in-the-street
shook his head delightedly: "That Fela!”
they laughed.

Fela Anikulapo-Kuti is unlike any
other prominent African musician. In
Africa, musicians have most often acted
as agents of social cohesion—even
when they were being critical. It was
always a personage or behavior, not
social institutions, they criticized. So a
traditicnal musician might sing a satiri-
cal song mocking the actions of a chief
but his criticism would be indirect. Afri-
can music itself brings people together,;
it cannot exist without cooperative effort
on the part of the musicians and, often,
the audience as well.

But Fela doesn't mince words: “Inter-
national thief" he calls the leaders of his
country and, in case anyone misses his
reference, he calls them by name. And
there's no lilt in his music—the horns
bleat and blare sharp, angular lines; Fela
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Unlike a lot of products yoL mignt buy, you
won't be sorry Yext year.about the Roland
product you baught thiz year, because Roland
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SYSTEM-100M .12

m own rules with
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Micro-
Compozer has, without question, written the:
imdustry rules for music programming and
computzr control of a musizal perfcrmance.
Foland qas refined this process into.an artfcrm
on the latest generation MicroComposer—

the MC-4. Describing the namerous features
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sizer desgn for the 80's and finto the future.
/ brand new feature of the Jupiter-8 is its new
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mytelogy, Juno was Jupiter's mate. In every
censa the same is true in keyboards, as the
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impressive. But analyzing NRBQ that
way is like examining the body of a
doughnut; if you just tally up the parts,
you miss the whole. In fact, NRBQ con-
geals musicianship as integrated and
artful as the Band's with the thoroughly
artless, try-it-on spirit of a New Orleans
rent party. At once steeped in tradition
and resolutely organic, their aura
reflects a romantic 60s idealism without
the sentimental posturing of that era or
the equally cynical posturing of this one.
NRBQ is funny but never camp, tight but
not slick, loose but only rarely sloppy;
ridiculous and sublime. And it is that
intangible essence which ultimately pro-
vides the communal link between the
band and their intensely loya! following,
the members with one another, and each
song to the next. For it’s no accident that
the group's more obvious forebears—
Monk, the Beatles, Lee Dorsey, Jimmy
Reed, Ray Charles—were all them-
selves unconventional artists whose
achievements transcended the limits of
their genres.

Probably no band, however, has a
keener grasp of how to make its points
through humor. In this regard NRBQ sto-
ries abound, but two are particularly
illuminating. One time the group, rather
notorious for not even beginning con-
certs before midnight, were slotted to
play at an outdoor festival at eleven
o'clock in the morning. They showed up
on the dot and performed a great set—in
their pajamas. On another occasion, a
club date, they discovered that their set
was being surreptitiously taped. Terry
ordered the offending scofflaw to the
stage and demanded his tape recorder.
Then the rest of the band gathered
around its microphone and sang one of
their songs a cappella. Terry handed the
recorder back to the startled fan, and
NRBQ continued with their performance.

Though live is unquestionably their
metier, NRBQ has also recorded nine
albums (including their latest, Grooves
In Orbit, on Bearsville) over the course
of their career, most of them of more
than respectable quality. Their original
compositions "I Want You Bad” and
“Green Light" have been covered by
Dave Edmunds and Bonnie Raitt
respectively (both singers also tried
their hand at Terry Adams’ *Me And The
Boys™), and over in England NRBQ's
blistering arrangement of the rockabillly
staple "This Ole House" was less
respectfully pirated by Shakin' Stevens,
for whom it became a number one hit.
Their praises have been sounded in
print by Elvis Costello, and over the
years pop critics have regularly show-
ered enough NRBQ accolades to start a
ticker tape parade.

Still, they make some people nervous.

The music industry, for example, has
not yet figured out what to make of

continued on page 42
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Beiore Producer/Artist Jeff
Baxter rolls into expensive
studio time, he rolls tape on an
Otari machine. At Home. In his
studio, Casual Sound.

“The Otari saves me a great
deul of tirme and money. A
recording studio was never
intended to be a $150.00 per
hour rehearsal hall, so I work
out ideas and refine the tunes
before [ go into the studio.

All my pre-production
recording for the last several
years has been on my Otari.
That machine has never left
my studio, —it’s been
incredibly reliable.

There's a lot of musical
maoments that have been
captured on that :nachine
...some of which have been

directly transferred to the final
multitfrack masters. .. Elliot
Randall, Doabie Brothers, on
and on. The Steely Dan
Pretzel Lagic album was
masfered on an Otari 2-Track.
And, that's obviously a
statement in itselt. . how I feel
about the quality of the sound.”

Jeff Baxter's always been into
instruments that musicians can
afford. It's obvious fhat he's also
been heavily involved at the
leading-edge of recording
technology:

Besides telling yeu his feelings
about Otari tape machines, there's
just one other tip Jeff would
like ta leave you with;

“Try anything and every-
thing and always roll tape.”
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blows honking, squealing saxophone
phrases and doesn't sing so much as
declaim, punctuating his utterances
with grunts and harsh laughter. Afrobeat,
his invention, is a city sound packed with
outrage, frustration and clenched-fist
abandon emanating from Fela's defiant
self-assertion. There are hundreds of
juju bands, scores of highlife, congoand
funk groups, many of them excellent, but
Fela Anikulapo-Kuti is the only credible
purveyor of Afrobeat.

Yet something’s gone wrong. Fela
was supposed to succeed Bob Marley
as the next global superstar. He has
everything—funk, charisma, great
chops, pungent, understandable pidgin

ENLIGH

English lyrics—but he has not yet made
it. Of course, in 1977, soldiers destroyed
his home, his equipment and master
tapes, severely brutalizing everyone in
his organization, including his mother,
who died soon after. Then, too, the
notion of touring with up to seventy peo-
ple is a difficult economic proposition.
His mistrust of multinational record la-
bels has kept him at arm’s length from
their star-making machinery. And some
say his ego misleads him, propels him
down blind alleys.

Those who count him out already are
selling him short. He's ready to emerge
again; he wants to conquer America. A
biography, appropriately titled Fela—
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This Bitch of a Life, has just come out in
England. Arista has released two LPs in
Europe during the last two years. Bands
like Konk and Pigbag have been stealing
his licks. A French documentary feature
film is ready for release. With a monster
buzz happening in African music, Fela's
time may have arrived.

The Shrine, Lagos, 1975: Walking into
the Shrine, Fela’s personal club, in 1975
was like entering the free zone of a new
society as Fela envisioned it.

“Why Shrine?" he has said. "“Cause |
wanted someplace meaningful, mindful
of progressive background with roots. |
didn't believe in playing in nightclubs
anymore.”

The deep thunder of bass and drums
rumbling through the walls of the Shrine
did not prepare you for the sight inside.
Lit by an orange-red glow, the open-air
courtyard scene had the look of a reli-
gious rite. A sea of bobbing heads and
twisted bodies crowded the dance floor,
while the faithful pressed against the
stage at the far end. The sweet smell of
hemp perfumed the air. Teenage girls
wriggled on raised platforms at the
corners of the courtyard. Ringing the
dance area were the flags of every Afri-
can nation, icons signifying Fela's com-
mitment to pan-African unity.

Onstage, above the crowd, Fela's
Africa 70 band churned out warm Afro-
beat rhythms, a throbbing pulsation of
drums and blaring horns. A half-dozen
young women jiggled in place behind a
clutch of microphones. Two percussion-
ists advanced and retreated, whirling
and jumping while they beat the sticks
and gourds they carried. The conga
drummers played with a steady fury, fol-
lowing the lead drummer on his trap set,
while saxophonists and trumpeters
stood impassive between stabbing
bursts on the horns.

In the middle of all this stood Fela, his
legs spread wide apart, blowing with
savage abandon on a tenor saxophone.
His thick, raw tone turned the abrupt
lines he played into an assault. He was
stripped to the waist with his left arm
bandaged to his side, the result of a
confrontation with the police. A young
boy ran up onstage to receive Fela's
saxophone as he picked up a micro-
phone and paced the stage like a rest-
less panther, surveying theaudience. As
with so much African traditional music, it
was no show but a communal expe-
rience having spiritual or satirical or
social significance, depending on what
Fela chose to sing or preach:

My friend just come from prison
Him de look for work
waka, waka, day and night
police man stop am for road
he say, “Mister | charge you for
wandering...”

“Trouble Sleep”
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Herbie Hancock. Let'’s hope he leayrned his lesson.

cosl'g'il‘s]'ln’

AND THE ATTRACTIONS

TRANSLATO | g T
w‘_.? A 2> O

®

'COLUMBIE," @ ARE TRADEMARKS OF CB5 INC ¢ 1983 CBS INC
27



Maybe Fela sang about something in
the news or about the soldiers (*Zom-
bie") or bourgeois Africans ("Opposite
People”) or sex (“Na Poi") or the aping of
Western tashion (“Yellow Fever”) or phi-
losophical social commentary (“Rofo-
rofo Fight"). Every phrase was answered
by his chorus of female singers. He
sometimes addressed his words directly
to someone in the audience. And after
his preaching he might move behind the
piano, jJabbing at it to produce emphatic,
rhythmic phrases, almost Monkish in
their spare dissonance. The trumpet
player would blow a solo, the crowd
heaved and shuddered like an agitated
ocean and so it went for forty minutes,
an hour, even two hours. And when it
stopped...next tune.

The Shrine doesn't exist anymore; it
was closed by the government in 1977
when Fela's communal home was de-
stroyed. A new Shrine has risen but it is
miles away in lkeja, the dusty, deprived
outskirts of Lagos. An understanding of
the terrible struggle of Fela today can
only come by knowing what went into
the creation of the original Shrine, Africa
70 and Kalakuta Republic.

Africa 70: In 1938, Fela, like Sunny
Ade, was born in Western Nigeria—
Yorubaland, some would call it. His
father was a prominent educator and
minister while his mother was a
renowned political activist who suc-
cessfully challenged corrupt chiefs dur-
ing colonial times. A rebellious streak,
combined with a passion for music,
defined his youth. He studied both clas-
sical music and jazz in London as a
young man. When he returned to Nigeria
in the 60s, he was playing jazzy highlife
which was not well accepted; his music
was too esoteric for the Lagos party
people. A visit by Geraldo Pino, a Sierra
Leonian pop musician, gave Fela his
first revelation.

“| was playing highlife jazz when Ger-
aldo Pino came to town in '66 or a bit
earlier with soul," Fela recalls in his bio-
graphy. "That's what upset everything,
man. He came to town with James
Brown's music, singing ‘Hey, hey, | feel
all right, ta ta tata!" And with such equip-
ment you'd never seen, man. This man
was tearing Lagos apart. Made me fall
right on my ass! | never heard this music
before.

"After seeing this Pino, | knew | had to
get my shit together and quick! | said to
myself, ‘this James Brown music...thisis
what's gonna happen in Nigeria soon-o. |
have to be very original and clear myself
from crap. | must identify myself with
Africa.”

By 1968, Fela's Afrobeat sound was
taking shape, but he was still search-
ing for direction. His band was called
Koola Lobitos when he arrived virtually
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penniless with them in America in 1969,
courtesy of some air tickets from a
wealthy friend. After months on the
verge of starvation, with no working
papers, he scored a little gig at a club in
L.A. and met an American woman who
changed his life: Sandra Isidore, musi-
cally inclined and heavy into black
nationalist movements (she later sang

n “Upsidown,” one of Fela's greatest
recordings).

“Sandra gave me the education |
wanted to know. She was the one who
opened my eyes. | swear, man! She's the
one who spoke to me...about Africa!
One day | sat down at the piano in San-
dra’'s house. | said to Sandra ‘do you
know what? I've been fooling around. |
haven't been playing African music. So
now | want to write African music...for
the first time. | want to try.’ Then{ started
to write and write. In my mind, | put a
bass here...a piano there...then |
started humming, then singing. | said to
myself ‘how do Africans sing songs?
They sing with chants. Now let me chant
into this song: La-la-la-laaa..." Looking
for the right beat, | remember this very
old guy | met in London—Ambrose
Campbell. He used to play African
music with a special beat. | used that
beat to write my tune, man.”

So Fela's encounter with Sandra Isi-
dore freed his mind from the sense of
cultural inferiority that was the legacy of
colonialism, and Afrobeat was born. He
returned to Nigeria and began releasing
records the likes of which had never
been heard before in Nigeria: “Chop And
Quench,” "Buy Africa,” "Black Man's
Cry” (recorded in London with ex-
Cream drummer Ginger Baker). And
everything he released sold in a steady
stream.

Soon after he christened his club the
Shrine, he established a communal
home for himself, his band members
and others in his Africa 70 organization,
including dozens of young women who
flocked to him. He called it Kalakuta
Republic, and it became a kind of liber-
ated territory wherein he created his
own version of traditional African life-
style in which everyone shared work
and spoils. Runaways were welcomed
and the press bloomed with photos of
Fela holding court before a crowd of
young people, clad, as was his custom,
only in a pair of briefs, his horn in hand.
Photos of the bare-breasted beauties of
his harem and tales of open hemp-
smoking scandalized Nigerian society.
The government hated it; the kids loved
it.

Kalakuta Show, 1977 The arrests
started—Fela never really hid his hemp
smoking—and the harassment increased
as he formed a social-action movement
that captured the imagination of many
young people and even thought of run-
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ning for President someday. His ads in
newspapers castigated the latest
government folly, such as FESTAC, the
second World Black Arts Festival held in
Nigeria in 1977 —in which Fela did not
participate. "I cannot participate in any-
thing that is not first quality,” his ads
proclaimed.

“FESTAC!” he recalls. "One big hustle,
man. A rip-off! They tried getting me in it.
They started out being nice to me and
that sort of thing. So | presented a nine-
point program to make the festival
meaningful. The first point of my pro-
gram called for the participation of the
people. Then | denounced the way in
which the cultures of Nigeria were being

TRULY WIRELESS
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treated trivially. But Major General Haru-
na rejected these proposals. It was then
that | resigned.

“So FESTAC came for one month. |
stayed at the Shrine and made my
counter-FESTAC there. All the big musi-
cians and artists FESTAC brought in
wanted to see me, man. For one whole
month, every night, Shrine was packed
by blacks from all over the world. And
since they wanted to know what was
happening in Nigeria, | told them!”

Shortly after the spotlight of world
attention disappeared with FESTAC's
finale, the government moved on the
Kalakuta Republic. The attack devas-
tated Fela, his family and his organiza-
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tion. He and his people were injured
physically and creatively; the tools of a
musician—instruments, recording equip-
ment, master tapes—were destroyed.
Though Fela began piecing his life back
together, releasing new recordings and
performing in Europe, his drive toward
global recognition was shattered. He
married all twenty-seven of his “queens”
who had stayed with him through thick
and thin and licked his wounds.

“The destruction of his home and the
death of his mother had a serious impact
on his life,” recalled Sandra lIsidore. “|
didn't realize how serious it was until |
went there. The destruction of Kalakuta
has broken him to some degree. The
government has practically destroyed
the man. In the newspapers, they tell
people that if they go to the Shrine, they
go at their own risk. The only way Fela
was able to come back at all was
through outside help and help from
friends. Someone donated land and he
built another Shrine. The government
only allowed it t0 happen becauseitis a
Shrine, not a club. They beat him to his
knees, then they began beating his
knees.”

Egypt 80, 1983: It's a testament to
Fela's strength that he's getting back on
his feet—a new Shrine, a new band
(Egypt 80), new recordings. The music
had become moodier and slinkier but its
powerhouse rhythms still pack more
punch than just about anything else on
the planet. “Original Sufferhead,” his
most recent release, showcases some
of his most lucid blowing on record and
its lyrics are as biting and funny as
ever—yet serious as life and death.

With Sunny Ad€ infiltrating Babylon
with African music, the way has never
been clearer for the original rebel, Fela.
Those who suggest that Sunny will fill
Bob Marley’'s global role are hopelessly
off the mark; the beauty of Sunny's
music is rooted in harmony emanating
from simple religious faith and the placid
vision his privileged status has given
him. Fela has cast away security and is
leading the world's sufferers to a show-
down; rock 'n’ roll rebellion, African style.
His mission now is to bring his music, his
message, to the world—it's all that he
has left.

“| think I'm a great person,” he
declared nearly ten years ago in an
interview, “and | hope all Africans
think they are great persons because
that's the only way we can survive. Most
Africans think that life is a white man
ruling a black man for life. They think
everything from overseas is greater but
they don't know that everything from
overseas could have gone from here to
overseas and come back to us. America
gave me that line of thought. When |
come back, it will be as the king of Afri-
can music!”
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Because his music has that rare combination of chemistry and
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Performance Beyond
Specifications

When we set out to de-
velop the industry’s most
advanced line of stage mi-
crophones, we insisted that
every mic be able to stand
up to brutal spl’s without
distorting or changing tonal
characteristics. We demand-
ed the same ruggedness and
reliability that have made
Fender famous. And we
wanted every microphone to
sound better than the popu-
lar competitors in its class
— plus deliver unbeatable
value to boot.

After thousands of
hours of critical testing and
refinement, we're satisfied

that weve achieved our goals.

D-Series Dynamics

Designed with singers
in mind, the D-Series mics
feature the special warmth
and presence of a fine dy-
namic, with carefully con-
trolled directionality that
minimizes leakage and feed-
back. Smooth off-axis re-
sponse and effective shock
mounting and blast filtering
make them shine in hand-
held applications.
P-Series Condensers

A microphone break-
through that combines the
ruggedness and high spl tol-
erance of a well-designed
dynamic mic with the pre-
cise, wide-range response
and open, uncolored sound
of a condenser. Among the
select few studio-quality
mics that can stand up to
the rigors of the road.
M-1 Miniature System

A whole new approach
to microphony. The finger-
tip-sized condenser element
combines ruler-flat response
with ultra-high spl capability
to handle the most difficult
tasks. A wide range of op-
tional accessories extend
the M-1's versatility.

D-1Dynamic Microphone

The exciting new D-1
directly challenges the most
popular vocal mics on the
road today—and emerges
the clear winner in pricel
performance comparisons.
Features a well - behaved
cardiowd pickup pattern,
smooth off-axis response,
and superior shock mount-
ing—plus the presence lift
and bass proximity effect that
enhance vocal reproduction.
$70) (suggested retail).
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D-2 Dynamic Microphone

The satisfying heft of
the D-2's satin guiemetal
case and the smooth, seduc-
tive sound it fends to vocals
place it a step above other
dynamic mics. Its low har-
monic distortion and high
spl capability tell part of the
story—but specs alone
can’t convey the D-2's nat-
ural, well-balanced, excep-
tionally musical sound
quality. $137 (suggested
retail).
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D-3 Slim-Line Dynamic
Finally, a great per-
formance mic designed spe-
cifically for the smaller
hand—with an elegant,
slimmed-down case and a
response curve that's care-
fully shaped for warmth
and smoothness. And the
thin profile doesn’t sacrifice
directional characteristics or
ruggedness. A stunning
new combination of great
looks, sound, and value.
$149 (suggested retail).
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The Truth Comes Out.

P-1Condenser Microphone
This superbly accurate,
multi-purpose mic uses
Fender’s breakthrough tech-
nology in permanently
charged condensers. It can
reproduce blistering sound
levels of over 150 dB with-
out overload. Four switch-
selectable response options
allow tailoring of frequency
response for virtually any
application. External phan-
tom or battery pewered.
$220 (suggested retail).
. Typical FrequerryResponse
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P-2 Condenser Microphone

With the same ad-
vanced element technology
as the P-1, this economical
mic offers much of the same
great performance. Consis-
tent on- and off-axis sound
and amazing ruggedness
make it art unbeatable all-
around stage mic with stu-
dio-quality sound. Like the
P-2, the P-1 s covered by
Fender's 1-year Road
Hazard™ warranty. $99
(suggested retail).

Typical Frequency Response
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M-1 Miniature Condenser
Microphone System

A brilliant bit of Fender
applications engineering
that opens the door to a
whole range of innovative
microphone techniques. The
high-performance cardioid

condenser pickup fits vir-
tually anywhere. The M-1
features a pocket-sized pre-
amp box that's packed full of
features. Its notch filter
(tunable from 50 to 320 Hz)
increases gain before feed-
back at least 6dB in acoustic
guitar applications. There’s
also a music/voice switch
for reducing breath blast
and excessive proximity ef-
fect. The M-1 is able to
withstand an incredible
150+ dB spl. This gives

Typical Frequency Response
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you the freedom to get as
close as you like to any
sound source. Special, op-
tional application kits let
you mount the M-1 to a
drum stand, an acoustic
guitar, a headset or eyeglass
frame. The possibilities are
limited only by your imag-
ination! $175.00 (suggested
retail). Accessory mounting
kits are priced separately.
Road Hazard™
Protection

No matter how careful
you are, your stage mics
are eventually going to get
dropped, bumped, and gen-
erally knocked around. Be-
cause "real world” mics
can't afford to be fragile,
Fender backs all D-Series
and P-Series models with
our 1-year Road Hazard
warranty. (See your dealer
for a copy of the complete
warranty.) It says that if

the microphone fails to op-
erate for any reason, Fender
will repair or replace it at
ho charge.

You can see and hear
our exciting new line of
stage mics now at your
Fender Pro Sound dealer.

®
THE
SOUND
THAT
CREATES
L EGENDS
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MADNESS

OBSERVATIONS FOR INQUIRING MINDS

You couldn't ask for a better
summary of the Madness

sound than “Our House.”
Unlike “One Step Beyond” or
“Night Boat To Cairo,” the
ska-fueled singles that first
sent the group to the top of
the British charts, this isn't a
one-dimensional pop song.
From the driving, Motownish
bass line that powers the
verse, the song shifts effort-
lessly into a modified “Louie
Louie” pattern for the chorus,
blithely bridging two of the
sturdiest strains in British
rock. And that doesn't even
take into account the Music
Hall strings, honking R&B
saxophone and touch of New
Orleans piano sprinklied
throughout.

Then there are the lyrics,
which make a good show of
looking back on the joys of
youth with a sentimental
gaze, but keep coming up
with little ironies or intima-
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tions of painful reality to really
sell us on the idea. It's not as
God-ard-Country English as
Ray Davies would have
made it, or as mockingly
satirical, nor is it as smugly
literary as it might have been
had it come from Chris Dif-
ford and Sgueeze. Instead,
it's plain-spoken without
seeming simple-minded, just
like the peaple you'd expect
to find in that house in the
middle of that particular
street.

How do they manage such
a subtie level of difference?
"We're observers,” offers Carl
Smyth, the singer whose
words grace "Our House.” As
he sees it, the typical Mad-
ness song is “didactic.”
"They explain a situation, so
it's our view on something we
see. But we like to write so
that an the surface there
seems to be one story, and
then if you read into them,

there's another. If we've got
something to say and it's not
particularly funny, or if we are
dealing with something
serious, we like to cloak it a
bit. So if you're the sort of per-
son who wonders or inquires,
there's more there for you; if
you're not inclined that way,
it's just a stimulus.”

The group’s musical var-
iety wasn’'t quite as inten-
tional, however. “We're all
about the same age, so we all
started listening tc records at
about the same time and our
influences are roughly the
same: Motown, reggae and
so on. Also R&B. A number of
us are into Professor Long-
hair and Fats Domino, partic-
ularly Lee Thompson, the sax

player. The British Music Hall
influence came in the way we
moved and acted. We sort of
like that tradition of comedy
and characters, being able to
go over the top, visually.

“It didn't come out con-
sciously; it was more a sort of
natural mixture of all of us
together. It just seemed to
come out and other people
noticed it before we did. We
gave it our own label, ‘The
Nutty Sound,” just so we
wouldn't get labeled.

“Unfortunately, we did any-
way, as a ska band. But we
felt that was unfair. The origi-
nal reason we played a lot of
ska and reggae was because
we were SO bloody awful in’
the beginning. We were really
bad. We started with R&B,
just getting covers, and we
moved on next to reggae,
because we got a little better
and it seemed an easy pro-
gression.”

So that is the Madness
secret—progress through

practice?
“| like to think it's our atti-
tude,” Smyth laughs. "We

don’t mind laughing at our-
selves, but we're doing it for a
purpose, so that other people
can ook objectively at them-
selves. We try to pinpoint and
show people the stupidity of a
lot of things, but in a nice
way.” — J.D. Considine

ROBERT PALMER

21ST CENTURY RETRO MAN

Robert Palmer strode on-
stage atthe Ritzin Manhattan
one sultry night last July
dressed in subdued, vaguely
futuristic plain white shirt, tie
and square-cut trousers. His
garb recalled Harrison Ford's
hip twenty-first century/retro
man in the film Biaderunner,
and as Palmer’s sleekly cus-
tomized steamroller of a six-
man band glided in the
oscillating heartbeat of his
1980 synth-pop classic,
"Johnny And Mary,” the
image made even more
sense.

Palmer owns a voice that
melds all the right tradition-
al/R&B influences— Gaye,
Redding, Pickett—with a
keening, edgy Celtic soul
sound. Palmer has also
doggedly pursued the nou-

[

veau through ail its cha-
meleon-like changes in a
decade of solo recording,
starting with his early use of
studio heavies like the
Meters, Stuff and Little Feat,
and extending more recently
to his bent towards multiple
synthesizer tracks and
cross-culturat rhythmic
stews. The result has been a
slightly hazy public image,
which translates to mid-level
stardom in Europe (Joe
Strummer is an ardent
admirer) and something
more like a cult following
Stateside.

Palmer's latest LP, Pride,
takes hisidiosyncratic excur-
sions into stripped-bare funk,
reggae and African rhythms
one step further. The album
covers a lot of terrain. The
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title track is a mildly tongue-
in-cheek, anti-aerobics,
Caribbean-flavored lilt that
exhorts a woman, “Sister,
don't you jog it all away.”
Elsewhere, Palmer moves
through synth-rock and
synth-fun< witk equal gusto.
Such eclecticism may not
cater to standard consumer
tastes, but that night at the
Ritz, Paimer's anatomy-of-
the-groove approach worked
stunningly. Using the band
from the album, Palmer
sailed through an hour-and-
a-half long set that featured
ear-bending polyrhythms
from drummers Dony Wynn
and Michael Dawe, and
seamlessly sequenced
segues by syrth whiz Jack
Waldman; throughout the set,
the beat never stopped.
Palmer’s current characteris-
tic groove is a solid-state
pulse that's located some-
where betweer rock thumgp,
funk whump and reggae
bump. Bassist Frank Blair
added a virtuoso bottom that
neatly cantrasted the futuro
shenanigans, while guitarists
Alan Mansfield and John
Staehley bristled with sparse
accents and a crackling
chordal gttack. Palmer sub-
jected every song to some

variation on this demonicatly
controlled pulse.

When asked haw he puts
this music together in ihe stu-
dio, Palmer cheerfully admit-
ted that “although | lave to
work with expert musicians,
I'm not famous for having a
‘band’ sound. And yet, I'm
aiming at something very
specific, so for this album |
spent time devising rhythms
and parts very precisely on a
drum mechine anc a PPG
synthesizer. This way, | was
able to define exacfly what |
meant ir musical terms tathe
musicians. who could then
bring their own spirits to the
parts and songs. Tnhe inter-
pretation. then, had more to
do with real playing than with
everybody being content with
what we were aiming at—I'd
already had that covered. For
me, synthesizers are fabu-
lous tools for both writing and
increasingly greater musical
expression—as long as | can
keep the thing organic,in my
own terms. Remember the
time when everybody was
picking up a guitarand nad a
harmonica areunrd their
necks? Well, | think synthe-
sizers and electronics are at
the same stage now.” —
Crispin Cioe

GIL EVANS

SPONTANEOUS ARRANGEMENT

Dealing in predetermined
subtleties—the manipulation
of moods, ensembile voic-
ings, timbral textures,
grooves—the goals of the
arranger would almost
appear to be diametrically

opposed to the imorovisatory
freedom associzted with jazz.
Butinrealty, allgreatiniprov-
isers have beer: masters of
the art of spontaneous ar-
rangement (as much as the
widely used analogy of spon-

taneous composition). Like
the arranger, the improviser
attempts to elaborate on the
composition at hand by infus-
ing it with distinct elements of
his or her musical personal-
ity. Like the improviser, the
best arrangers write urgency
into their works. Some of the
most memorable jazz pos-
sesses the stamp of an
arranger, and in many cases
the stamp is that of Gil Evans.
Who else could translate Bird
tunes like “Cheryl” or
“Relaxin’ At Camarilo” or
Monk's “Well You Needn't”
into the musical syntax of the
80s, naturally substtuting
funk for swing and convinc-
ingly molding these tunes
into his own image?
Packing Sweet Basil (one
of New York City's plushest
and best run clubs) for a
string of Monday nights,
Evans' big band (three

on Evans' latest, Priestess).
While the tenor shouting of
George Adams became a bit
monolithic, he did open up on
Evans' playfully moody
arrangement of Mingus’
"Orange Was The Color Of
Her Dress Then Silk Blue.”
Lew Soloff's lead trumpet
sparked the band throughout,
but his solos lacked the
manic flame of the ever-wild
Marvin “Hannibal” Peterson.

Ever since he put himself
on the map with the revolu-
tionary, now classic, arrange-
ments for Miles, Evans has
demonstrated an impres-
sionist's penchant for utilizing
every color available in his
orchestral palette. With

expansive voicings, Evans
made his band sound twice
as large while using unison
lines to retain the rhythmic
unity and conceptual focus of
a smaller group; the band

trumpets, two saxes. trom-
bone, electric guitar and
bass, drums, piano and syn-
thesizer) attracted both an
unusually mixed audience
and a bevy of prominent
musicians. Evans warmed up
the band with long, looping
compositions revolving
around funky riffs and loosely
stated ensemble parts, much
in the vein of Miles Davis'
seminal Bitches Brew. Using
David Sanborn’'s distinctive
alto as the lead voice, both on
“Short Visit" and “Priestess,”
Evans gave Sanborn ample
room to prove why he's one
of our great saxophonists
(listen to how he nearly plays
Arthur Blythe under the table

roared, whispered and
danced. “Well You Needn't”
and Evans’ brilliant treatment
of Hendrix's “Little Wing”
(two of the band's best per-
formances) iftustrated Evans’
taste for variety and showed
how well he can still inspire
young players—Hiram Bul-
lock’s improvisations soared
on the Hendrix tribute. Evans’
writing puts him in rarefied
company: he's one of the few
really good arrangers still
around, and his Antilles rec-
ord captures a healthy por-
tion of the band's spirit and
his own writing. Butdon'tbe a
fool and pass up chance to
hear them live. clitt
Tinder
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DIFFORD & TILBRO®K

LIFE AFTER SQUEEZE

Difford & Tilbrook, that most
British of songwriting teams,
producing Grandmaster
Flash, the grand poobah of
rap?!?

“It is a pretty surprising
combination,” Glenn Tilbrook
agrees with a laugh. “The
way it came about was, Syl-
via Robinson (head of Sugar-
hill Records) met somebody
from our management com-
pany and the idea of aur writ-
ing a song for Flash was
bandied about,” Tilbrook
explained. "l went mad about
the idea but | didn't know if it
would come off. But | think
what we came up with
worked out pretty well. It
sounds like a Grandmaster
Flash record, but you can
hear us in the tune as well—|
play piano on the song. It's a
rap record but we didn't write
the rap, we just supplied the
buzzword: “The Amazoen.”

“The word 'Amazoon’
comes from a play we did last
year called ‘Labeled With
Love,'” continues Difford.
“It's about a pub that’s losing
business so it's changed into
a disco and renamed ‘The
Amazoon.' The play did very
well, and played to sold-out

houses in London for thirteen
weeks."”

Difford & Tilbrook have
been keeping a fairly high
profile in the U.K., what with
their play, and Tilbrook dee-
jaying at a British club one
night a week. However, “The
Amazoon” is the first thing
America has heard from the
pair since Squeeze, the bril-
liant pop quintet they led for
five years, called it a day.
Thatisaboutto change. They
recently signed a seven-
album contract with A&M
America, hooked up with
Shep Gordon's high powered
management firm, Alive
Enterprises, and are pres-
ently whipping a new band
into shape.

“We finished auditioning
players and began rehears-
als tast month,” says Til-
brook. “Pino Palladino, who's
played with Jools Holland.
Gary Numan, and is on just
about every record in Brit-
ain's topten atthe moment, is
our bass player. He's the only
new member we can mention
atthe moment. The newbanc
is not going to be Squeeze—
it'll be a new band with a new
style. It hasn’'t been a con-
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scious decision, but our writ-
ing seems to be showing
more of a black influence—
you can hear it in songs like
“Tempted” and “Black Cof-
fee In Bed.”

Difford & Tilbrook's sab-
batical from touring has given
them a chance to stockpile a
hefty amount of new material,
which Tilbrook describes as
“really good, if | do say so
myself.”

"“This year I've been writing
in a completely different
way,” Difford explains. "l live
in the country now and I've
been pressuring myself to
write more because | have
the time to do it. I've written
about sixty or seventy lyrics
in the past three months. it
even got to the point a few
weeks ago where | began to
feel | was strangling myself

|

with words and had to force
myself to stop writing. As to
what the new stuff is like, I'd
say that it's a bitlessdark.I'm
not writing as much about
being drunk and depressed
in pubs, partly because | think
I've completely exhausted
the subject, and partly
because having not been on
the road for the past few
months, I've been spending
less time in bars.”

Asked if they felt satisfied
with what they accomplished
with Squeeze, Difford replies,
“In many ways Squeeze was
really successful and | think it
was underestimated by both
the band and the public.”
Adds Tilbrook: “In terms of
popular success, | think
Squeeze was a little ahead of
its time. The kind of music we

continued on page 40

JUDY MOWATT

I-THREE WITHA MESSAGE

When Peter Tosh briefly
joined Judy Mowatt on stage
towards the end of her New
York debut at First City, it felt
for a moment as if the Wailers
were miraculously whole

again. Bunny might have
been in Jamaica and Bob in
Zion, but Sister Judy and
Peter sang "One Love" as if
they had written it. The
capacity crowd got a taste of
the impromptu professional-
ism that only veterans of the

notorious Jamaican studio
system can deliver.

Judy Mowatt, one third of
Bob Marley's female comple-
ment, has long awaited the
chance to assert her own
ideas as songwriter and pro-
ducer. She created the
Ashandan label in the early
70s to release a series of
devil-soul flavored rock-
steady singles, many of
which have subsequently

continued on page 40




ON MAXELL, ROCK'N'ROLL
IS REALLY HERE TOSTAY.

Every ell cassette is destined to become a golden ole.
Because at Maxell we build cassettes to standards that are
60% higher than the industry calls for.

1Il)umxble cassettes you can shake, rattle yet they keep on
rolling.

Precision engineered tape that even after 500 plays still

delivers high fidelity. vl
S0 when we say, on Maxell, rock '’ roll ll'!::'lei“
isreally here tostay... Be-Bop-ALu-La... -
we don't mean maybe. il ummw.n Wi
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PYLON

MUTANT RHYTHM & BRUISE

Athens, Georgia is home of
many a marvelous mutant
dance band: The B-52's,
Love Tractor, Method Actors,

Oh-OK, not to mention
bizarro popsters R.E.M. But
none of them, not even the
vaunted B-52’s, can match
Pylon for sheer unadulter-
ated motivational power.
Pylon is easily the most radi-
cally revisionary of the
Athens crew in terms of
refracted/remodeled ar-
rangements. Yes, Pylon can
be compared to Public
Image, Ltd. circa The Metal
Box but minus the mewling
nihilism, and to Gang of Four
minus the political polemic.
But they are the most muscu-
lar and spartan purveyors of
new white funk-rock around,
and if you don't believe me, |
urge you to check out their
singles (""Cool’'/*"Dub,"”
“Crazy"/"M-Train,” “Beep"/
“Altitude”) and their albums
(Gyrate and Chomp), all on
Athers' own independent DB
Recs. Especially check 'em
out live, at New York's Ritz for
example, where they can mow
you down even as they seem
to levitate the house, spinning
the dance-floor dervish-like
and threatening to fly right off
the stage through pure cen-
trifugal velocity.

The principals, singer
Vanessa Briscoe, guitarist
Randy Bewley, bassist Mike
Lachowski and drummer
Curtis Crowe, unassumingly
come out and set about plow-
ing a deep groove: Lachow-
ski's vibrato treble-toned lead
bass churns through Bew-
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ley's spiky drone, Vanessa
coos /talks /sighs /screams,
and all of it rides atop Crowe's
turbine drive-train rhythm. Ir
no time, Vanessa goes inta
her trademark dance, a sort of
free-form, friendly pogo, and
most of us in the decent-
sized but enthusiastic crowd
are doing abandoned varia-
tions on her theme. Pylon’s set
spans its whole career: theis
epochal '79 debut “Cool,” al-
ternately ticking like a time
bomb and exploding like depth
cnarges; stuff from Gyrate like
the stupendously ominous
chiller-theater punk-funk of
“Danger,” “Crazy" and “Alti-
tude,” which introduced an
unlikely lyricism into their pile-
driving trademark sound; the
careening, Roadrunner-paced
"Beep”; and the cuts from
Chomp, which radically de-
part from Pylon's typical
rhythm & bruise formula. Fit-
tingly, Pylon encores with
"M-Train,” a devastatingly
basic lesson in the stripped-
down basics of avant-funk
muscle.

Ask Pylon how they do it
and they have no real
answers. Each and everyone
of them says the same thing:
“We don't analyze what we
do, we just do it." Bewley
didn't even know what kind of
weird Near-Eastern tunings
he was using until he got a
strobe-tuner and found out.
Curtis says, "A drummer
should just hit the skins as
hard as he can and keep a
good beat, and that's all | try
to do.” Vanessa claims her
lyrics are “personal...| guess

there's an inner logic there.
People can take from them
whatever they want.” A ftri-
umph of instinctive American
creativity? You bet. But Pylon
is aware of what its music
can do. Curtis and Mike
proudly produce a letter from
the proprietor of the ribs and
juke joint in Winston-Salem’s

black ghetto they frequented
while recording Chomp. “She
wrote," chuckles Mike, “that
‘Beep’ is her favorite song of
all time, and that ‘whenever
things get too slow here, I just
put that on the juke and every-

body gets in the groove.” —
Michael Shore

ARTHUR BROWN

CRAZY LIKEA FOX

A few months ago, MTV view-
ers may have been surprised
by a video in which a
bearded, balding stringbean
of a man rushed through a
series of technological land-
scapes to the accompani-
ment of a heavily synthesized
dance track. When the credit
said Arthur Brown, the
response was probably two-
fold. The youngsters said
“Who?" and us older types
said “Not the Arthur Brown.”

Yes, it's the Arthur Brown,
all right. The former God of
Hellfire, ex-leader of King-
dom Come, and generally all-

purpose loony is back on the
scene after a couple of years
of painting houses in Austin,
Texas. Not that he's turned
into a cosmic cowperson, no,
indeed. He's still weird, don't
worry about that; Arthur
Brown has always been a bit
odd. A native of Whitley,
Yorkshire, Brown started out
playing in trad bands, and
wound up, like so many

young British musicians in
the early 60s, with a blues
band, Blues & Brown. Unable
to get a record contract for
the band, he left for Paris to

continued next page
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NEW CLASSICS
FROM
MANHATTAN TRANSFER.

The Grammy winning Manhattan Transfer cut across
musical boundaries with a sensational new collection
of songs that are destined to be classic! Like

“American Pop,’“Soldier Of Fortune,”’ and the
Ist single from the album, “Spice Of Life.”7.s9736

“BODIES AND SOULS.” NEW CLASSICS.
FROM THE MANHATTAN TRANSFER.

Produced by Dick Rudolph in association with The Manhattan Transfer.

ON ATLANTIC RECORDS & CASSETTES. &9 S
@ 1983 Atlantic Recording Corp. @A Warner Communications Co. G:!M
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Difford from pg. 36
were doing in '79 and '80 didn't become
popular on a large scale until last year,
and a lot of bands that don't do it as well
have had a lot more success with it. I'm
not bitter about that, but that is my
appraisal of the situation. As to why
Squeeze never became massively pop-
ular, | suppose it's because we never
had a strong image, and the longer the
band existed, the more impossible it
became for us to change that.
"Video has become a very important
tool and it's something we plan fo build
into the new band from the start. There's
got to be some way that we can harness
video to put ourselves across better. The
unfortunate thing about video is that it

MORE

More Power Handling for 50%
less . ... 150 watts continuous
program, 75w rms long term sine
wave @ 1,200 Hz and up. 100w
program and 50w rms long term
@ 800 Hz and up.

More Extended Response for 50%
less . . .. equal to the finest akumi-
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The RCF N-480 High Technology Compression Driver gives
you more power handling, more extended response, less
distortion, and it will cost you at least 50% less than
any comparable driver on the market today.

always seems to promote individual
people instead of music, and it's always
tied to a specific person’s sexuality. |
generally find that objectionable,
although there are exceptions. Sting
exploits his sexuality on video in a way
that's somehow acceptable. Elvis Pres-
ley could do the same thing on film. |
guess it all comes down to that fact that
some people have itand somedon't.” —
Kristine McKenna

Mowatt from pg. 36

been re-recorded for LPs. Of the three
albums presently available, she takes
credit only for the latter two—newly re-
leased on the Jersey-based label Shan-
achie. Mellow Mood (Tuff Gong, '77)

OR LESS

More Quality for 50% less . . ..
the RCF N-480 High Technology
Compression Driver features a high
flux (19,000 Gauss) ferrite magnetic
structure, composite type 44 mm
diaphragm and self canceling
surround. The bottom line is

high power, low distortion and
extended frequency response
capabilities. And you're paying
about 50% less.

however, was produced by Alan “Skill”
Cole with Bob Marley, and although
some of Judy's own compositions were
used, she describes her actual input as
being little more than that of a hired
voice. So 1977 was also the year she
gathered her own musicians and
embarked on a highly personal “mes-
sage’’ album relying largely on her own
financial and technological resources.

“The Black Woman album took me a
very long time because | was touring
with Bob during those years and wasn't
able to spend a month or two straight in
the studio,” Judy explained. “Nothing
was completed until 1979. But to mini-
mize costs I'd have to rehearse the
musicians at home and write down what
| wanted in terms of bass and horn lines
the night before we recorded. | have no
formal music training, and | don't really
play an instrument, so on the tunes |
arranged | have developed my own spe-
cial notation for how | wanted a specific
track laid.

“On ‘Joseph,’ Earl ‘Wya’ Lindo, who
played keyboards with Bob, justcamein
and began creating his own keyboard
improvisations around my vocals. |
never told him what to do, and just let the
other musicians center themselves
around his inspiration. It was perfect
from the start.”

Judy’s particular inspiration pervades
"“Sister's Chant,” which is full of subtle
harmonic distortions and evocative dub
effects quite different from anything else
on the album. The later LP, Mr. Dee-Jay
(Only A Woman in the U.S.) contains
nothing so adventurous. Judy claims
that on the second record she was col-
laborating more closely with her musi-
cians and her decisions were not quite
so idiosyncratic as on Black Woman.

“For the third album, though, | am
thinking that | would like to find a black
American arranger for a more contem-
porary sound on one or two tracks,”
Judy confided. “But as far as the new
dance music goes, | really prefer my
acoustic sound. “You see,” she con-
tinued, “Rasta music is about people
living, feeling, working together. And the
absence of the human element repre-
sented by this synthesizer technology is
not what | want to put across. | love my
horns, my bass man, my drummer. We
are not here to eliminate the human ele-
ment, and | think that must be proven in
our music.” — Carol Cooper

Brown from previous page
“start a rock empire.” That's just what he
did, too. “We were huge over there. The
Arthur Brown Set played with Blossom
Toes, Davey Jones and the Lower Third,
we did mime as part of our act. Salvador
Dali came to see us.” And in a hotel one
night, Arthur stumbied across the prop
that was to make him famous.

“There was a crown, just lying in the




For those drummers who would rather

lay a drum machine than program it.

The sounds of electronic percussion machines are fast
becoming a standard in contemporary music, both on
stage and in the studio But for those drummers who've
spent years developing their cwn distinctive touch,
technique and coordination, these new devices might
seem cold, mechanical and lieless.

The Kit is an electronic percussion instrument, not a
computer. You play it —it doesn’t play you.

Designed and built in England, the Kit is not a substitute
for drummers, but an instrument to enhance their crea-
tivity. It's intimate and expressive because you’re not
pushing buttons or accessing memory. It has a human
feel because you actually play it, either with sticks or
your hands (and your feet can trigger the bass drum
with our optional foot pedal).

Touch-sensitive pads of tough ABS plastic respond
instantly to your attack without sacrificing dynamics.
The harder you strike them, the louder they sound.

The Kit not only has the feel of real drumming, but
the sound as well—Fat, live tom toms and bass drum
sounds, crackling snare, a sizzling ride or crash cymbal
and crisp open or closed hi-hat accents. And all of these

sounds feature individual level controls with decay and
sensitivity adjustments. Plus a master mix and separate
outputs to facilitate signal processing, recording and
amplification.

The Kit's automatic hi-hat rhythms with fully variable
tempo control allow you to choose from up to 36
different variations. This makes it ideal for click tracks
or as a metronome for practicing.

All of this comes powered by a nine volt battery or
an AC adaptor in a compact and portable package that
fits comfortably into a briefcase or cymbal bag. And the
Kit’s trigger-pulse outputs allow it to interface with our
evolving series of creative add-on options like Tymp, the
Synkit and the Clap, which may also be played separately.

So now drummers can join the electronic revolution
without sacrificing their sound or technique —just by
tapping onto the Kit.

For more information send $1.00 for the Kit Brochure.

Exclusive US. distribution by On-Site Energy Music Group,

A= 3000 Marcus Ave./Suite 2W7,
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NRBQ from pg. 22

NRBQ, or more accurately, how to make
something of them. They're too inde-
pendent, too adept at pariaying too
many styles into a collective voice to0
broad to be easily encapsulated in
standard programming formats. “We try
to leave the real sound of the band
intact,” Terry emphasizes. "We're not
marching to the tune of 1.B.M.—we're
swinging to the tune of B.M.L. 1 say 1.B.M.
because so many records now are built
around an automatic drum track; the
rhythm is steady, sure, but then if the
band has to go out and play somewhere,
they can't match it—it's superhuman. if
we can't get the rhythm right, we're not
gonna bring in a machine. We'll just
come back the next night.”

Small wonder record labels (Bears-
ville is their fifth) aren’t sure how to pro-
mote them, radio stations where to slot
them, or record stores even where to
stock them. So far. For their part, how-
ever, NRBQ isn't much concerned. Of
course, they wouldn't mind a little more
plush here and there—a few more con-
cert stages, a few less saloons. But
since the current sextet has held
together for nine years (the band itself
for considerably longer), they aren'
likely to change their, uh, tune to get it.

"It's like the tortoise and the hare with
us,” says Terry, who founded NRBQ with
Spampinato back when the locks below
their collars were actually in fashion.
"We've got the shell, we've got the feet,
and we're goin’ Sure, we've seen all
these other guys zooming past—I mean,
Bruce Springsteen once opened for us,
y'’know? Nyooooom!” he iaughs. "We
see it all the time, and we always wave
‘good luck." But we know where we're
headed, and that we're solid. | wouldn't
be happy with any other rhythm section.
Al knows no other band could showcase
him the way we do. We are all in this
thing together.”

"It's kind of a safe place for us,” Joey
explains. "I know | can count on Tom
and Al never to bore me. We're having
fun, and doing exactly what we want. We
keep gaining fans,and sofar we've done
it without losing our old fans—so as far
as we're concerned, we're the most
commercial band around.”

We are hanging out in the comfortably
neo-rustic confines of Albert Gross-
man's Bearsville studios, as Adams and
Spampinato take a break between final
mixes of Grooves. The first NRBQ album
in almost three years (an interim LP with
country singer Skeeter Davs was
released overseas), its eleven tracks
provide a fair sampling of the band's
musical prowess, infectious cheer and
characteristic drollery. Bubbly pop sing-
alongs (“Rain At The Drive-In") alter-
nate with winsome balladry ("How
Could | Make You Love Me"), jaunty
two-steps ("I Like That Girl"), rockabilly
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in overdrive (“Get Rhythm"” and Jack
Butwell's obscure gem “Twelve Bar
Blues™™), rumbling rockers (“"When
Things Was Cheap") and aching bun-
ions ("Hit The Hay").

"Though in a way, our records are all
fairly consistent,” Joey declares. "I
mean, we would never start record-
ing...Indian ragas or something.”

"Well, it's true, people are always ask-
ing, 'How do you classify your music?""
admits Terry with a mix of amusement
and bruised exasperation. "Or else,
'Why do you play so many kinds of
music?' | want to know, what kind of
music did the Beatles play? Was it 'Get
Back' or ‘Strawberry Fields'? 'Eleanor
Rigby' or 'Revolution'? What bag were
they in? | don't want to just say, 'We're a
rockabilly group,” because that's not our
point. 1 don't want to relive rockabilly and
put grease in my hair—| can't really, it's
too late. Now if it comes up, we'll play the
heck out of it, and a lot of guys better
stray when they hear us play it,” he grins
siyly. "Because when we play rockabilly,
it kills.

“But that's not my goal. We have other
things to do, and we just want the
license—and we have the license.
Because | know what music can do. |
was there when Help! came out, weren't
you? So there's no reason to screw
around and settle for mediocrity. Let's
shoot for all that music can be.”

Such lofty ambitions are still more dis-
cernible within the maelstrom of an
NRBQ live performance than on vinyl,
where lack of direct audience rapport
and the band's relatively lax regard for
lyricism (Terry: “I never go back and
change a lyric.") tends to diffuse some
of their intensity. Most of the songs on
Grooves stick to such congenial topics
as girls, the joys of rhythm & blues,
girls, going to sleep, and going to the
movies {with a girl). “Well,” Joey drily
philosophizes, "if there aren't any girls,
there isn't gonna be much music.”

Wry personal reflections and oddball
humor do occasionally give glimpses of
deeper underpinnings, but the indica-
tions are rarely overt—NRBQ doesn't
sing a lot of songs about, say, Afghani-
stan. "I don't know that we have much of
a message,” Terry agrees. "Basically,
we just groove out. The message is in
the beat.”

Aztec from pg. 17

along.'” He laughs, then continues, "I
would show up at photo sessions with
great, thick fringed jackets, string ties,
cowboy gear and all that, just playing on
it, especially with journalists.

“| think people can see the humor in
that. | mean, obviously someone who
walks around in a fringed jacket can't
take it that seriously.

“Apart from that,” he adds, mischie-
vously, "l like the look of them.”

Brown from previous page

hallway, with candles on it. | thought,
‘great,’ so | wore it to the next gig and
people went crazy.” But candles drip, so
he had one of his lunatic friends design a
helmet that would shoot flame, and the
God of Hellfire act was born.

Actually, it almost never happened.
Disputes with gangsters drove the Set
out of their club, and Arthur found him-
self stranded in Europe. He did a sound-
track for Roger Vadim and with the
proceeds returned to England and
assembled his most famous band, the
Crazy World of Arthur Brown. “Nobody
would book us until Joe Boyd opened
the UFO in Covent Garden. We gotto be
top draw there. We were voted ‘most
undanceable band in England’ by one of
the music papers.

| wrote the Fire album as a stage act;
by the time the single was on top in
England, though, the keyboard guy and
the drummer were both in mental hospi-
tals. The U.S. tour had freaked them out.
That's when Carl Palmer joined the
band. After he left, | formed a jazz/elec-
tronic band and recorded an album in
1970 that never came out; we were all
over the place.”

His next band, Kingdom Come, fea-
tured a drum machine and was an elec-
tronic band featuring visuals. "We'd use
makeup and all the theatrical stuff. We
were the first white band signed to
Tamla, and did an album with members
of the Kiki Dee band, but the contract
folded two weeks later.

"In 1979, | started working with Klaus
Schutze, and | made two albums with
him and one with Vince Crane, experi-
mental stuff. In 1980, { moved to the U.S.
Robert Fripp told me this was a happen-
ing place, my wife had been at the Uni-
versity of Texas in the late 60s, and a
couple of guys | knew were going to start
arecord label in Austin. It fell through, of
course. Then Craig Leon moved here,
and we collaborated on an album.” The
album turned into two: Requiem, a con-
cept album about war, wasissued onthe
elusive Republic of Texas label, and it
was from this that the catchy “Busha
Busha" single and video came. There
was also a purely electronic album,
Speaknotech, that was issued as a
picture-disc. But with little promotion, no
one knew they were outthere. (Both LPs
are available from Arthur Brown, P.O.
Box 5820, Austin, TX 78763.)

At this point, Arthur's back to painting
houses, looking to make another album
and launch “a tour with a proper visual
trip on it.” All of which takes money, and
at the moment, he's fresh out. But he's
nonetheless optimistic: "I know there's
an audience for it; that's no problem.”
Hopefully Arthur can soon go out and
remind the world that all-purpose lunacy
has no season, and that he's still got
plenty to spare. — Ed Ward
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He’s sweating like ° o
a stevedore, running o °
hard and sucking wind
as he traverses a broad,
sun-scorched street in London’s
West End, dodging tourists,
spinning free of snippy shop-
girls and seeming almost in ‘
the clear until two infernal lorry '
drivers decide to hit their accel- ‘
A MAN
OUT OF TME
BEATS THE CLOCK
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erators and aim to flatten him. Truly. Good Gad, these devils
wanna ruin his red shoes!!

“Aaaaye!!l" Elvis Costello wears the fear-frozen gape of a
haunted man who's just awakened in a shootirg gallery as he
jumps back onto the curb. Dressec in a midnight-colored suit
and matching tab-coliar shirt, his swift reflexes have spared
his life but not his smart crimson floaters, as the predatory
trucks splash a squalid puddle of black water down upon
them. “The cheek of those warkers!” he hisses as they roar
past. Only momentarily shaken, he picks up his hectic pace
again, hurrying from newsstand to newsstand, searching,
searching.

“Damn, damn,” he mutiers, kis unexplained efforts appar-
ently fruitless, and abruptly suggests catching a hack to his
favorite Japanese lunch spot. The car is cruising through

Apostle of anger:

“negative but definite emotions.”

Covent Garden when Elvis—"Aha!" he whoops—suddenly
begs the cabbie to pull over and then he leaps out, returning a
few moments later with the new issue of Melody Maker, hot off
the presses. "Excuse me a minute while | look into this,” he
says and whips through the venerable British rock journal until
he reaches the record review section. He eases nis glasses
back up the bridge of his pug nose and peers anxiously at a
piece headlined IMPOSTER UNMASKED (The Imposter hav-
ing been his alias for a limited election-time release of the
scathingly anti-Thatcher/wling class "Pills And Soap” on the
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independent Demon label).

“Ummm, ummmm—my God!! They like it! They like it!” he
exults, waving aloft the magazine's glowing assessment of
Elvis Costello & the Attractions' new album, Punch The Clock.
When we reach the restaurant, the husky rocker wearing the
tinted hornrims disappears into a phone booth and emerges
moments later to announce that the first new single issued in
the U.K., the shimmering soul bopper "Everyday | Write
The Book,” has just hit the top thirty. As a result, a scheduled
band rehearsal for an imminent U.S. tour will be shortened
tomorrow so that Elvis & the Attractions can hold forth as
guests on Top of the Pops. This calls for sashimi.

It's a steamy ninety-degree day in London in the summer of
1983, but it obviously feels like a deep-freeze for the former
Declan McManus when compared with the pop purgatory in
which he's been roasting since 1979. That was the year that
Elvis and company hit the road for the third time in the States,
at that stage in support of their acclaimed Armed Forces LP.
Cocky and largely incommunicado off-stage, the characteris-
tically taciturn leader of the band got into a drunken bout of
fat-mouthing in a Columbus, Ohio ginmill with a belligerent
Bonnie Bramlett and other members of the Stephen Stills
band, and wound up odd lout out for his highly-publicized
racial slurs about Ray Charles and James Brown. Costello has
long since apologized for his grievous utterances, stating that
he was pie-eyed, perversely petulant and just trying to irk his
barmates with the most gratingly nasty remark he could mus-
ter. People do a lot of foolish things at the age of twenty-four,
and western civilization rarely takes much notice, but this time
a fair chunk of the world was watching, greatly unamused.

It was, of course, a bizarrely self-destructive move for the
leading, most critically beloved figure in the new wave hier-
archy after the stunning originality of his first two albums (My
Aim Is True, 1977, This Year’s Model, 1978) had established
him as a rising rock craftsman sans pareil (he was twenty-two
when he debuted)—and one of the few seemingly destined for
mass acceptance. Ironically, he was also one of the few in his
sphere of influence who had gone out of his way to reaffirmthe
enormous debt he and his young colleagues owed to the R&B,
blues and soul greats, in addition to being quite active in the
Rock Against Racism movement and a sworn enemy of Eng-
land's fascist, anti-black National Front (his “Night Rally” was
an unequivocal denunciation that put him in personal jeopardy
with its rabid membership). In short, the Angry Young Man
image which Costello cultivated had backfired, severely crip-
pling his career's momentum.

Following the 1879 tour, the Attractions—Steve Nieve, key-
boards; Pete Thomas, drums; Bruce Thomas, bass—broke up
for a time, while Elvis weathered squalls in his personal life.
When the group reunited in 1980 (thanks to manager Jake
Riviera) it was to release Get Happy! a twenty-song celebra-
tion of rockin’ R&B that demonstrated enormous energy and
invention but little direction. That same year, Taking Liberties,
a score of obscure B-sides, unreleased masters and cuts
previously relegated to U.K. LPs, was shipped into the States.
Like the previous record, it contained many fascinating tracks
and was a testament to Costello’s prolificacy, but was too
diverse to digest and sold poorly. The year 1981 was a gloomy
period that showed an even more reclusive Elvis come
together with longtime producer Nick Lowe for their sixth LP,
Trust, notable for the single “"Watch Your Step,” and a duet with
Squeeze's Glenn Tilbrook on “From A Whisper To A Scream.”
The record received no radio response and a lukewarm sales
reception in the U.S. market and Elvis shifted gears dramati-
cally, heading down to Nashville in May to do an album with
veteran country producer Billy Sherrill. A grossly underrated
effort by a canny fan of George Jones, Don Gibson and the
best of modern country, Aimost Blue did well in the U.K. but
only served to confuse Costello’s loyal (and somewhat dwin-
dling) following in America.

It took the bold, highly impressionistic /mperial Bedroom,




with its elaborate orchestrations by the brilliant Steve Nieve to
regain mainstream attention for all of the right reasons. Pro-
duced by George Emerick, it was a record that was fierce in its
desire to flex new muscles and take freshly focused chances,
and even the most dogged detractors were forced tounclench
their fists and applaud a noble and sagacious compositional
effort.

Now, with Punch The Clock, Elvis Costello has a shot at a
full-scale artistic breakthrough as well as total access to the
airwaves and a triumph at cash registers on both sides of the
Atlantic, and it was clear as he took his place before the sushi
bar that he was not going to blow it again. A highlight of the new
album is “Mouth Almighty,” on which Elvis asserts: “l know I've
got my faults/ And among them | can’t control my tongue.”
Candid admissions of weakness are the first signs of real
strength, and this year’s model plainly has come to like himself
for himself. Open, vulnerable—and unescorted—he exhibits
an easy poise leavened with an engaging self-deprecation.
Gone are the defensiveness and hair-trigger fulminations of
the untempered, ninety-eight-pound weakling who once
cooed “my aim is true” behind Coke-bottlie lenses. He's been
replaced by a broad-shouidered, affable, articulate, acerbic-
within-bounds and enormously likable adult who laughs heart-
ily at other people's jokes, offers to share his octopus and
squid (no thank you), and during the course of a long, lively talk
was at one point unable to suppress—I| swear it!'—a full-blown
blush.

No longer a man out of time, Elvis Costellois learning howto
make the most of whatever the clock still holds in store for him.

MUSICIAN: How do you see the evolution of your songwrit-
ing style?

ELVIS: Evolution isn't a word I'd use, but I'd constantly move
from one style of writing to another as | felt I'd exhausted one or
was selling my ideas short. | largely thought that the songs on
Armed Forces—which coincidentally is my most successful
album to date, and | hope won't be by the time this appears—
were rather glib. I've since adopted a style of writing that’s a bit
more direct and honest. On Get Happy! the songs were shorter,
very immediate; | didn't allow as much excess.

I'm a bit of a magpie—| don't play any instrument particu-
larly well, so | do things by feeling rather than by technique. If |
think, “Now I'm going to write a Four Tops song or an Erik Satie
song" (laughter), obviously it's a bit limited as to how close |
can get. But it's not important how close to somebody's musi-
cal idealitis. It's only important how well the song works, and if
I've gotten something I'm satisfied with because it did the job.
So | started using lots of other styles of music, if you like, quite
consciously, but always trying to keep my musical identity in
them. That culminated in the /Imperial Bedroom album, where
there are lots of loose ends and Iots of potential directions. In
each song there's some fake psychedelia or a 40s-style riff or
things written with a strict format after the fashion of a standard
ballad. | wanted to see what effect | could achieve.
MUSICIAN: Were these later records regenerative projects
or exploratory ones?

ELVIS: Well, the last album was exploratory. There are a lot
more deliberate obscurities in the lyrics on that one to allow
them to work on the listeners' imaginations rather than making
a specific point every time. | sometimes like to make an
impression rather than a statement. “Kid About It” is an
example, and “New Amsterdam” on Get Happy! Almost
unconsciously, they give off the feeling of an event without
describing it.

MUSICIAN: What was the first song you ever wrote?
ELVIS: | couldn't tell you what it was called. | was writing back
when | was fifteen, so | should imagine it was all about the trials
and tribulations of being fifteen—not to knock that. I'm just
damned glad that | wasn't discovered then. A song | wrote
before the first album which didn't appear until later should
give you an idea of the sort of songs | didn't choose to record at

first—it was “New Lace Sleeves,” on Trust. The arrangement
was a later thing but that less direct kind of song was writtenin
its entirety before my first album. “Ghost Train,” which I've
done a solo version of, was also written before the first album.
MUSICIAN: You appear to have a very fitful attitude toward
the suppdsed war between the sexes. It's very Thurber-iike,
acting as a jocular canscience of human folly.

ELVIS: James Thurber’'s one of my favorite writers. | never
thought about it all along those lines, but maybe there is an
element in that sympathy to Thurber’s attitude that comes
through. I've read a lot of his writings and | love his cartoons, so
it might filter through.

MUSICIAN: Thurber’s view is one of “I see you all doing this,
and | give up! I don’t know who's in charge here, but dammit, |
do see patterns, so I'm going to throw them all back at you!”
ELVIS: | think that's guite it, really, and people sometimes
make the mistake with the songs of presuming that every one
is written about my life They say, “This has happened to him,”
but it could have been something | just saw in the same way
that Thurber did. (grinning) But my life’'s not a cartoon. For
instance, | didn't really meet my wife by finding her crouching
on top of the wardrobe!

MUSICIAN: Could you at least detail how one of your better-
known songs, like "“(The Angels Wanna Wear My) Red Shoes,”
was built up?

ELVIS: That's an odd one to pick, because | occasionally get
visions in my head that | just write down, and there's no
experience of having worked upon them—that being one of

T think tbat because

everythi

quickly, my ]udgment
wasn'’t at its best. My
enthmia.wn was mz'splaced

those instances. | wrote it all in ten minutes.

| go into a trance wnen I'm writing, and can remember very
little, like, except sitting down once with the newspaper. It can
just be a mass of print, or at other times a mass of one-liners
that stick out as possible parts of songs. With “Pilis And Soap,”
| had written the title down as something that had come off the
TV, and it suggested all these ideas. The substance of the later
verses came from reading a newspaper, and these other
things leaped out at me. It was as mundane as that.
MUSICIAN: That's a pretty angry tune. There's a cutting
edge to most of your music that makes it dart and stab out of
the radio Would you say that most of your songs are angry?
ELVIS: Well, even if the emotions in my songs are negative,
they are definite emotions. That's the main thing about them.
To some extent I'm satisfied with the songs that give only an
impressicn of an emotion instead of adamantly saying, “This-
is-the-way-I|-feel,” but they're the ones that are the least mem-
orable. They're passive songs—you have to come to them.
The other songs, whether negative, positive, angry or glad
about something, come at you.

There aren't any passive songs on this new record. There
was one passive song called “The Flirting Kind" which is on
the.B-side of one of the singles here in England but was left off
the album. | made a conscious effort to be as brief as
possible tyrically. | try not to have so many superfluous things
in a song but also takecare not to strip them of any images that
make them vivid and exciting to listen to. Chiefly, | want to keep
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the ultimate point of the song uppermost.
MUSICIAN: To my ears, virtually all the songs on Armed
Forces seemed to have a definite quality to them, while the
1981 country album, Almost Blue, had a passive feel, as if you
were basically in the act of warming up to them.
ELVIS: Yes, but it's not so much that on the country album as,
“Why am | doing them?" To view somebody being that
unhappy, or to be in sympathy with songs which portray that
amount of unhappiness requires a degree of resignation on
the part of the person carrying that out. You can't go in there
and give those songs stink, you know, you can't give them hell.
But | was in that melancholy attitude. | was disillusioned with
my own writing and therefore chose to sing those songs.
Those songs reflected my frame of mind as well as any others
I could have written.
MUSICIAN: You were disillusioned in what sense? You
thought you weren't hitting the mark?
ELVIS: | think there was a period of a hangover from the
Armed Forces era, which was very successful. So it was on
the one hand not enjoying that, making rather a mess out of it
in terms of my life and my career, and on the other hand,
feeling that I'd squandered an opportunity to have a large
audience. | was feeling that | didn't have anything to say for
myself, and then when | did have something to say—on the
Get Happy! and Trust albums—| no longer had the means of
the medium with which to communicate with a larger
audience. The fact that the audience was getting smaller at
that point sort of led me to the conclusion that | should stop

“The music is built around
my singing. My voice is
powerful in a certain
register, one that’s most
effective barrassing people.”

writing songs.

| decided to do a record of other people’'s songs to bring
some other talent, if you like, to the fore—which wasthe ability
to sing rather than just have my words out. It had gotten to
where the reviews were just concerned with, "What's he say-
ing on this one? Who's he having a goat now?"” Imean, | like to
be my own most vitriolic critic about what I'm bleeding on
about, 'cause there are always those people who are not
convinced by you at all and think you're a terrible sham.
MUSICIAN: Do you think that critics put too much emphasis
on your words rather than the total composition?
ELVIS: Sure, but there's no point in being false about the fact
that there's more substance to my lyrics than quite a lot of
other writers—not to say that there aren't others who write
interesting lyrics. But overall, there are a lot of very poor lyrics
on records. | always used to say that the minute that the critics
found somebody who could string three words together, they
immediately called him the new Bob Dylan, they called him the
new Bruce Springsteen. It's a very dangerous thing to pay that
much attention to someone who perhaps can't withstand it.
Whatever happened to Elliot Murphy? Whatever happened to
Willie Nile? These people never had a chance because, when
they came out, the critics presumed one exalted thing about
them and so much was expected. It's extremely unfair.
MUSICIAN: /t's been said that the reason so many American
rock critics love Elvis Costello is because they ook like Elvis
Costello.
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ELVIS: (booming laughter, blushing) That's quite a good one.
But they don't, you know. Again, that's the thing: they just look the
way they think | look! | don't look anything like they think | look!
MUSICIAN: You spoke to me earlier. in the taxi, about the
incestuous, elitist qualities of the British press as opposed to
the rock-crit self-importance of some of the American press.
Do you think the music press makes any significantly positive
contributions to the overall environment?
ELVIS: if they're not actually informative—which in different
ways they are, | guess, on both sides of the Atlantic—and
merely negative, then they set up something to work against.
Fighting the American press is like disobeying your parents,
because they're so pompous. Critiques in the States usually
have the tone of book reviews a lot of the time. In live concert
reviews they treat you like opera!—"Mister Costello did this"”
...and so forth.
MUSICIAN: There's the famous instance of Meat Loaf being
referred to in the New York Times as “Mr. Loaf.”
ELVIS: (laughing convulsively) Aaah! Mister Loaf! Mister Loaf!
That's fantastic! Mister Loaf! (catching his breath, wiping his
eyes) The rolling buzzards!
MUSICIAN: It must be incredibly frustrating to constantly
have your gradual development, your emerging muse, sharply
criticized. A ot of times, just at the stage when artists are
beginning to reach a big audience, they are not necessarily
doing their best work.
ELVIS: | felt that | was at the time with Armed Forces, because
| hadn't been one who simply stuck around a long time and
suddenly gained a massive audience when they'd made their
worst record. | actually felt that | was still ascendant artisti-
cally, but in retrospect | think that because everything hap-
pened so quickly my judgment wasn't at its best. My great
enthusiasm for elements of the way my work went in the light
of that initial burst of acclaim was misplaced. I'm not totally
denying all the work, though. There were some damned good
songs in that transitional period.
MUSICIAN: Do you have any absolute favorites thus far?
ELVIS: There are songs | still enjoy playing which are not
necessarily our best-known songs. “Big Tears,” which was
the B-side of "Pump It Up" in England, is probably one of the
best songs we've made. | still like “Pump It Up" as well. |
couldn't imagine going in and making that record now, but I'm
glad | made it then.
MUSICIAN: Your range of focus is an uncommonly wide one.
How did you come to put “My Funny Valentine"” on the back of
the 1979 “(What's So Funny 'Bout) Peace, Love And Under-
standing” 45?
ELVIS: I'd always liked the song, since | was a child. My
parents played Sinatra’s rendition around the house, and the
band just needed another B-side, really. It was one of those
situations where | was available and nobody else was, so we
just did the guitar and voice and it seemed okay to me. |
ignored all the criticism of it at the time, people saying that |
had a lot of bloody cheek singing a song like that because,
after all, | was a punk (sly grin).
MUSICIAN: /t seems that you're really concentrating on your
vocals this time around. In “The Invisible Man” in particular on
the new LP, you seem to be paying a lot more attention to your
singing. There's almost a delicacy to the vocalonthat track—I
also hear a bit of a Ray Davies influence in there.
ELVIS: (delighted laughter) That sort of became the standing
joke when we were recording it! We were not actually copying
anything, but without any conceit at all—just an in joke among
the band—a song will often become known as "the Al Green
tune” or whatever because it has some little lick in there. While
we were recording “Invisible Man" Clive Langer said, "That's
like the Kinks!” and once he'd said that, | couldn't get it out of
my head. You know, I'm not a bad mimic when | want to be.
On the Get Happy! album we consciously abandoned the
arrangements we were working on and rearranged everything
based on a load of soul records I'd bought to refresh my




>

.‘\\\\\"\‘\

J

memory “King Horse™ had the “Reach Out" guitar part, for
example, along withia long “Poppa Was A Rollin' Stone* intra
which we chonped off the record. There were a lot of little
jokes on the album, and | think that's quite good fun. You
shouldn™ be afraid of making those kinds of jokes between
yourselves—it helps to deflate any conceit that you have.
MUSICIAN: The horns on "T.K.O. (Boxing Day)” on the new
album have a nice Stax soul review quality.

ELVIS: It's funny, in America folks tend to treat Siax as a
vaudevillian throwback. We have a lot more...I don't want to
say reverence, but more...respect for soul and R&B overall. A
lot of big bands in the States seem to be frighteningly ignorant
of stuf* that is really their own heritage. They have thisrock and
this heavy metal music in America that doesn’t have any roots
in rock '’ roll and soul or anything. Ii's a creation of the 1970s.
I'm talking about the Totos andthe Rushes—those groups that
sing, “We're a rock 'n’ roll band!” or "We're rocking tonight!”
And they don't have anything to do with rock 'n’ roll, and
wouldn't know it if it bit them (laugrter). | think there are very
true rock 'n’ roll bands in America. such as the Blasters. The
people who have the least clue af what's really good about
rocx ‘n' roll holc it as a god that must be bowed down to. | think
it's so bloody old-fashioned, behind-the-times. | can't under-
stana why anybody would be the slightest bit interested in
“We're-gping-to-do-it-all-night” kinds of songs.

MUSICIAN: /n terms of your style of compcsing and playing, |
sense that you tike to hurry the mekady and tush the hook. Are
you conscious af that? Sometimes it's almost an examination-
in-progress of how mannered rock 'n’ roll ean be.

ELVIS: Well, more recently | tend ta sing behind the beat
instead cf ahead of it, except onsome of the uptermpo songs.
On the last album, 1 sang very consciously behind the beat, but
I don't think | understand what it is you're saying.
MUSICIAN: There's a hurry-up quality to the structural 1eso-
lutian of your recorded material and to its live presentation that
makes me as a listener hear with new ears. It's one of the
things that | enjoy most about yaur music

Elvis & the Attractions: (I.to r.) Bruce Thomas, deranged arranger Steve Nieve, Declan McManus and Pete Thomas.

ELVIS: The music is built around my singing, and there is a
particular torie in my vaice at the register | sing at most of the
time which tends to sound—some weuld say urgent, others
would say agitated, depending on whether it jars you or is
pleasing. So that might be it. My voice is very powertful in that
certain register and it's the one that is most effective at har-
rassing the listener (chuckling). You know what I mean? It cuts
through backng and cuts througt the beat as well, so perhaps
that's what creates that effect. Tve never really analyzed it.
| try nat to get too self-conscious about my singing, for
instance, and the only time I'm conscious of my singing is
when | feel I've been consciously trying ta eliminate sounds |
don't like from my style. Over the years, |'ve diopped certain
inflections and phrasings, but getting analytical abaut it is the
worst thing you can do. In a few instances, I've allowed rec-
ords to go out when | was unhappy with the vocal style,
particularly on the last album, or which I indulgea my experi-
mentation. Normally, excepting the Country records, Fve
always been produced under the disciplines of Nick Lowe, but
because | wasn't producing myself on /mpernal Bedroom, |
was gaing overboard.
MUSICIAN: What was it like working with Nick Lowe?
ELVIS: | first knew him as a fan of Brinsley Schwarz, and he
was the first person | ever knew who was in a prcfessional
group that made records and things. | knew him socially from
around 1973, before | was a professional musician. ] met him
in a pub opposite the Cavern in Liverpool—this sounds like
something a press officer would invent but it's true. He was
playing there just before the clubfinally closed. 1 was in a littie
group, all of us working under our own names, and | met him at
the bar. Then he was the first artist signed ta Stiff anc became
the house producer by the time | was signed.
MUSICIAN: What specific contributions has Lowe made to
your sound?
ELVIS: (smiles) When | first knew Nick, his attitude was, ""Hell,
it's no big deal that I'm in a group! You bang three chords
together and you write sengs!” Up until ther, because  had no
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experience in recording, | always thought that the more com-
plicated the song was, the more merit it had. To some extent,
he was instrumental in making me see the benefit of
simplicity—and | adopted that as a creed from there on.

As a singer, | always had an understanding with him that he
would let me go so far with a vocal, but if he thought | was going
past it and becoming too considered and losing the feeling,
he'd stop me and use the earlier. imperfect take. He'd always
allow me one or two wild takes bayond what he thought was it,
in case | did something extraordinary that he wasn't expecting.
Hé taught me a lot about craft and non-calculation—and that
they needn’t be in conflict.

MUSICIAN: /s Punch The Clock a title meant to comment on
the drudgery of the work week or a rage concerning age?

ELVIS: No, but | like titles with doubie meanings, like Trust. It's
got a great double meaning to it: you could say, “Trust me!" or
“Trust them!" Punch The Clock could mean stopping time, or

Contemporary Costello: “Personalily, I'm much less guarded.”

let's punch in and get to work, but it's not a manifestation of
rage about getting old. We were going to give a deliberately
pretentious title to the last album just to irritate people—we
were going to call it Music To Stop Clocks. And then we were
going to call it This Is A Revoluiion Of The Mind, whichcomes
from "King Heroin" by James Brown—but | discovered that he
did call one of his albums that! But I'm not a prisoner of time.
(crooning) "Time is on my side...."

MUSICIAN: The first time | played “Love Went Mad” from
Punch The Clock, / cracked up laughing because | thought /
caught a certain ingenious obscenity in the lyrics that |
believed | must have heard wrong, but | checked and, yes, the
lyric read: "I wish you luck with a capital F.”

ELVIS: Hmm. | don't think that's a particularly good line. | think
it's a lousy one, actually. | prefer the line before it, “With these
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vulgar fractions of the treble clef.” That's just my personal
preference. The other one’s a bit of an untidy payoff, one of the
worst lines on the record.

MUSICIAN: Seriously? I love it! It's a line I'd use in a pub.
ELVIS: Well, yeah. | suppose you're right. See, that's a song
about complacency from a comic opera that will never exist.
The detail in it about Piccadilly being turned into Brands Hatch
refers to a racing car track in this country that's like the
Indianapolis Speedway.

The song is about Mr. Complacency being down in the
fallout shelter, totally resigned to his fate just seconds before
he's obliterated. There he is down there, playing his family
favorites on a tissue and a comb and thanking God he won't
have to be tempted by young girls dressed as older women
anymore—"There'll be no more lamb dressed as mutton
rather than mutton dressed aslamb."” (laughter) He's counting
his few blessings that are left, 'cause he's lived such a good,
saintly life. .

MUSICIAN: Your writing has always seemed especially con-
cerned with a stark kind of political commentary that's almost
Kafkaesque. There's a line in “Pills And Soap" that goes, “You
think your country needs you but you know it never will." Do
you have a sense of cynicism about these things?

ELVIS: First of all, concerning how much you belong to your
country or your country belongs to you, definitely so. I thinkiit's
a really false belief when they tell you, “Your country needs
you.” Yeah! A great nonsense, isn'tit? They only need you as
long as they’ve got a particular function for you. It's not your
country or my country—it doesn't belong to me.
MUSICIAN: Do you vote?

ELVIS: Yes, | do. | voted for the Labour Party in the last
election. Why | would not vote for Thatcher is easy: | think that
it’s an insensitive government, it doesn’t have any compas-
sion for people who are not self-made business people. They
have no feeling for people who haven't gotany money ora job.
They're quite prepared to damn large portions of the popula-
tion to miserable lives. | don't think there's any way that you
can justify voting any other way but Labour. | suppose you
could say that's a very high-handed attitude to take toward
any political party, but | should think it goes beyond politics—
it's actually morally wrong to vote for the Tories.
MUSICIAN: Well, | would think that a country is only as good
as the quality of life that its working class is experiencing, but
do you see yourself as a champion of the working class?
ELVIS: No, | don’t see myself as a champion of anybody. I've
never stressed it enough that | write from my own point of view.
I'm not writing for anybody else. What people identify with in
the songs is their business. That's what use they make of the
songs, the same way they make use of something they've read
in a book or see in a film. | don't make any demands on the
audience in terms of them seeing me as a spokesperson or a
champion. | don't cast myselfinanyroleslike those.I'mjustan
individual.

MUSICIAN: / think the atmosphere in the U.K. makes for a
much more vital rock scene. In America the scene is so diffuse.
ELVIS: When you live in a spread-out country, you can't have
it any other way. Still, you've got little close-knit creative
cliques in particular towns and cities, like the New York com-
munity that gave us Talking Heads and the Ramones—that’s
an unusual scene that can spawn both those groups, even
though they're both very arty in their way. But | don't put the
vitality over in England down to class. Class is a depressing
element of this society and | don't think it has any positive
aspects except that it gives you something to kick against.
And, of course, there's currently a much larger middle class—
at least in their own minds—than there's ever been in this
country. But in truth there're only three types of people in the
world: people who work, people who are not allowed to, and
people who don't have to.

MUSICIAN: Speaking of your own work, does it bother you
that you haven't had any hit singles in the States?




ELVIS: (pensive) | don’t know. It obviously bothers me that we
seem to be able to have a degree of success, and the hit single
is the key to a larger market. If reaching a larger market means
that you have to sound like Christopher Cross, then I'd rather
stay the way | am. I'm not going to make a record which | think
is consciously intended to get the desired effect of a hit in
America, a hot single which is gonna break us through so that
we then are up there with Bob Segerand allthe good ol' ones. |
want to reach there when it's on the terms of making good
music. Coincidentally, quite a lot of the people who are held in
almost obscene reverence in America, like Bob Dylan and
Van Morrison, don't sell that many records.

MUSICIAN: What are your feelings on the music video boom
and its relative importance to your group?

ELVIS: We've done one video for this record and we'll proba-
bly do another. We've done loads of them but you won't see
them on MTV—except only at three o'clock in the morning. |
don't think we're a particularly visual group, which is a draw-
back, but we've made some quite good videos over the years;
at least one for each album since Armed Forces. They're fun,
but usually trite; the current English school of the "mysterious
video" genre is to wear trenchcoats on them and walk through
dry ice smoke—you've got to look like you're in Murder on the
Orient Express. Or was that last year? God, | can't take them
seriously. | think it's a big mistake to interpret the twenty-four-
hour record company and its bored-brat indulgence in the
shape of rock videos as some kind of innovation—that's very
self-congratulatory. Actually | think it's a retrogressive step. It
takes a lot of music out of it all, so you see what ugly, boring
bastards most rock chaps are. I'd rather that you waited all
week with some feeling of anticipation for one program that
was genuinely great, in which you saw good bands that were
exciting, than have twenty-four hour access to a load of idiots
with too much money and not enough sense. I'm afraid that's
the standard of most of the videos that | saw when | watched
MTV. That's not indicative of the idea; it just shows the paucity
of imagination and genuine inspiration, and of the vanities of a
lot of the groups.

MUSICIAN: Say, were you modest and well-liked as a kid?
ELVIS: (laughter) Oh, | never thought, “My God, I'm so much
brighter than everybody else.” Or (dreamily), “I knew from an
early age | was special”"—one of those kinds of remarks, or “|
used to see things other people didn't.” | did average work at
school—but | don't think that's a reflection of intelligence.
MUSICIAN: 'm only curious if you had close companions
with whom you could really confer as an adolescent.
ELVIS: | don't have very many friends, period—let's put it that
way. | just don't choose to have many. | had few friends then
and few now, meaning a few | value a Iotratherthan alot | don't
value at all. | don't worry about how sophisticated the relation-
ship is, | just worry about whether it matters to me. It can be
quite inane, because a lot of things that matter to you are not
often sophisticated. In fact, the things that matter to you gener-
ally are things that /ack sophistication, or what we laughably
call sophistication—which is our ability to drown our real
feelings inthe cologne of sophistication. There yougo! There's
a good one! They're rolling off the tongue today, folks!
MUSICIAN: Getting back to music: what role does keyboard-
ist Steve Nieve play in shaping songs?

ELVIS: | think it would be unfair to the other two Attractions,
Bruce and Pete Thomas, to say that Steve has a greater say
overall. Obviously, he has the most scope with his instrument
because he's the main melodic interest on most tracks, and
from the nature of his instrument he has more range than the
bass or the drums. But | think overall it's a fairly ever. input. On
the last album, we had songs which he arranged for outside
players, as in the case of “.... And In Every Home" and “Town
Crier.” That's a different matter. He contributed quite a Iot to
“...And In Every Home" because | gave him the song, said
“give full vent to your imagination,” and he gave it this
deranged setting. It's marvelous that he has the technical,
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musical ability to write things down, that he can communicate
complicated ideas to players that can only work with written
music. | don't have that ability. | don't write or read music at all.
I have to describe things to people if I'm working with a writer
or arranger; | have to communicate by humming the lines,
which can get very tedious.

MUSICIAN: Still, that's a great rock 'n’ roll and R&B tradition.
ELVIS: | suppose it is. | wrote all the main horn refrains on this
new album. | sang, "da da da da,” and the phrasing and the
harmonies of it were worked out between myself, Steve, Clive
Langer, Alan Winstanley and the horn section. Other punches,
turnarounds and modifications came from a communal effort.
With the song, “The Greatest Thing,” we left a huge gap where
we just vamped from E to C sharp minor in the middle of the
song and said that when we did the backing track, we'd put
some sort of horn bit in there. We just cannibalized a well-
known Glenn Miller tune and threw in a bit of Kool & the Gang
for good measure. You can do it literally like that, have fun,
instead of thinking, "What are people going to think of this?” or
“What's the significance of this?”

MUSICIAN: /s there an album of yours that you believe was
the turning point, in terms of your doing the work you'd hoped
to hear yourself doing?

ELVIS: Get Happy!was it. I'd written about half the songs cn it
during the 1979 Armed Forces tour, which had ended in a lot of
disarray both personally and professionally, for various rea-
sons which 1 think have been well-covered elsewhere. | took
quite a lot of time off to recover physically and emotionally, and

‘1 think rock videos are a
regressive step. It's a
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too much money
not enough sense.”

| went off and did a bit of production, like the Specials’ first
album. Meanwhile, | had earlier been writing material for the
next album and we rented a studio.

We put about two tracks down and | realized right away that
the arrangements we'd worked out on the tour were going to
come out sounding very clichéd, like a parody of ourselves.
The sound we'd developed was rather a rootless new wave
sound; it sounded like the very things | criticize modern rock
music for, yet it didn't relate to glitter rock, nor any of the
modern trends, nothing at all. It completely stood alone. Some
of the music for the album dated back to 1975; it was really
ancient and the arrangements lacked the character that the
songs required. | re-wrote a few and others we just
rearranged—to varying degrees of success—atfter I'd gone
out and bought some fifty soul records to refresh what I'd liked
about that style and the strength of the vocals. If you have a
love for the style, the song will often carry it along. You could
cast "Many Rivers To Cross” as a country & western song and
it would stand up—providing the singer matches the commit-
ment (smirking slyly). Or you could do a Linda Ronstadt on it
and fall flat on your—oh, no, | musn't get into attacking her
again!

MUSICIAN: Despite your wisecracks, | get the distinct
impression from both Punch The Clock and this conversation
that you are taking yourself more seriously as a singer—and
hope others will too. The growth is there. Is the intent there also?
ELVIS: Maybe I'm getting better as | get more experienced.
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Sometimes my intentions would biind me to some of the effec-
tive subtieties of singing. Before, I'd be singing with a tremen-
dous amount of conviction, but sometimes it would come out
sounding very hectoring. There was usually a lot of feeling
there but | hadn'f considered how best to express it, so some
of the songs sounded rather like rants. I've learned | can get a
point over by using more tonal range.

In the studio, | used to put the vocal to the fore when | was
more involved in my own production. This time around | wasn't
involved in production decisions beyond being asked my opin-
ion, and | wanted the discipline of that to help shape the
arrangements and the structure of the overdubs. The band
had its usual arrangement meetings but then Clive Langer and
Alan Winstanley came along and they had their say as well,
aiming to give us a more concise approach.

MUSICIAN: /s that kind of power and involvement on their
part unprecedented in your recording history?

ELVIS: It was completely unprecedented, certainly, com-
pared with the last album, where | took every blessed idea |
had, more or less, to a logical or illogical conclusion, and the
job of Geoff Emerick, who produced Imperial Bedroom, wasto
try and make some sense out of my efforts. Alot of times I was
pleased with the results, because you got a dense, sometimes
conflicting, sometimes contrasting array of instruments and
vocal devices whichrepay many listenings. Butin some cases
| buried the songs in a maze of contradictory musical ideas
and even emotions.

MUSICIAN: Your music is intensely emotional, and themati-
cally it often dissects or critiques relationships. I'm still
intrigued about your personal perspective on sexism and the
current quality of the female-male relationships you
encounter.

ELVIS: | tend to treat each person or situation I've observed
solely for the individual value, rather than have some precon-
ceived idea about the larger scheme of things when it comes
to women and men. | don't think I'm wise enough to make
broad statements because I'm still finding things out myself.
Chronologically some people might say | should be old
enough to know better through experience but | don't neces-
sarily think | am. But | think the things that bring us to grief are
plain to see: jealousy, lack of faith, lack of trust. I'm not a
great believer that there are deeper secrets behind the dis-
tance between us that are locked up somewhere waitingto be
discovered. Generally, | don't think people talk very much,
regardless of who they are. They might say more words these
days but whether they're talking to each other is another
matter.

MUSICIAN: /In your experience, do you find that people our
age currently are more or less quarded in their relationships?
ELVIS: Personally I'm much iess guarded, not just in the
sense of my professional relationships but just generally. |
have an interest in being much more open—(smiling) as a
result of exhausting the opposite possibilities. It's as simple as
that. But | don't think in large schemes; I'm very much
absorbed with the moment. | think it's more important to deal
with life as it comes along than sit around pondering one's
personal philosophy. You'd be dead before you ever had a
chance to implement it! What useful things you find out in this
world, you invariably find out on foot, on the move. You can't
wait.

MUSICIAN: Do you have any bitterness about the manner in
which you've been dealt with in the press, whether it be the
Bonnie Bramlett-Ray Charles incident and your resultant mea
culpas or your overall reticence of the recent past?

ELVIS: No, but | eventually was concerned with explaining
myself, and | do feel that | did in that case. On another front, |
think it's one of the conceits of the business that the record
companies worry about what you think of them, and the music
papers worry about what you think of them. | don't sitaroundin
my house worrying about those things at all.

My main interest in this business is music and if I'm not
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concerned with the making of my own, I'd much rather just be
thinking, "God, this other person’s record is great” and enjoy-
ing it for what it is. | don't think, “What am | getting out of this?
How is this changing my life?" One of the greatest joys I've yet
found in life istolistento Bobby Biand—itdoesn't have to have
any further point than that, unless | want to tell someone else
they should perhaps check him out for themselves. Framing
all the great music out there only drags down its immediacy.
The songs are lyrics, not speeches, and they're tunes, not
paintings. Writing about music is like dancing about
architecture—it's a really stupid thing to want to do.
MUSICIAN: Oddly enough, you seem totally accessible to
me as a person, not at all the crusty character everyone else
describes. | wonder if your new, more cordial relationship with
the press is merely due (0 the fact that you've finally become
more adept at dealing with them?

ELVIS: No, | think it's because I've done enough work that
there is something to talk about, rather than conversation just
based on one press release. In the beginning, | did a few
interviews and | didn't feel they went very well, so | just stopped
doing them. Why be a conspirator in this nonsense they're
writing?!

MUSICIAN: You mean, say, the corporate formation of a
public personality?

ELVIS: Yeah! In the beginning there wasn'tenough work there
to really talk about, and no substance to the articles, so why
should | be involved? They're going to write this nonsense
anyway, so why be a party toit? It's as simple as that; | chose
to stop doing it. And then when the time went by, and | felt there
were some things that were perhaps necessary to explain, |
changed my mind again.

MUSICIAN: What new artists have excited you?

ELVIS: Funnily enough, the group that's suporting us on the
U.S. tour, Aztec Camera, | like a helluva lot. | heartily recom-
mend you go and buy their aloum High Land, Hard Rain right
now. | quite like Prince, though not all of his stuff, and I think
Paul Young has got a great voice and his No Parlez album is
terrific. | really like the Style Council, which Paul Weller formed
since he left the Jam. | like a group that's called, would you
believe, Prefab Sprout. They've only got one single out, called
“Lions In My Own Garden,” which is excellent. There’s another
group on Rough Trade called the Smiths, and | like Robert
Wyatt, obviously, having worked with him. Rough Trade, | must
say, has put out the best records of the last two years. | also
like “You're In My System” by Robert Palmer—a brilliant rec-
ord. Recently Johnnie Taylor and Lamont Dozier have gotten
their courage back to make great soul records and not con-
form to the less imaginative end of the disco market.
MUSICIAN: Every artist and group that hopes to enjoy lon-
gevity must go through a continual process of reinvention.
You've got to remain close 10 what made you want (0 make
music in the first place and let that be your motivation.
ELVIS: Quite true. Look at Aretha Franklin—a singer of enor-
mous stature who now largely just sings riffs, and although
she's incapable of bad singing, she does what Otis Redding
often did, harrying the phrase and so forth. Luther Vandross’
production of her has only helped her in terms of setting, not
reinvention. You know, Dusty Springfield recorded one of my
songs last year, “Just A Memory,” which | wrote with her in
mind three years ago but made no attempt to get to her
because she hadn'tbeenrecording. I'd dreamedin the back of
my mind that she’'d one day make a comeback and record it
and last year she did on her White Heat album. Unfortunately,
the production left a lot to be desired and the vocal treatment
was bland; it wasn't what it could have been if I'd produced it.
We've all gotten used to the politeness of overdubbing as
opposed to captured pertormances in the studio.
MUSICIAN: So what helps you (o plug into that?

ELVIS: For me, it takes time and that's difficult because the
longer you record, the harder it gets. | went past a few things
on the'new album and had to leave them for a couple of weeks




and then go back. There are some cases of songs I've never
gotten right on record, like “Clowntime Is Over,” which is now
an integral part of our live show. A fast version was on Taking
Liberties, but we never truly finished the song in the studio. A
good version of it doesn’texist on record because | insisted on
cutting it live in the studio and wouldn't overdub. To make one
of the less flippant comparisons that come to mind, that song
was supposed to be our Impressions song, that was to be our
"Keep On Pushing”; it was very importantfor me to getitdown,
and yet | failed.

In some instances, I've found that what | know to be the
important songs of an album, the weight of an album, have
been the hardest songs to record. | knew that “Kid About It,"
"Pidgin English” and "Man Out Of Time" were the crucial
songs to /mperial Bedroom. They also posed the most prob-
lems and are the mostragged and incomplete recordings. The
arrangements and the vocal direction that | took destroyed
“Kid About It,” which is five times the song live, because | sing
more honestly and don't fool around with different octaves and
affectations. In the studio | was trying too hard to avoid sound-
ing like a white soul singer, a Michael McDonald. Not to knock
him; | think he's a very good singer.

MUSICIAN: Have you ever thought about working with a
classic soul or R&B producer?

ELVIS: | did approach Allen Toussaint toarrange the horns for
our shows at the Albert Hall last Christmas. The previous year,
I'd done a show with the Royal Philharmonic Orchestra at the
Albert Hall—an enjoyable, nerve-wracking, on/off experiment
that had mixed results. | wanted Toussaint and his people to
take us in a new, less grandiose direction, but their pace of
working proved to be teo slow to make it come atout and so |
had to pull out. It proved to be fortuitous tecause it couid have
only worked in the friction between his and our arrangements,
since Toussaint comes from a part of the wond with very
different musical criteria. What ultimately came about was that
| stuck with the idea of orns and sought out the best players |
knew of in this country, the TKO Horns. Because they're
English and we share the same relationship to R&B, it worked.
To expand on something | aliuded to earlier, | find that many
contemporary American musicians have a peculiarly patron-
izing attitude toward R&B, as if it happened a million years ago,
whereas to us, Tamla-Motown is folk music, not a museum
piece. You still hear it played regularly on radio here.

Elements-wise, | worry that Americans might see some of
Punch The Clock as a novelty, and it isn't—it's dead serious,
alive music. With the presence of the TKO Horns we're devel-
oping a sound, and the touris an exploration for us Onour first
tour of America in 1977, we learned so much about how to
play—it was our first experience of a wider audience outside
of British clubs—and tne same will happen again because
now we're effectively eight pieces.

MUSICIAN: You're nothing if not a risk-taker. The risks just
need to be germane ones.

ELVIS: I've decided not to go infor lucky-bag approaches like
we did with country music on Aimost Blue, where | threw
myself in with Billy Sherrill, not knowing what was going to
come out of it. The best things that came out of it were the
frictions, not the complementary stuff. Americans generally
dismiss that record as being an insult to the music (grinning),
but it's just heartbreak drinking music; it's not that inysterious.

The fact that most of the songs come from a particular
geographical area makes no difference tome. Asfor my claim
to emotional authenticity, if you compare my record to any of
Barbara Mandrell’s, | thmk we might come out better. Aimost
Blue isn't made by a gified amateur—it's a sincere, genuine
record. The fact that we don't have the geographical creden-
tials to make it is completely irrelevant. If you really want to
split hairs, most of those songs are ripped off from English,
Irish and Scottish folk sangs anyway, so you haven't got a leg
to stand on! (laughter)

MUSICIAN: /n rock 'n’ rall, enthusiasm and focus can almost
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always transcend technique and environment. But sometimes
you can stumble into @ marriage that's too eager, too neat.
You're in it for all the wrong, external reasons. Zeal can over-
shadow instinct.

ELVIS: | understand what you're getting at. Let’s pick it apart.
Peter Green, say, is a great blues guitarist; it doesn't matter
that he wasn't born in Mississippi. Quite a lot of other white
players who have been lionized, iike Eric Clapton, don't hold
up as well. The bestirtentions are the unconscious ones. One
of the reasons i'd be reluctant to work with a classic soul
producer is that | think whereas there was something to be had
from the friction in country music of working in an alien envi-
ronment, | suspect the orthodox soul attempt would wilt from
the lack of it.

Also, you've got to bear in mind that I'm not making records
only for America. If | were only making them for America
perhaps | would go and do a record in New Orleans with Allen
Toussaint and aim it a: the tasty, semi-middle-of-the-road FM
market. But I'm not dead and buried here yet; | haven't finished
with the English public. | think it's important if you write in one
country to keep up a relationship with that native audience.

There's a lot of rubbish that goes in this country but a lot of
good things too. I would rather be involved with the good things
than desert the country. Five years ago, | could have chosen to
leave for financial reasons and been a much richer man. I've

Elvis at the Albert Hall with the Royal Philharmonic Orchestra:
“enjoyable but nerve-wracking.”

elected to remain here not for any patriotic considerations but
because it's a more interesting place musically than any other
I know of.

MUSICIAN: Well, | think you appreciate the organic dynamic
tension you find in the U.K., although it might not necessarily
exist here for another artist.

ELVIS: It's here for others, but it's not here for those insubstan-
tial people who'll come and go. I'm here because | choose to
be. It's a marriage, as you put it, that's working because I'm in
love witn the music—not with the marriage.

ELVIS & THE ATTRACTIONS’' CLOCKWORKS

Elvis writes the book every day with the help of a '54 Telecaster, '58
Strat, Jazzmaster, Epiphone Riviera, Gretsch Chet Atkins, Gretsch
Country Gentleman, Martin and Guild acoustics and a ‘56 left-
handed Strat that's strung right-handed to give him, he chuckles,
“extra bass end.” Chairman of the keyboards Steve Nieve
employs an Emulator, Prophet 5, Fender Rhodes, Synclavier, Casio
247, Bosendorfer grand piano, Fairlight CMI, and Vox and
Hammond organs. Bruce Thomas uses a Fender Precision bass
and a custom-built Electiic Wal bass guitar, and Peter Thomas
keeps time on Gretsch diums and Sabian cymbals

53



Hey fella...
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you wanna
step outside
and

say that?., ...

Culture Club aren’t

what they seem.

BY GEOFFREY HIMES

“I think people think of me as very feminine,”
muses Boy George of Culture Club, “but I'm very
masculine. I can throw a good punch. I'm taller
and bigger than people expect me to be; I'm
sure they expect a little fairy wearing dandelions.
When we went to LA., all these women were
saying, ‘My God, you're so big,’ as if they expected
this midget to get out of the car.”

George s big, with large bones and an athletic
build. He’s not the least bit coy or soft-spoken;
he pounces on people and subjects them to his
loud, machine-gun fire of ideas and opinions,
punctuated by raucous laughing. Still, one might
not be blamed for wondering: in his room at Man-
hattan’s Plaza Hotel, George is decked out in
pale blue and pink eyeliner and thick red lipstick
over his white powdered face. His dark braids
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spill out of his high, Hasidic bowler and fall over his shoulders.
He is wearing an enormous, Mondrian-like print black shirt
that comes down to his knees, resembling nothing so much
as...well, a dress.

“I'm constantly being asked,” George confesses, "if my
image fits in with the traditional forms of music we play —will
we sell to hamburger queens and truckers’ sons all over the
West? Yet the way | look at it is very obviously contradictory to
that. | think this is very good: | like contradictions. There's a line
from 'Do You Really Want To Hurt Me?' that says, 'Everything's
not what you see,’ which is basically what | believe. It's kind of
boring when things are just what they are, don't you think?"

“George is a great lover of contradictions,” chuckles guitar-
ist Roy Hay, lounging back in his armchair sipping Burgundy.

‘1 like to change
Jpeople’s opinions
about me. It's

boring preaching

fo the covnven‘ed. ”

A S

“That's his thing. | like nice chords, he likes contradictions.”
Hay has the Anglo-aristocratic look of an extra from Brides-
head Revisited, his tan hair neatly combed back.

"George likes to confuse sometimes,” adds bassist Mikey
Craig. "He also likes to argue. Not necessarily with us, al-
though he does that, too, but with anyone. He likes positive
arguing about the things that are important to him.” Craig,
Culture Club's black member, sports a combed-out Afro re-
strained by a black headband. Playing on black/white sym-
bolism, he also wears black and white quilted pants and a
buckled white bib as he sprawls on a bed.

Culture Club aggravates contradictions by using many sim-
ilar symbols, including crosses, Stars of David, gender signs,
lightning, Oriental calligraphy, etc. "It's a good way of present-
ing symbols without meaning anything specitic,” explains
drummer Jon Moss, his thick dark eyebrows pointing down at
his nose, reinforcing the intensity of his stare. “In Culture Club,
we use everything. We're saying, ‘These things are interesting,
and you should take what's good about them, but don't take
just one symbol and let that represent you. That's a fascist
thing to do.' So we use all sorts.”

“The thing is,”" summarizes George, "“you can break down
all that crap and prejudice. | do it all the time. | like to chat at
shows, because | like people toiook at me and say, 'l don't
know about him," and then change their opinions. It's boring
preaching to the converted all the time."”

Just as they play on contradiction and confusion, so is
Cutture Club's sound built on an astute mix of musical influen-
ces. Mikey Craig supplies the Caribbean "“heavy culture™: the
reggae beat on "Love Twist”; the calypso rhythm on "I'll
Tumble 4 Ya.” Boy George brings his love of Philadelphia soul
to nearly every vocal as he purrs romantically on "Time" or
gives a gospel shout on “Man Shake." His enthusiasm for
catchy pop pays off in the hummable melodies he invents for
the band. Roy Hay's longtime passion for Steely Dan has
generated jazzy chords and multi-layered arrangements. Jon
Moss' time served in punk bands lends a hard push to the
band; his jazz-rock and soul tastes reinforce the groove.

“Jon and Roy listen more to the rock side of things,” says
Craig, "“while | listen more on the ethnic side: reggae, calypso
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and other Caribbean musics. They fuse togetherin a nice way
The melodies usually come from George, and there’s a iot of
R&B and contemporary biack sounds going through him. It
comes out in the way he phrases lines, the way his voice
sounds. George is a white soul singer basically.”

The band's diverse influences mesh so well because the
band doesn't believe there are any important differences
between black and white musics. “The differences don't exist
to me," Hay asserts, "because they nick each other's ideas so
much. There's so much similarity between classic rock songs
and classic R&B songs that it's pathetic to say a white man
can't do soul or a black man can't do rock. The barriers are
breaking down slowly, and I'm proud that Culture Club has
contributed to that, because that's what we're about.”

Boy George was baptized George O'Dowd twenty-two
years ago. He grew up in a large Irish Catholic family in the
London suburbs, but soon left home after being kicked out of
school at fifteen. While working as a model for the trendy
Foundry boutique and as a make-up artist for the Royal Shake-
speare Company, he experimented with his own look and
soon became a notable face in the London nightclub scene.

"“Before | started Culture Club,” he explains, ! didn't have
any money whatsoever, so | thought, ‘Well, I'll have to become
very well known so that | can chat my way into everything for
free. So | went out of my way to be the most outrageous
person in the world. I'm quite tame now compared to what |
used to be like. | used to go out with fruit on my head; | usedto
be really loony. It's a pretty good thing; it's gotten me this far.

“You see, in England, it's quite different. You can be a
celebrity there and have nothingto sell. You have a lot of minor
celebrities there who don't really do anything; they just have
weird haircuts and nice clothes, and people putthemin maga-
zines. In America, it's based more on how much money you
have and what kind of car you drive. In England, young people
up from the gutter can become famous. | used to get in
everywhere for free.”

Boy George's modeling agent was the girlfriend of Bow
Wow Wow's Mathew Ashman. At the end of 1980, Ashman
told Boy George that Annabella Lwin was leaving Bow Wow
Wow and he should audition for the lead singer job. He got the
job, but it turned out that Lwin wasn'’t really fired; she was just
being tested by manager Malcolm McLaren.

“| didn't know it at the time or | never would have gone along
with it," George recalls, “but they basically got me into it to
frighten Annabella and buck her up. Maicolm had this idea that
she would be the sexy little Lolita of the 80s, but she was very
young and very naive. She wasn'’t really committed to singing;
she had visions of being an air hostess or a waitress in a
delicatessen. So they got me in to frighten her, and it worked,
though | only found that out later.

"My first-ever appearance onstage was in front of 3,000
people at London’s Rainbow Theatre. | just walked out and
sang ‘Cast Iron Arm,' a rockabilly song by Peanuts Wilson. It
went down very well.” Svengali McLaren then decided to turn
Bow Wow Wow into a kind of Motown revue band backing up
both Lwin and George, whom Malcolm dubbed Lieutenant
Lush. After weeks of rehearsal though, McLaren got cold feet
and set his sights on putting together a whole new band for
Lieutenant Lush. George naturally grew suspicious at this
point: | said, ‘This is bullocks! I'm leaving.’ After Malcolm rode
me out of Bow Wow Wow, | visited him on several occasions
and he hid behind a curtain and wouldn'tanswer the door.He's
pathetic in a lot of ways."

"| think Malcolm found he couldn't twist George the way he
could the others,” ventures Mikey Craig. At this point in
George's dramatic career, Craig became a major player. "l
read about him in the music press,” recalls the twenty-three-
year-old Craig, "and decided to meet him.” Though Craig had
learned bass at age sixteen and jammed with friends, he had
never been in a band: "I wanted to be, but | wanted it to be
something interesting. | saw a picture of George, and he
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Speaking in tongues: bassist Mikey Craig, drummer Jon Moss, crooner George ’Dowd and guitarist/keysperson Roy Hay.

looked quite interesting

“You get to know George quickly. Imitially, there's this:
‘GOOD GOD! Then there's this: ‘Hmm, must find out more.’
Then you talk to him, and he talks real fast and you figure it's
okazy So | said ta George, 'You and | could probably get it
togetner ourselves.’ There was another guitarist involved at
first, but most aof the ideas were coming from George and
myself. It was very difficu't for us, because neither ot us haad
played in a band before. Then Jon came along. He'dbeenin a
lot of bands, and he started :o statilize things and give direc-
tion to us. Things staried to happen from there.”

Maoss, now twenty-five, was indeed an oid pro. He'd gotten
into Fis first band when he answered a blind ad in 1976: “This

T knew when I
met Gecige that
we nught not be
successful, but

we’d get noticed.”

guy had this really dirty Clash T-shirt on, and ke said, 'Were a
really big band, but I'm nat going to tell you who we are.’ | said,
‘Youre the Clash, aren't you?' He said, ‘How'd you know?’
Anyway | played with them for three monthsbefore they made
any singles or did any shows. I did a little art tilmy with them and
a bit of recording that never came out. | loved the music; |
thought it was great But | didn't get an with Mick Jones; | didn't

like his stance. it's one thing to be political andto pereally irto
it, but it seemed like empty sloganeering to me and | jusi
ended up arguing with them

"So | joined the Damred ir 1978, and it was much the same
thing: beer in yaur race and screw you.  took a lot of speed ang
drank a lot anc had a terrible car crash. The Damned were
good fun, but you'd gat into the mini-bus at nine o clock in tne
morning with a crate of izger, ana by ten o'clock, everyone's
drunk out of their minds. It was very rock 'n’ roll and let's-zll-
kill-ourselves-batore-we're-too-olc. We smashed up this res-
taurant once, smashea the whole thing to bits, and when we
came out, | thaught, ‘Why did | do that? Is that what I'm here ta
60? | don't wan' to da this anymote.’ Plus | had the car crash
and no one came to s2e me. So ! left”

After the Damned, Moss and LouEdmunds formea the Edge
in 1979, whicn becar;e the house band at St#t Records
Unfortunately, they became so much of a session band. Moss
says, that they lost track of their own career When Adam Ant
decided to experniment with two drummers he asked Moss,
who playedon ‘<icxs"ana ‘Car Trouble™ on Dirk Wears White
Socks, though he never got credit "l thought he and Marco
Pirroni were really talened,” Moss concedes, 'bufl | didn't
want to get into another skuation where | was in aband fust as
adrummer.” He turned down an invitation tojoin the Ramones
for the same reason.

"So | got out of the business for a while,” Moss recalls. “I'd
peen in a lot of bands. ana | hadn't made much headway. |
found that most people in bands didn't really want to do
anything. They iust wanted o get laid, get pissed and take a lot
of drugs. After tnree or fow years, yau get bored with that " Bay
George, who knew of Moss ihrough a mutual friend, asked him
down to a rehearsal. it was «wful,” Moss recalls. ' There was
nothing happening at all. Yet there was something aoout it; it
was such a crazy scene. [ thought, This 1s just what I'mlooking
for’ They obviously had mo experience and wanted to do
something. They needed me. and ' needed them. Plus they
weren’t cynical: they could work and have fun too."

DEBORAH FEINGOLD



The band’s line-up was completed in July, 1981, when Roy
Hay, now twenty-one, was added on guitar (he now plays
piano as well). Like Craig, Hay's first band was Culture Club. “I
knew when | met George,” Hay notes, “that we might not be
successful, but we would get noticed.” He and Craig laugh
loudly. “George and the whole set-up of Culture Club seemed
a bit special. It was obvious that we all wanted the same thing
musically and were prepared to work very hard to get it. We
didn't gig for six months.

“Our music was a backlash. We thought the synth thing had
been overdone. Jon's a very traditional drummer; he likes to
play good beats. Mikey likes the bass; | like the guitar. It was
also a backlash against those post-punk bands who had this
ethic of trying to not learn too much about the music, because
it might take the feel away. We didn't buy that punk rubbish that
knowledge is bad. You don'thave to be naive to write great pop
songs. We all want to learn more about our instruments so we
can get more out of them. Even George now realizes that his
voice is an instrument like my guitar is an instrument. He's
going to singing lessons.”

“| didn’'t want to be another Bryan Ferry or Bowie,” studious
George insists. "I didn't want to be another great white hope
with an angular voice going, 'Ooh-woo-woo! in a really
affected way. I’'m not interested inthat crap. They may be good
entertainers, but they're not good singers, and being a good
singer is really my main thing. | wanted to be more like Rod
Stewart or Marvin Gaye or Smokey Robinson, or even like
Sting. All those people have distinctive voices, and they'rethe
people that you remember.

"None of us knew how to write songs, so we really learned
together. The band is a democracy; the songs are credited to
all of us. When we write, we fight. We call each other useless;
we tell each other how awful we are; a lot of abuse flies. But at
the end of the day, | think we all want the same thing, so we
really work well together. Everyone makes the same amount of
money, regardless of what they do.”

George onstage modeling the latest in men’s shirts.

When they first got together, the band played a lot of favorite
songs: disco, reggae, Philadelphia soul, hard rock, top forty
pop. Having picked these songs apart, they began to put their
own songs together, but the sources were still evident: I think
Culture Clun s the most honest form of modern plagiarism in
music,” Boy boasts. “We just take things. Plagiarism is

"My main thing is
being a good
singer. I didn’t
want to be angu-

lar and affected.”

acknowledging the similarity between ‘Church Of The Poison
Mind," and, (ke chicks his fingers and sings in a falsetto) ‘Baby,
everything is all right. Uptight!" A lot of musicians claim they're
very original, which ! think is very boring. You're not born with a
stock of nformation, so you are what you pick up. Bowie has
always, always avoided the subject of where he gets hisideas.
But | say, ‘Yes, we take from other people.’”

“'Do You Really Want To Hurt Me' began with George's
lyrics and this semi-melody he had for them,” Hay explains as
an example. “We said, ‘'Yeah, George, let's do it as lover’s
rock,’ a light reggae thing. We got this rhythm box and started
to play around with different tempos and chords. The melody
was originally just a G-major progression right through, but
you have ta embellish what he gives you. We made an ar-
-angement, so it goes up to the C and then to the A-minor.

> Once we got the melody down. Mikey put down his crucial
» pass line, and | added guitar afterwards. We all argued a lot
© apd then blended it together. It's a vibe.

"'Tima' was written from a totally different approach. That

t song came from me and Mikey getting some music together,
Z and George getting excited and putting lyrics to it. At first, it
= was hewible, really bland. Then Mikey had this idea to use a
“ staggered beat. | said, "Yeah, let's do it with the Moog." So we
Z did that. got the great snare sound and it came together.

"'l Tumble 4 Ya, tne third American single, was a com-
plete lyric and melody idea of George's,” Hay acknowledges
"We just wrote the backing for it. Jon got that calypso beat; |
worked out the chords: Mikey put the bass down, and it came
together.” “Lyrically,” adds Craig, “it's dealing with the fact that
there were so many bands around at that time that were
abeying what the record companies told them. We didn’t want
to be one cf those bands. George was the man who was going
to lead us away from all that. If you listen to the lyrics, he's
saying, ‘I'li be your baby./ I'llrunthe gun for you/ And so much
more.’ In other words, he'll lead us into the promised land.”

The band credits producer Steve Levine, a CBS studio
engineer for years, with introducing them to a lot of modern
technofogy. such as the LinnDrum and the Fairlight. " At first he
was a big influence,” concedes Craig, "because he knew all of
the technical aspects, and we were learning. Now, on the
second album. he's inore like an ambassador. He directs
tnings in the studio to make sure that people don't clash and
things run smoothly. He's quite good at that actually. Apart
from the good sound he gets, he doesn't really interfere very
much niow with anything else.”

When Culture Club first came to America last spring, the
quartet brought along four support musicians: singer Helen
Terry, keyboardist Phil Pickett, saxophonist Steve Grainger



and trumpeter Terry Bailey, all of whom had guested on the
records. All of them will be onthe fall American tour and onthe
second album, Colour By Numbers, that should be out in
October. Pickett co-wrote a couple of tunes on the new album,
but he more often plays keyboard parts onstage which Hay
has already worked out in the studio. The band credits Terry,
though, as an important influence. Terry, who sang the “Doot-
doot-de-doot!" on Lou Reed's “Walk On The Wild Side," has
years of studio experience with Heatwave, Mott the Hoople
and more recently, Thunderthighs and Church.

“The second album is far more digestible,” Craig suggests.
"The first album was young and raw; it was full of ideas and
energy. Those ideas are better executed on the second
album. It might open another audience to us, perhaps an older
audience. It's still pop, but it's a lot easier to take in."

‘One of the tracks on the new album," continues George,
"is very country-sounding. | want to write songs that apply to
everyone. That's really hard to do. One of the things | hated
about punk rock was that it was all young people with prob-
lems, locking themselves in their bedrooms with tennis
rackets. We've had airplay on black stations in America. We
sold to so many housewives in England that | was voted the
housewives' 'Personality of the Year' in front of Lady Di. I'm
quite proud of that, because Lady Diis the housewives'bread-
and-butter.”

‘We haven't got one particular sound,” Jon Moss empha-
sizes. "We're not a new romantic band or an acid-rock band.
When we were forming the band, George, Mikey and | were
talking about how London is full of different cultures. You can't
avoid being assaulted by twenty different cultures as you walk
down a main street. I'm Jewish; George is Catholic; Mikey's
black, so | thought Culture Club would be a good name."

Such paeans to pluralism are underscored by the Club’s
fundamental scorn for “white boys," a symbol of the universal

duilness of the common WASP. “The whole concept of ‘white
boy' is based on that kind of empty-headed person,” explains
George. "White to me means transparent. White is a milk-
shake. White is someone who's thick, who's like a bottle of
milk, someone who is born, gets fat, has lots of kids, dies, and
his sons are like him. It happens with a lot of people.

“The song ‘White Boys Can't Control It' sums up that feeling:
society is like a conveyor belt. It says, 'You hold out on think-
ing. You beat people's heads in, drink a lot of Budweiser, piss
on people and are just a real asshole.’ Basically, those are the
people | hate.”

“White boy isn't actually about white boys and rednecks as
such,” adds Mikey Craig. ‘A white boy can be a black boy with
a thick attitude. A white boy is any person who's not colorful.”

Cultural Clubs

Mikey Craig: | have two Music Man basses: afretted and a
fretless. | like them because the tone is quite wide. | might
have a custom bass made by a company called J&B,
because my fingers are a bit short and the Music Man neck
is very wide, which makes it difficult to play very fast.
Jon Moss: |'ve always used Gretsch drums, because | find
they're the best drums; they're the Rolls Royce of drum kits.
They have a really unique sound. | also use a Simmons
electric kit. In the studio, | program the LinnDrum, and we
use a tape of it onstage.

Roy Hay: | used to play an Ibanez guitar, but | just bought
this new Stratocaster. Onstage we use a Prophet 5 and a
Roland Juno; they're very cheap but we get great sounds
from them. In the studio we use an OBA, a Minimoog anda
Fairlight floppy disc computer keyboard with pressure sen-
sitive keys. It's incredible the things that the Fairlight can
do; it's frightening actually. We also use the Fender Rhodes
and acoustic piano a lot.

A NECESSARY
ADVANTAGE FOR
TODAY’S

MUSICIAN.
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BY NELSON GEORGE




SIANDING
IN THE
SHADOWS

MOTOWN

THE UNSUNG SESSION MEN OF
HITSVILLE'S GOLDEN ERA

ever made. “Standing In The Shadows Of

Love.” “Stop! In The Name Of Love.” “Signed,
Sealed, Delivered.” “The Way You Do The Things
| You Do.” “Ain’t Too Proud To Beg.” “I Heard It
Through The Grapevine.” “Twenty Five Miles.”
These songs and soc many more were written,
arranged and recorded at 2648 West Grand
Boulevard, a modest row house in central Detroit
that housed Motown Records’ Hitsville

They are simply some of the greatest records
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recording studio from 1959 to the early 1970s.

We all know the big names...child prodigy ‘Little’ Stevie
Wonder...the sepia Barbra Streisand, Diana Ross...the mer-
curial Marvin Gaye...pop’s finest wordsmith and supplest
singer, Smokey Robinson... Temps, Tops, Martha, Mary...the
architects of ‘the Motown sound,” Eddie Holland, Lamont Doz-
ier and Brian Holland...the designer of the 70s soul epics
Norman (“Papa Was A Rolling Stone”) Whitfield. And, of
course, Berry Gordy, Jr, the aggressive, reclusive capitalist
from Detroit who made it happen.

But what of the musicians? The key roles played by the
Motown session men have only been sketchily documented,
seminal contributions by drummers Benny Benjaminand Uriel
Jones, guitarist Robert White, band leader/keyboardist Earl
Van Dyke, keyboardist Johnny Griffith and bassist James
Jamerson. The gala Motown Twenty-fifth anniversary tele-
vision version of Hitsville in May saw fit to include appear-
ances by Linda Ronstadt and Adam Ant, but neglectedto even
mention these quintessential members of what was once the
best band in America. Even in their heyday, they rarely re-
ceived songwriting or arranging credits on their records. While
their Memphis counterparts Booker T. & the M.G.s became
darlings of the music world, the men of Motown toiled in ano-
nymity. Although it is hard to imagine contemporary bass
playing without James Jamerson, | was only the second per-
son in twenty years 1o interview him at length.

"You could compare our rhythm section to anything else
happening atthat time and we were just better,” claims Johnny
Griffith, who during the 1960s often played sessions in New
York and Chicago. “The Motown thing was so much tighter.
When we locked into a groove it was hellacious. The key thing
was that we all grew up together and had this Detroit way of
approaching music.”

DETROIT'S NATIVE 5(

From the 1920s through the early 1960s, Detroit was one of
America’'s boom towns. Its growth was fueled by the assembly
lines of the auto industry, as the city's residents worked
around the clock to satisfy our thirst for the mobility and
affluence that cars represented. Detroit attracted poor and
working-class families from around the country, a large per-
centage of them Southern blacks. In the days before the
landmark 1954 Brown vs. Board of Education Supreme Court
decision and the dawn of the civil rights movement, the
assembly line certainly beat sharecropping. Berry Gordy's
family came from Georgia to the Motor City as did Johnny
Griffith's from Mississipi, James Jamerson's from South
Carolina and Earl Van Dyke's from Kentucky.

With the discretionary capitat that the Detroit gas-fueled
economy provided, the parents of musically inclined young-
sters were able to buy instruments, often pianos, and get pro-
fessional training as well. The large, segregated high schools
of Detroit also offered musical training for black youths.
Jarnerson was introduced to the bass by a teacher at North-
western High in 1954 “because | had long fingers and big
hands.... | went through the books, learned how to read and
was helping students in class after three months.” Northwest-
ern, one of Detroit's biggest black high schools, produced a
number of other key Motown personnel, including Smokey
Robinson.

Bebop was challenging and enchanting the city's young
musicians in the 1950s and the future Motown session players
were caught up in its spirit. Jamerson recalls, "When | was in
my teens | used 1o play jazz at this place where the musicians
hung out. Barry Harris, the piano player, was the leader of us
guys. As we got older we started playing in clubs like the Minor
Key and at all the college dances. At this time | started playing
with the heavyweights like Dizzy Gillespie. Different musicians
from New York would come in and jam.”
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For Griffith and Van Dyke, bebop and Harris were also
important. “Musically he was the man,” says Griffith. “The
young players would all hang out at Barry’'s house, because he
was the only guy who knew all the hip bebop changes. We'd all
be learning together, just exchanging ideas.”

“Detroit musicians back in that time weren't in competition,
but just out to help one another,” adds Van Dyke. "l remember
the hardest tunes for me to get were '‘Cherokee’ and ‘Lush
Life.' Hank Jones taughtit to Barry Harris. Barry Harris taught it
to me. | taught it to somebody else. That was the Detroit way.”

Despite the inspiration of bebop, many found the best way to
eat and still play was through R&B. Van Dyke played with
obscure R&B guitarist Emmett Sheigh (“I was one of the
Sheigh Riders") before graduating first to Lloyd Price and then
to Aretha Franklin in the early 60s. Jamerson was gigging
around Detroit, doing session work for local Detroit labels
such as Golden World. Griffith also did sessions in Detroitand
Chicago. All of this activity proved a prelude to the most
important musical experience of their lives: Motown.

From 1859 to 1963 Williams ‘Mickey' Stevenson, Motown
A&R director and producer, and Berry Gordy recruited musi-
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James Jamerson: “We were doing more of the job than we thought
we were doing and didn’t get the credit.”

cians, mostly Detroit natives, for the house band. Jamerson
joined in 1959 after playing on a session at the studio of
Raymona Gordy, Berry's first wife. Van Dyke was lured back to
Detroit after tiring of life on the road. Griffith cut an album on
Motown's jazz label workshop before playing on Motown ses-
sions in 1963.

Business at Motown began early, at least for the record
business, with sessions starting often at nine or ten a.m. They
also started late at night. Producer Clarence Paul, the man in
charge of 'Little’ Stevie Wonder's recordings, enjoyed cutting
late, feeling that recording at three or four in the morning
brought out the best in musicians. Often after Earl Van Dyke &
his Funk Brothers (basically the Motown band) ended their
nightly set at the Chit Chat Lounge, Motown staffers, including
Berry himself, would stop by and get the musicianstoaccom-
pany them back to Hitsville to record. Levi Stubbs recorded
the vocals to "Baby, | Need Your Loving" between two and




eight a.m. one summer morning after Brian Holland told him
about the song at the Twenty Grand Nightclub.

Griffith remembers those days quite vividly. "We'd get lead
sheets from the producer and they'd hum lines out to us. After
a while it got more sophisticated and more detailed. By 1965,
the producers were getting much better and started to use
strings heavily. It forcea them to get more specific about what
they wanted because you had to write for the string players
they'd recruited from the Detroit Symphony. Later the produc-
ers would draw the outline and we'd work out the harmonies
among ourselves."”

Despite the aimost constant recording going on at Hitsville,
the number of Motown releases was always kept to a relative
trickle, reflecting Gordy's philosophy of quality over quantity.
Many now claim that the Motown vaults are overflowing with
material that Motown's quality control committee felt was
either uncommercial or too experimental. Van Dyke says his
favorite Motown album, a William Stevenson/lvy Hunter pro-
duction featuring Marvin Gaye singing over Latin-influenced
tracks "“never hit the street. There was a lot of stuff like that
they rejected.” Unreleased Motown music from the 60s still
turns up on current albums, including Smokey Robinson's
1979 hit, “Cruisin'" and Stevie Wonder's “All I Do" from 1980's
Hotter Than July LP.

Van Dyke also feels the genesis of several songs on Won-
der's epic Songs In The Key Of Life was in old Motown
sessions: “Motown would always change the tit'es and some-
times words after the tracks had been cut. If you read the liner
notes on Songs you see the names of all the Motown musi-
cians rightin there.” For years musicologists have beentrying
to get Motown to release some of this unrelated material, but
so far Motown has resisted the idea

FORMULAS AND FUNK

Billboard's Adam White best described the Matown sound:
“The elements: a bedrock bass line; an emphatic beataccen-
tuated by tambourines; pounding percussion and piano
tracks; saxophone-driven brass charts; shrill femme backup
vocals in the classic call-and-response mode of gospel per-
formances; and those swirling, riff-reinforcing strings of the
Detroit Symphony.”

These elements were built into almost all of the classic
Motown hits of the 1960s. The mechanistic, most stereotypi-
cally Motown records were products of the Bran Holland-
Lamont Dozier-Eddie Holiand team. During the same period
two other producer/writers, Smokey Robinson and Norman
Whitfield, developed personal approaches that differed
markedly from Holland-Dozier-Holland. Robinson's produc-
tions, based on the graceful gamesmanship of his lyrics, made
for a varied, eclectic output. Norman Whitfield macde Motown's
funkiest records, first in answer to Stax's Southern soul and
later in response to Sly Stone's bodacious psychedelic soul.

Holland-Dozier-Holland. all former singers, were united by
Gordy as a production and writing team in 1963. Their early
records, such as Martha & the Vandellas' “Heat Wave" and
Marvin Gaye's "How Sweet It Is To Be Loved By You,” were
above average, but still musically standard R&E pop of the
period. In 1964 their music grew more sophisticated as they
arrived at a very efficient division of labor; Eddie Holtand was
the chief lyricist; Lamont Dozier wrote music and supervised
the horns, strings and background vocals; and Brian Holland
wrote music, worked directly with the session musicians and
ran the actual recording sessions.

With the Supremes’ "Babry Love" (1964) they hit upon one of
the most successful formulas in musical history. The leanness
of these melodies and heartfelt banality of the words was
balanced by arrangements that grew increasingly dense and
dramatic. "By 1967 and 1968 you could really hear the influ-
ence of classical music on their work,” remembers Griffith.

“Brian had sat down and studied classical music to some
degree. This really changed their style. You hear it on ‘Stand-
ing In The Shadows Of Love,’ ‘Bernadette’ and '‘Reach Out I'll
Be There’

"H-D-H hadeveiybody come onintothe studio atthe same
time, like it was one big party. They'd give us four or five chords
on a piece of paper and we'd start studying and get the feel of
the tune. Brian Holland would walk around and whisper little
patterns in your ear. With each player he'd give them one or
two patterns to try.”

H-D-H had to have the cooperation of Motown's musicians
to make their formula work, but once established (“I Can't Help
Myself,” “It's The Same OId Song,’ “Sugar Pie, Honey
Bunch™), it only reqired fine tuning from record to record. In
contrast, Robinson's more free-form style demandea more
creative input from the musicians. "Smokey always would
start with a rhythm section of four pieces,” says Griffith. Robin-
son developed arranging and rhythmic ideas with these small
groups by adding additional instruments as the song came
together.

With the aid of the studio musicians, Miracles’ guitarist Marv
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An early photo of the late Benny “Papa Zita” Benjamin.
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“When someone would give
Benny some lip, bed say,
Look, I've been in this
snake pit many a year. I've
seen them come and go.””

Tarplin, members of his group the Miracles, and the Motown
staff writers, Smokey shaped his wonderful lyrics into compel-
ling music: the Miracles' "Ooo Baby Baby,” I Second That
Emotion,” and "The Tears Of A Clown"; the Temptations'’
“The Way You Do The Things You Do"; and the Four Tops'
“Still Water (Love)” retiect the range of Robinson’s produc-
tions and his ability to maintain a consistent musical personal-

ity while drawing upon a variety of collaborators.

Norman Whitfield's records lack the aural textures of
H-D-H, nor do they have the variety and charm of Robinson.
Instead, Whitfield's records have something people don't nor-
mally associate with Motown: funk. In fact, bassist Jamerson
says, "Norman didn't just want funk, he wanted monstrous
funk.” After starting as a paper pusher inthe A&R department,
Whitfield graduated to production in 1964, introducing a raw
soulful edge to Motown music with the Marvelettes’ “Too
Many Fish In The Sea,” the Temptations' "Ain't Too Proud To
Beg," and both Gladys Knight & the Pips’ and Marvin Gaye's

versions of "l Heard It Through The Grapevine.”

However, Whitfield didn't become an innovator until 1968.
"He came into the studio one day and said, | wanna do some-
thing different. | wanna do something fresh,” says Uriel
Jones. With the Temptations providing the voices and long-
time collaborator Barrett Strong (“Money”) the words, Whit-
field revolutionized Motown with three kinetic, uptempo hits
("Cloud Nine," "Psychedelic Shack,” "Ball Of Confusion™)and
the haunting "Papa Was A Rolling Stone.” All these songs
were based on riffs improvised to a large degree by Whitfield

and the musicians in the studio.

FASC

NATING RHYTHM

But for all the production magic, the core of the Motown
sound was its distinctive rhythm. Berry Gordy believed in a
hard, emphatic beat, one often accentuated by either hand-
claps or, his favorite, tambourines. Often guitarist Robert
White's metallic down strokes would also land on the beat as

on "Dancing In The Street.”

Underpinning all these extras was Benny Benjamin, known
around Hitsville, U.S.A. as "Papa Zita" because he resembled
a dark Cuban and enjoyed peppering his speech occasionally
with obscene Spanish phrases. Like his co-workers, Benja-
min's background was in jazz, reflected on the Miracles' "Shop
Around,” Motown's first national hit in 1960, when he used
brushes instead of sticks. Infact some other early Motown hits
(“My Girl") have the feel of brush drumming even if Benjamin

actually didn't use them.

Stevie Wonder fondly recalled, "Benny would be late for
sessions, Benny'd be drunk sometimes. | mean, he was a
beautiful cat, but.... Benny would come up with stories, like,
'Man, you'd never believe it but like agoddamn elephant, man,
in the middle of the road, stopped me from comin’ to the
sessions, so that's why I'm late, baby, so (clap of hands) it's
cool”” But he was ready. He could play drums...you wouldn't
even need a bass, that's how bad he was. Just listen to allthat
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THE BERRY GORDY FACTOR

“ .. the creative thread that wouve the whole
Motown sound together.”

Tom Noonan was a markeling executive with Motown for five
years in the late 60s and early 708. Here he recalls afew highlights
of the Motown system, designed and run by the indespensible
Berry Gordy, Jr.

“The operation that Berry Gordy set up was completely unique
for its time—and frankly, it's still unique today. With most labels,
one producer would be assigned to an artist and would handle
everything. At Motown, there was a kind of rotating system of
production, based on what they called "A&R blockouts.” There
would be a memo saying that the Temptations or the Supremes
would be coming off the road and would be in Detroit for a week. If
you were a producer, you'd look atthat schedule, and would gointo
the studio in advance to cut tracks. You might cut one for the
Temps and two for the Miracles. Sometimes they had no lyrics at
all: the staff writers would then write to these tracks, which was
unheard of in those days. So the Supremes would come to town
and on Monday they'd record with Norm Whitfield, and the next
night they'd possibly go in with Hank Crosby, then on Wednesday
maybe Holland-Dozier-Holland. So you had the producers com-
peting with each other to get their songs released, the creative
juices were flowing like crazy. Who knew where the magical link
might occur?

“Then there were the singles meetings, in which we'd listen to
new product and decide what torelease. These sessions included
A&R people, writers, producers, arrangers, markeing people, even
some of the artists. I'll never forget my first meeting. | had just come
from Columbia in 1968; there we'd hear fourteen singles at a
meeting and we'd release every one. At my first Motown meeting,
we heard sixty-eight, and wound up releasing one! | aimost died

“Berry had a policy to teach discipline to his staff. if you were not
at the meeting by nine o'clock, even if you were Smokey Robinson,
the door was locked and you were not allowed in. Picture these
sessions; | was a new guy in town, and white to boot. On your right
would be Smokey, on your left would be Norm Whitfiéld and behind
you would be Lamont Dozier. Berry would play the song and then
ask everyone 10 put up their hand if they thought it was or wasn't a
top ten hit, or if they didnt know. Then he'd ask you why you
thought what you did, and you'd have to stand up and face the
producer, artist and writer of the cul and say why you thought it was
a dud. You couldn't bullshit. Berry would never say what he thought
until the end of each discussion. Then he'd go into a discourse
about that record, which was like going to school. He'd dissect
each cul. Sometimes we'd be there until ten at night

“There's no doubt in my mind that the creative thread thal wove

the whole Motown sound together was Berry Gordy, Jr. There was -

no number two, no committee. Berry could be in France or Italy and
still about four or five in the alternoon you'd get a callfrom him and
he'd want the stations who'd added the records or the new sales
figures. He was in the studio all the time: he'd pop in every night
Sometimes he'd really get in with both teet, but always working with
the producers He'd never dominate them—he was highly respect-
ful of creative people Of course, nobody could dress you down like
Berry if he was upset with you. He'd do it in front of a crowd and
you'd feel like two cents, but then the next day he'd make up some
pretense 10 get you up and praise the living heck out of you for an
hour and you'd walk out on cloud nine

‘As a writer, Berry himselt was fantastic. Before he started
Motown, he'd written numerous hits for Marv Johnson and Jackie
Wilson, He wrote a lot more than we at Motown know: you'll see
phrases on the records like ‘written by the corporation,’ ‘produced
by the company’ and he’'s part of that. He'd never put his name
down, so he'd form these cumulative titles

‘[ remember in particular one singles meeting in which someone
had put on arecord and suddenly Berry stopped the whole session
and began critiquing the lyrics. He discussed the song’s atmo-
sphere, its subject, saying, You wouldn't say that lo a woman,
would you?' Then he walked outside with the writers, and spent
about twenty-five minutes with them. Then they returned and
played just the instrumental track and sang a whole new set of
lyrics over it. The song turned out 1o be “Love Child", we all fhipped
out and said, That's it!'" — Jock Baird




Motown stuff; the drums would just pop!”

“Oh, man, (Benjamin) was my favorite,” adds James Jamer-
son joyfully. "When he died | couldn't eat for two weeks, it hurt
me so bad. He and | were really the ones whotightened up the
sound, the drum and the bass. We didn't need sheet music.”

Along with providing the beat, Benjamin was the spirit of the
Motown band musicians as well. Whenever singers got out of
line, feeling too big for the music or musicians, it was Benny
Benjamin who cut them down to size. "They always used to fall
out with Benny, probably because he used to lip a lot,” says
Van Dyke, chuckling. "When someone would give him some
lip, he'd say, ‘Look, | been down in this snake pit many a day
and many a month and many a year | seen them come and
seen them go. And I'm still here." That was the way it was with
him and it was the truth. We did see many of them come and
many of them go. That was all the way from Tony Martin to Billy
Eckstine to Sammy Davis, Jr. and we were still there getting
our little money.”

In contrast to his studio precision, Benjamin was undisci-
plined in his private life, including ever-growing alcohol and
drug addictions. “As Benny started deteriorating in the studio,
which everybody noticed, they broughtintwo drummers,” Van
Dyke recalls, “Uriel Jones and Richard ‘Pistol’ Allen, to fill that
one man's shoes. Yes sir, two drummers. Gladys Knight & the
Pips' 'Heard It Through The Grapevine'in 1967 was about the
first ttme they used two. Uriel Jones was playing the time and
Benny was playing the pickups. Benny had gotten so he
couldn't keep time."

Urtel Jones, however, has a different memory. He claims
that young Stevie Wonder suggested using two drummers
sometime in 1966. “Stevie could play drums and one day
came inwith a drum part he wanted ustoplay. He tried me and
I'couldn't play it. He tried Benny and he couldn‘t play it. Sothen
he split it up between us. He sat us both down and said, ‘Well,
you do the foot in this part. You do the cymbal in this part'”

Benjamin's death by a stroke in 1969 marked the beginning
of the end for the Motown sound. Wonder sang long and
passionately at his tuneral. Little Steveland Morns had long
idolized Benjamin, regarding the personable drummer as a
second father. Appropriately, Stevie's drumming on many of

his best records is pure Benny Benjamin

Bassist James Jamerson was one of the first Motown staff
musicians, working for Gordy and company from 1959 10 1973
following a gig in the band of another gitted Detroit native
Jackie Wilson. Jamerson remembers the early Motown years
clearly from twenty years' distance: "Holland-Dozier-Holland
would give me the chord sheet, but they couldn't write for me
When they did, it didn't sound right. They'd let me go on and ad
lib. | created, man. When they gave me that chord sheet, I'd
look at it, but then siart doing what | felt and what | thought
would fit. All the musicians did. All of them made hits.

“I'd hear the melody line from the lyrics and I'd build the
bass line around that. | always tried to support the melody. |
had to. I'd make it repetitious, but also add things to it. Some-
times that was a problem because the bassist who worked
with the acts on the road couldn't play it. It was repetitious, but
had to be funky and have emotion.

"My feel was always an Eastern feel. A spiritual thing. Take
‘Standing In The Shadow Of Love. The bass line has an
Arabic feel. I've been around a whole lot of people from the
East, from China and Japan. Then | studied the African, Cuban
and Indian scales. | brought all that with me to Motown

"I picked things up from listening to people speak. From the
intonation of their voices, | could capture a line. | look at people
walking and get a beat from their movement. I'm telling you atl
my secrets now."

And on what tune was Jamerson's bass line formed by the
sight of someone walking? “There was one of them heavy,
funky tunes the Temptations did.... | can't remember the
name, but there was this big, fat woman walking around. She
couldn't keep still. | wrote it by watching her move.”

Jamerson now says his favorite bass parts are onthe Four
Tops' "Reach Out,” "Bernadette,” "Standing In The Shadows
Of Love,” Marvin Gaye's "What's Goin' On" and Stevie Won-
der's "Signed, Sealed, Delivered.” “There was also this semi-
jazz album Marvin Gaye did that had a version of 'Witch Craft’
that | liked," Jamerson adds.

The pleasure of his Motown memories is diminished by his
feelings that "in certain ways" he and his fellow musicians
were exploited: “There is also sometimes a tear because | see
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little older. Everybody, as time went on, got sort of strange.
Especially after Motown moved out to California. If they see
you, they're glad to see you. They just change their phone
numbers so much. | don't believe in changing mine. | don't
believe some of them know I'm still alive.”

Health problems have frustrated Jamerson’s efforts as a
player and producer in recent years. When we talked he was
resting in a suburban Los Angeles hospital from a recent
illness. Still, he wants everyone to know, “I’'m ready, willing and
able. Just give me a call.”

Despite Jamerson'’s feeling of being exploited, though, Earl
Van Dyke insists the pay was pretty good: “If you didn’t come
out of Motown with some money ar some property, it wasn't
Berry's fault. In 1965 | made $60,0C0. In 1966 | made close to
$100,000, which included some outside work. In that time it
was rare that a musician could own his own house, but | did.
Everybody there was buying Cadillacs. Everybody had some
money.” In 1962 Van Dyke was offered $135 a week to join
Motown’s staff, but by the mid-60s studio musicians were
taking home as much as $3,000 a week. Musicians were paid
$52.50 for the first three hours, $52.50 for the next hour and a
half, and $52.50 for every additional half hour. They were often
awarded bonuses by the producers for performing on a partic-
ularly successful date. Defying the threat of a fine if caught,
many Motown staffers also did outside work.

| hold no grudges against Motown,” asserts Van Dyke. "|
hold grudges against myself because the opportunities were
there to do more and | didn't take advantage of them. | just got
locked into the fact that | was playing music and making a
living. It was not what | wanted te play, but it was good. My
children went to private school. It was grand.”

Jamerson, however, feels some bitterness: "We were doing
more of the job than we thought we were doing and we didn't
get any songwriting credit. They didn't start giving any musi-
cians credits on the records untii the 70s.” Did he complain
about it? "l always asked. No one ever said anything. It did
make me sort of mad, but what could | do?” Did he ever speak
to Gordy about it? "Yes, but they felt that as long as you got
paid your name didn't have to be on the record.... | wrote
some tunes, and they cut some of them, but they just putthem
on the shelf. They never got out.”

EPILOGUE: GONE HOLLYWOOD

Berry Gordy had always admired the movie moguls. In fact,
he saw himself an heir to the legacy of people like Samuel
Goldwyn, who had pulled himself out of the ghetto through grit,
determination and vision. The famed Motown charm school
approach to artist development was also based directly onthe
Hollywood star system, so it wasn't surprising that he was
inexorably drawn to it. Since the mid-1960s Motown had a Los
Angeles office and by 1970 Gordy was spending considerable
time there, laying the groundwork for a shift of all Motown
operations to the West Coast and negotiating with Paramount
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Pictures to distribute Lady Sings the Blues, the critically-
acclaimed Diana Ross vehicle. By the time Gordy had realized
his life-long ambition of directing (the dopey Mahogany in
1973), Motown had settled into a skyscraper on Sunset Boule-
vard and purchased a studio in Los Angeles.

Back in Detroit the musicians who worked for Motown knew
that the good old days were ending. H-D-H had left in a flurry
of lawsuits. One by one the stable of Motown acts grew
smaller as the Isley Brothers, Gladys Knight & the Pips, the
Spinners and the Four Tops jumped ship. During the transi-
tional years the Detroit musicians were flown out to Los
Angeles for key sessions such as the early Jackson Five
singles (! Want You Back,” "ABC”) and Marvin Gaye's
“What's Goin’ On.” Other tracks, cut by musicians in Los
Angeles, were sent back for overdubbing. But it soon became
apparent that if they were to continue their relationship with
Motown, a move to Los Angeles was in order.

“Yeah, he (Gordy) said we'd have a job if we came out
there,” recalls Van Dyke, "but at the same rate of pay that it
was here (in Detroit). | didn’t think | could survive in Tinseltown
on that kind of money the way | could in Detroit. We negotiated,
but there was no agreement over increased wages, and soon
after they moved out there the contract with all the Detroit
musicians ended. But even after that | did work for Motown on
a premium wage scale.”

Motown’s relocation to Los Angeles had a profound effect
on black music. Following Motown'’s lead, top R&B musicians
from Chicago, New York, Memphis, New Orleans, Atlanta and
later Philadelphia, migrated to L.A., since that appeared to be
where the action in black music was now centered. In the
process, much of the regionalism in black music was lost. The
‘Detroit sound,’ the 'Chicago sound,’ the ‘Memphis sound,” all
became part of the current state-of-the-art studio perfection-
ism of Los Angeles-based black pop.

Jamerson and other Motown musicians remained in Los
Angeles; Van Dyke, Griffith and Jones disliked California living
and returned to Detroit. Much to their dismay, the Motor City
just wasn't the same. With Motown’s departure fewer outside
record companies traveled there to record. A coterie of musi-
cians working at United Sound and led by George Clinton
were formulating a new Detroit sound, one that made Norman
Whitfield’s “psychedelic” experiments positively old hat.

Detroit was no longer a city of hope, but an angry, disillu-
sioned landscape of crumbling buildings and racial unrest still
simmering from 1967’s violent riot. By 1973 the Motown sound
wasn't Diana Ross, but the sound of gunfire as Detroit was
saddled with America’s highest murder rate. As a result, the
once vital nightclub scene that had nurtured a generation of
Detroit musicians was dead.

Still the musicians survived. Van Dyke worked as a sideman
and conductor for numerous performers, including a ten-year
stint as musical director for another Detroit native, Freda
Payne. Griffith had an instrumental hit on RCA Records,
“Grand Central Shuttle,” in 1973. Later he served as music
director at Detroit's WGPR for four years. Griffith now pro-
duces radio commercials via his own production company.

Jones has put a lot of time into developing his interior
decorating business, though he has never given up drumming.
In fact, last summer Jones and Van Dyke did a series of free
concerts sponsored by Detroit's Parks & Recreations Author-
ity, performing instrumental versions of Motown hits.

Despite Detroit's sad state, Griffith thinks there is still musi-
cal life in the old city. “The musicians, the singers, the produc-
ers are still here, but there isn’t a support system anymore.
Even if Motown didn’t sign you, they were a sign that it could
happen for you, even in Detroit. Now after you reach a certain
point you have to leave. You can only go so far here now. It'sa
shame, but it's real. It is like what they say around Detroit now,
‘We used to make cars here." And great records.”

On August 2, 1983, James Jamerson died of complications
from a heart attack at U.S.C. Medical Center in Los Angeles.
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Exclusive MXE cne-year

full warranty
MXR Innovations, Iinc. 740 Driving Park Avenue,
Rochester, New York 14613

MXR [] Please send me information on the MXR
Drum Computer.
, 3 Name SN .
..the musician/engineers
Auodres. 'l W . S
MXR Inrovations, Inc.
740 Driving Park Avenre (e, TR _ Stete __Zp
Rochester, New York 14613 M-10

Phane (716) 254-2910

Coprynght 1983 MXR Innovarions, Inc



Soundcraft Electronics USA
20610 Manhattan Place, Sute 105
Torrance., Calitornia 90501

(213) 328-2595

Seundcraft

$5,/50 for a Soimdcratt? You heard
1it! That's the incredibly affordable
T1ce of Sounderate’s new Series 40083 Mixer
vith 16 inputs. And only $7.750 with 24 mpurts
as shown,

Heres 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 tor PA. or 8 track recording —and 8 bus model tor
stage MONITOR muxing,

I addition to all the professional capabilities vou need for
front of house or studio work, the new Soundceratt Series
4008 features:

B All nue and Iine mputs, includig tape returns,
electronically balanced

B our band cqualizatnon including two variable nud-ranges
and a high pass filter oninput modules

B 100mm ultra-smooth action faders

B Built-in oscillator

B 48 Volr Phantom Power

B 8 Mcter option avatlable

This much Soundcraft tor this hetle money? 1t makes it the

only one m s class m the world! For complete detanls, contact

vour nearest Sotndcraft Dealer today. Or write or call us

directly.

"Manutacturer's Suggested Reral Price Tape Machine couptepyanf LA RT © Copyright 1983, Soundaatt Eleciromces TISA




At a certain stage in your
career, you appreciate an
instrument that really responds
to the way you play.

And feel.

The new Prophet T8 is that
instrument, the most responsive
touch-sensitive synthesizer
available to the performing
musician.

The T8 responds positively to
every nuance of your technique. A
new six-plus octave (A -C) wooden
keyboard is both velacity- and
pressure-sensitive. The true,
acoustic feel of the keyboard
increases your control and opens
up new opportunities for musical
expression.

The T8 also responds to the
practical demands of live
performance. Multiple keyboard
modes are instantly accessible.
Live rotary controls let you
quickly feel your way to the
sounds you're afler. And the
range of sounds on the new
programmable T8 (including a
very convmcmg acoustic piano
patch) is almost limitless.

The MIDI-equipped Prophet
T8 responds to the continuing
evolution of electronic music.
Through MIDI, the T8 taps into
the considerable creative power of
personal computers, as well as any
other MIDI-equipped instruments
—including sequencers, drum
machines and other synthesizers.

All of which is intended to
help you keep in touch with your
creative potential,

Play the powerful new Prophet
T8: It makes a musician’s work
all play.

psoevslos 6o T

The back p;nei from left to right: Audio Outputs (Left. Right SPECIFICATIONS
& Mono), Footswitch Inputs— three modes (Unison/ Track, 2nd ] s . "
Release & Sequencer); Cassette—To & From jacks for external Keyboard: 7?‘{;8’,5 hC g?]od eyt

[ program storage; Record Enable/Protect switch (recessed); MIDI with weighted-hammer action.
Input & Output interface connectors and switchable Touch Response: Independent pressure and
110/220-volt A.C. power with fusing and main switch. velocity per key.

. Pressure: 7 selectable destinations. Fully
Another important new performance feature on the adjustable sensitivity.

T8 is a “Second Release”” switch which can he operated Velocity: Approximately 30 dB envelope
with a foot pedal. Comparable to a sustain pedal on an dynamic range.
acoustic piano, it lets you Programmer Section: Two programmers: Left and
program two separate release Right. Each programmer stores
times for each envelope . 84 presets (user programmable)
generator. Voices: 8-voice polyphomc in single
mode, 4 voices for the Left !

Despite its considerable B e W P it
capabilities, the Prophet T8 the Right programmer in Split
is completely portable: or Double mode.
At 60 lbs., it has to Voice Layout: VCO’s (2): Sawtooth, Triangle,
qualifv as [hp ]lght 0- 100”11 Pulse. S\ mc on OSC A.

o Lol VCF: 1-pole lowpass (24 dB per
weight heavyweight octave). Variahle resonance

- of programmable Fully variable keyboard
\ polyphonic synthesizers. tracking.

NOISE SOURCE: One white
noise generator.

; RESPONSIVE TO YOUR FUTURE NEEDS ENVELOPE GENERATOR:

\ The Prophet T8 is equipped with Musical Instrument Two ADSR-type, Full velocity

B Digital Interface (MIDI) back-panel connectors. MIDI A
) fast b.ecom!“g a widely accepted Sta“d?rd format for Power Requirements: Domestic: 110 volts + 10%
. | interfacing microprocessor-based electronic instruments 50/60 Hz.

with each other and with personal computers. MIDI Export: 220 volts + 10% 50/60 Hz

. doesn’t just mean that the T8 will interface casily and Power Consumption: 60 watts.
' effectively with other drum machines, sequencers and Back Panel: AUDIO OUT: Mono, Left,

% synths. It also means the T8 will interface with the future. %’fg} (Jlal;k?tﬁlaa’f; %{j{‘ e level).
: RCSDOIISIVC to the touch. FOOTSWI'I;CH Jacks: '

Responsive in performance. Sequencer, 2nd Release, Unison/
' Responsive to your creative future. Track (switch-closure type).
) Hands down, the Prophet T8 is the most responsive TAPE IN/TAPE OUT.

synthesizer for professional musicians. . RECORD ENABLE SWITCH.
Standard

Accessories: Dual pedal.

v TT it oy S Sequencer: 670 notes. Single or Loop
N We Listen to Musicians. playback mode. Includes
. velocity information.

) E 0 u E n t i A I_ Weight: 60 lbs. (27 kg).
| &S crauimdine

o 3051 North First Street. San Jose, CA 95134
{ Telex: 364412 INTR I —

(L TETH: W _a_mn__,._.u,v oD 12
In Europe: Q0 Liass 20 0p00R:

Sequential Circuits/Europe l]ﬁm“"["m]]“f“m
Nijverheidsweg 11c

3641 RP Mijdrecht, Netherlands

Telex: 12721 SQNTI

Printed
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INTRODUCING
THE NEW
PROPHET T8,
THE “T” STANDS
FOR TOUCH.

The new, fully programmable, eight voice
Prophet T8 is the most responsive touch-sensitive
synthesizer available to the professional keyboard player.

RESPONSIVE TO
THE SUBTLETIES OF TOUCH.

The differences begin with the new, extended 76
note (A-C) keyboard itself. The playing action resembles
that of a finely crafted acoustic piano. Precisely balanced,
individually weighted wooden keys respond positively
to every nuance of your technique, providing unprece-
dented control over a synthesizing instrument.

Adjustable velocity and pressure sensitivity are
both standard on the Prophet T8. Highly dynamic optical
devices sense velocity in two ways: as keys are struck
and as they are released. Unlike the mechanical leaf
switches found on other “touch sensitive” keyboards,
these specially designed optical sensors never affect
the action, fall out of adjustment or need cleaning.
Keyboard response is perfectly consistent from one

key to the next. The optical velocity sensors transmit
detailed information about the rate of your physical
attack to the corresponding “‘Attack/Decay” and
“Release™ controls located on the front panel. These
rotary control pots alter the rate of change on the note
envelopes and therefore, the timbre of the notes according
to how hard you play. Two “Envelope Peak” controls,
“Filter” and “Amp”, adjust the degree of velocity
sensitivity to suit your particular needs and technique.

Exclusive electro-
optical sensing—

the light touch that
responds to your
hardest playing. A true
acoustic feel with
action thal’s consistent
over 6 (plus) octaves.

The pressure sensitivity of the Prophet T8 is
superior to conventional designs. Each key has its own
independent pressure sensor which lets you modify and

articulate the note according to any (or all) of seven
variables: pitch (Sharp or flat, “Freq. A” and “Freq. B”),
pulse width (“PW"), loudness (*Amp”), low frequency
oscillation level (“LFO Amount”), low frequency oscil-
lation rate (“LFO Freq.”), and filtering (“Filter”). When
more than one key is depressed, the resulting modulation
is individually articulated, not monophonically averaged
or based on the key that is pressed hardest, as on
some pressure sensitive synths.

The eight voice Prophet T8
offers a choice of four keyboard
modes: single, double, unison or
split. In single mode, the same
basic sound is played across the
entire length of the keyboard. In
double mode, different program
patches are layered on top of

each other so that two sounds are triggered by each key.

In unison mode, all eight voices can be assigned to a
single note, creating a very full, bold sound. The split

‘.

|
i

mode is particularly useful in performance because it
lets you play different sounds at different ends of
the keyboard. The location of the split point is
programmably adjustable.

RESPONSIVE SOUNDS—
PROPHET FROM EXPERIENCE

The Prophet T8 retains the characteristic sound
and versatile voice layout that made the Prophet 5 the

standard for professional performing and studio musicians.

The fully programmable T8 comes with 128
pre-programmed patches, including a variety of very

Four keyboard modes—all instantly accessible. For split or double,

punch in two patches simultaneously with the “‘Link” control.
KEYBOARO

workable original sounds as well as impressive orchestral,
percussive and keyboard timbres. The new acoustic piano
patch is so persuasive, you may decide to leave your
electric acoustic at home.

A new “ADR” switch on the front panel dispenses
with the “Sustain” phase of the ““Attack, Decay, Sustain
& Release” (ADSR) envelope to provide quick access to
more natural percussive effects.

Like the Prophet 5, each voice on the T8 consists
of two voltage controlled oscillators (““Osc. A and Osc. B”),
a voltage controlled amplifier, a noise source, and two
four-stage ADSR envelopes which determine the final
shapes of the sound waves. Triangle wave capability has
been added to oscillator “A”. This additional feature
enhances the distinctive, harmonically pure sound previ-
ously available only in oscillator “B”" on the Prophet 5.
The low-pass filter provides an adjustable tracking
control so that a given program patch will have the
same character and apparent volume anywhere on
the keyboard.

prophet-~T8

The popular and very versatile Poly-Modulation
section has been expanded and improved. In addition
to inter-acting with the new velocity-sensing keyboard,
Poly-Mod is now capable of generating inverted waveform
envelopes, effectively multiplying a creative player’s
opportunities for generating new sounds.

Musical

Instrument

Digital Interface

(MIDI) lets you interface with

personal computers and other MIDI-equipped electronic instruments.

RESPONSIVE IN PERFORMANCE

The Prophet T8 was specifically designed
and engineered to meet the practical demands of
live performance.

Unlike pushbutton synthesizers, the Prophet T8
utilizes rotary-controlled potentiometers which permit
artists to quickly feel their way to the proper sounds,
instead of having to compute them. Because the T8's
control pots are “live” at all times, all it takes to alter a
setting Is to turn the appropriate knob. By contrast, it
takes at least three moves to program new values
into switch-based synths.

The new Prophet T8 has a built-in, non-volatile
670 note real time sequencer capable of remembering
all keyboard velocity information. Tracks needed for
composition or performance can be carefully laid down
in advance at a fraction of their intended speed and
later replayed as much as four times faster.




BARN-
STORMING
While a member of the
Eagles, Walsh helped
create some of the 70's
most enduring records—
but after all, you can’t
keep gocd rock 'n’
roller laid back and
intellectual forever.

L.SHANKAR'S
EAR FOR VIOLIN

Indian classicism
meets Western jazz
and progressive
rock in the hands
and ears of violin
virtuoso Shankar

' GREGHAWKES'
SERIOUS SLAPSTICK
Who is this man and why isn't

he smiling? Well, he's Greg
——— Hawxes of the Cars, and he

and his music may be funnier
than you think. Freff explains

D E v E L (0] P M E N T B

IN THE LAND OF
THE LONG DELAYS
Craig Anderton tours the

world of resonance and re-

BRAZIL'S NANA
VASCONCELOS
The future oi global

music? When you
E——— peatability, giving the low-down I hear all the Things

on the slap-back anc the high- Nana can do withper-
sign on the hang-time cussion, you'll agree

Radio Hist 69



Joe Walsh and the Eagles never
were really made for each
other. Other than their manager

Irving Azoff and record label

Elektra/Asylum, they had

precious little in common, least
of which was a sense of humor.
While Walsh was merrily

trashing hotel rooms with a custom-built chainsaw, mounting
a lunatic campaign for the presidency and releasing albums
with cryptic titles like The Smoker You Drink, The Player You
Get, big birds Glenn Frey and Don Henley were getting bent
out of shape over a goddamn softball game with Rolling Stone.

But they managed to come to a comfortable arrangement.
Walsh would learn to play every song note-for-note every
night, just like on the records, and they would learn to lighten
up a bit. And it worked, if only for the last two albums, Hote/
California and The Long Run.

To this day, Walsh regards Hote/ California as his finest hour.
“Thing I'm proudest about,” he says, “was to be inthe Eagles
and have a power base to make a valid artistic statement for
the generation | represent,” a reference to that album’s sensi-
tive, articulate probe of the decadence and desperation of
Southern Calitornia culture. "It was a special album for a lot of
people, including me, to be able to affect that many people on
the planet and to feel that album was good enough to justify
being rich.

aw "You know, Mozart and Beethoven never got royalty
checks. Forty years after Beethoven died, they found a trunk of
his stuff in somebody’s attic and said ‘Who is this guy? He's

amazing!' They couldn't even find where

he was buried. I'm glad | had a chanceto
make a mark while I'm still around.”
With the Eagles grounded, no longer
will the world have to wait three years
between albums while they make sure
the drum sound is just so and the lyrics

appropriately profound. Which is fine by Walsh. With his new

Warner Bros./Full Moon release You Bought It—You Name It,

he has embarked again on a full-time solo career that first
BY WL GRAI_IAM started in 1971 with Barnstorm, his post-James Gang debut.

Walsh has little negative to say about his former associates. |
don't think either Henley or Frey by himself is equal to the
essence of 'em ganging up together,” he shrugs, about as
critical as he'll get on the subject. But it does not require much
reading between the lines to see You Bought It... as Walsh's
reaction to the Eagles’ terminally fastidious recording habits,
even to his own records like 1981's rather bloated There Goes
The Neighborhood.

“I thought to myself after that last album, ‘Whatam | doing?'|
realized that coming out of the Eagles, | was all caught up in
this lyrical/intellectual/ melodic substance idea; it was inevit-
able because that's what we did as a band. But | also realized
that my job on this planet is to play guitar for the folks and I'd
kind of lost sight of that.

“The other thing | decided was, look, we have all this tech-
nology to fix the music later. You know, ‘Don't worry about
that—we'll fix that in the mix. We'll Dolby it, put a noise gate on
it..." But what about the music? | didn't want to go into the
studio and ‘cut some tracks.’ | decided to get a mobile truck,
find some place to go, set up with sixteen tracks—just like the
old days [Yeah, the early 70s.—Ed.] —no Dolby, 15 IPS, right?
Roll the tape and let's play!”

The first order of business was a reunion with producer Bill

EBET ROBERTS
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PAUL NATKIN PHOTO RESERVE

"It became an incredible burden to figure
out what intellectual statement to make. Now I just
want to make music that speaks for itself.”

Szymezyk, a friend and collaborater since the first James
Gang LP filteen years ago. Szymczyk, Waish recalls with a
laugh, was ‘ess than enthusiastic about Joe’s inteniion to
make a seat-of the-pants album. “He said, ‘'You can't da that! |
said. "You're firec." He said. ‘Well, maybe we can dothat.”" With
that decided, Walsh rounded up lang-time cohorts Joe Vitale
on drums and George “Chocolate” Perry on bass, along with
tellow guitarist Waddy Wachtel, and dug in far three weeks cf
sessiors in a kallfroom on Catalina Island, California. Six af
You Bought H's tentracks came from these sessions; the other
four were done at Santa Barbara Sound.

While engineer Jim Nipar worked the controls in the rentee
Record Plant mobile truck Szymczyk sat ‘n the ballrocm,
mixing the live monitors used oy the band and communicating
with the truck via live radio and closed-circuit cabletelevision.

The equpment. according to Szymczyk, was not exactly
state-of-the-art. “We used ar old API boarc, which is a good
workhorse board, and an old 16-track 3M mackhine that had
definitely seen better days—it had a niee little querk where
would jus: drop out ot the recard mode for 1o apparent reason
It was pradably their third-iine truck, but that sorf of fit in with
what we were doing anyway. We weren't out to make a 24-
track, Dalby, 3C IPS recording. We were there to be oldrock 'n
rollers dee's instructions to me were, Once | start playing,
record whatever you get—I'm not gonra sit here and listen to
quarter nates on a snare drum for five hours.' It was basically a
plug-in-and-go situation, which kept everybody on their toes.”

Adds Waish, “There was nc splicing things together, no
over-dubping the lead on latar. and it was worderful. | played
totally dfferently. With two keybcards, or tnree guitars you
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can't just go for it—you have to play real
structured, like ‘I gotta stay out of this
part, or ‘Okay, here's my lead part’
Waddy and | played something different
every day and it progressed over a
period of four or five days as we worked
on a tune. It made it harder, really,
because I'm not used to that. | don't
have to do that,” he grins. "I'mtoorich.”

Hardly a Sgt. Pepper and not quite
Never Mind The Bollocks, Here's The
Sex Pistols, You Bought It—You Name It
is pretty much a success by Walsh's
new standards: unpretentious, enter-
taining rock 'n' roll with sufficient variety
to save it from monotony. On tracks like
“} Can Play That Rock 'N' Roll” (the proof

Pat Metheny
Making great music requires
creativity, talent, determination
and excellent equipment. Pat
Metheny is acclaimed by

critics the world over.

And Pat uses D’'Addario strings.
Hear Pat’s guitar wizardry on his
latest release, “‘Travels’” on ECM
Records and Tapes.

is in the searing overdubbed slide solos)
and “Told You So" (with ex-Eagle Don
Felder contributing extra axe-grinding),
the guitars crackle with a relaxed, good-
humored aggression and plenty of good
old-fashioned volume.

Walsh's sense of humor—a loopy
irreverence that's long been one of his
most refreshing traits—remains intact.
Few musicians would have the temerity
to write a song called "I Like Big Tits" ("l
like big tits for lunch/Big Tit Attack...”),
actually record the damn thing and later
whisper conspiratorially, "What do you
think of ‘I.L.B.T.s?" I'm gonna get killed
for that! And | don't care.” The Clash
may rage against bourgeois imperial-

E. Farmingdale, NY 11735 USA

ism, the Police can allude to Homeric
myth, but Walsh is sorting things out in
his own way in “The Worry Song™ "I
worry 'bout big business, and if they tell
the truth/1 worry "bout the the Commies,
undermining all our youth.”

"I'm happy if people recognize my
sense of humor,” Walsh says. “But |
hope | don't come across as a clown or
court jester. Ten years from now, in the
history books or something, I'd like to be
remembered as the Mort Sahi of rock,
instead of just a joke. For instance,
there's an underlying message in ‘Life’s
Been Good' (from 1978's But Seriously,
Folks...): this lifestyle looks so glorious
to everybody, but just to make music, |
have to go through a lot of really stupid
things.

“See, the thing that eventually
became an incredible burden for the
Eagles was trying to figure out what kind
of intellectual statement you're gonna
make about something. | was trying to
get 180 degrees away from dwelling on
anything, and just make music that
would speak for itself.”

As a guitarist, Walsh has his own
incredible burden to bear—that of
genius. “America’s most accomplished
rock guitarist,” proclaims his record
company biography. "He has a tremen-
dous feel for the instrument,” raves
Jimmy Page. “He's one of the best gui-
tarists in some time,” adds Eric Clapton.
Given record companies’ inclination for
hyperbole, that's all a bithard to swallow.
Walsh is a nice fellow and certainly a
fine player. He's one of the rare guitarists
still carrying on the blues-rock bottle-
neck heritage of Duane Allman and
Lowell George. But an innovator? Even
Walsh doesn't think so.

“As far as | can tell,” he says, "I do
have the respect of my peers. | don't
know why, but | realize that it's important
to some people that | do what | do. | met
Christopher Cross and he toid me that
he had heard Barnstorm play a concert
one night somewhere and that was his
whole foundation for starting his own
group. | couldn't believe it. | didn't know
what to say, | was so embarrassed. |
really can’t comprehend why | should be
complimented by Eric Clapton or Jimmy
Page, because every lick | know | stole
from them!” Current favorites include
Leo Kottke, James Burton, Albert Lee,
Amos Garrett, David Lindley and every-
one's heavy metal player of choice,
Eddie Van Halen. "When he gets a little
older,” Walsh says of Van Halen, “he’ll
slow down and really play. He can play
circles around me now, but Albert King
can blow him off the stage.”

That's Joe Walsh, essentially a guy
who prefers feel to technique, who
would rather go to church than go to
school, as he puts it. As a vocalist, he is
“finally at peace with my throat, after

continued on page 86
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’ : ' I ! LinnDrum - the programmable
digital dhum machine with
studio guality sounds.

‘ ‘ | Other drum m:achinés may try to compare
| their sound to the LinnDrum, but thewre is no
| comparison. Listen to LinnDrum’s long, deep,
noiseless toms — its erisp, sizzling,
long-sustaining eymbals and hi hat -
B its punchy bass and snare - and clear,
= well-recorded percussion.

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

, g Worldwide.

Call or write us for a frree demo record,
color brochure, and

! ’ the name of your
local dealer.
|

From the inventors of the
digital drummachine:

@
Ilnn Linn Electronics, Inc.

18720 Oxnard Street, Tarzana, California 91355 ¢ (213) 708-8131




Beyer believes there is only one critical element
that matters when choosing your performance mic.
You.

p

BEVER DY NAM

After all, who's more qualified to
judge whether or not a microphone
produces the particular kind of
sound you want, is rugged enough
for your needs and priced to fit
your budget? And, more important,
only you can choose the micro-
phone with the special sound that
immediately distinguishes your
vocal or instrumental performance.

™M 300

The Beyer M 300 is one of the
very few “affordably-priced” per-
formance microphones to offer you
a clear, full-bodied sound with ex-
ceptional presence. Its extended
frequency response (50 to 15,000
Hz) is tapered with a subtle rise
in the upper end and a midrange
presence boost to provide optimal
sonic balance and definition with-
out the harshness or exaggerated

proximity effect of competitive mics.

A rugged, unidirectional mov-
ing-coil design with an innovative
field-replaceable element, the M

The Dynamic Decision

*Optional Model M 69S shown with Speech/Music switch

300’s matte black anodized case
and built-in pop filter make it the
perfect choice for the discriminat-
ing vocalist or musician.

An elegant-sounding “step-up”
mic, the Beyer M 400 has an
exceptionally hot and sensitive
response which translates into
a crisp, articulate sound. The
M 400’s specially designed filter
reduces “popping” noises in
close-miking situations to en-
hance a wide variety of vocal
timbres on stage or in the studio.

M 500

Ribbon microphones have always
been very popular because of their
warm and detailed sound, but their
“fragility” has traditionally pre-
vented them from being used in
applications where high SPL is a
factor. Because of a revolutionary
ribbon element measuring only

0.85 inches, the Beyer M 500 is

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

Beyer M 300

Beyer M 500

Beyer M69S*

the first mic to deliver the smooth-
ness and fast transient response of
a ribbon microphone while accept-
ing higher sound pressure levels
(130 dB SPL) than any mic of its
type available today.

M 69

The unusual and distinctive
shape of the Beyer M 69 is becom-
ing a more recognizable sight in
professional recording and live
concert situations. Highly sensi-
tive and directional, the M 69’s
exceptionally clean hypercardioid
characteristic suppresses colora-
tion trom all frequencies off axis.
The M 69 produces a very natural
sound and its wide frequency re-
sponse (50-16,000 Hz) and high
output capabilities combine for a
distinctively articulate sonic quality.

As always, Beyer Dynamic en-
courages you to audition its micro-
phones along with the competition
so that you can make the Dynamic
Decision.

beyerdynamic))))




GREGHAWKES'
SERIOUS SLAPSTICK

The Cars’ Keyboardist Cuts Up

EBET ROBERTS

BY FREFF

Greg Hawkes practicing the straight-man part for his electro-dance epic, Nlagara Falls.

on'ttake my word for it; dig us any
D photo of the Cars you car find and

pick out their keyboards and sax
man, Greg Hawkes. It's easy. He's the
incredibly dour-looking one. Stra:ght,
serious, sobering, utterly glacial. A face
to freeze jokes at eighty paces.

Like hell. Is this the man who named
his first solo album Niagara Falls,. not
because of the tourist attraction, but
because of the Three Stooges routine?
The man who spent one entire Carstaur
checking into hotels under the name
Clive Davis? | submit to the warld that
what we have here is a jester with a

poker face, hiding slapstick and snap
under a thin gloss of normality. And the
album’s the proof.

It's essentially all instrumental—Greg
himself admits that the vocals “are kind
af throw-away”—and the record’s label,
Passgort, would have you classify it as
ectronic dance musc, perfect for
break-mixing, cross-fading and rapping
aver. It is that, right eneugh, but it's a
good deal more. Careful listening pays
off, revealing subtle, snakey twists of
trmbre and melody. What it really
reminds me of, at least in attitude, is a
kind of sparse rock/electronic Erik

LALSIC AN ISR N N R SN AN

Satie. There is humor in every cut,
obvious or otherwise, from the pseudo-
oriental sparkie of “Ants In Your Pants”
to the blatantly silly "Voyage Into
Space.” Sometimes the humor comes
from the fact that the music won't admit
that it's humorous—that's very Satie.
The entire lyric of "Jet Lag” consists of
the repeated phrase “Jet lag/Is a real
drag,” echoed through a Vocoder over
the relentless march of drum machine,
angry guitar and turbofan whoosh,
neatly slamming tour burnout to the mat
with a self-deprecating nod.

So who is this fellow Hawkes, anyway,
and why isn't he smiling? Born in Arling-
ton, Virginia and raised in Maryland, just
outside Washington, D.C. (“Sort of
where Columbia is now. There wasn't
any such place then”), Greg had a typi-
cal suburban musical childhood: boring
piano lessons and a clarinet chair in the
school band. That changed around fifth
grade, when the Beatles broke America
wide ooen. Greg relegated the piano to
mere basement doodling, switched to
guitar and played rock 'n’ roll in cover
bands until the end of high scrool, when
he headed north to study composition at
Bostor's Berklee School of Music.

“Flute was going to be my main instru-
ment, but as soon as | got there | found
out that they don't really have flute
majors. They have sax majors who dou-
ble on flute. So | kind of shifted into sax at
that point. My first was a soprano, which
| got interested in from records like Zap-
pa’'s Hot Rats. By thetime | left, two years
later, I'd worked my way down the lineto
a baritone. What was best about the
place was that it got me to the point
where | cound read and write music at a
fairly rapid clip.”

It was right after leaving Berklee that
he met Ric Ocasek and Ben Orr. "They
were doing a demo project in a studio
out inthe suburbs, and needed sax parts
for a song. | knew the engineer. He intro-
duced me to them, | played on the
demos—as a matter of fact, it was my
first playing session!” Over the next year
he stayed in touch with them and
workecd on more demos, until finally it got
to the point where they just threw in
together as a band. That team-up, cal-
ling itself Richard & the Rabbits, "kind of
dissolved,” and Greg found himself
changmg from Rabbit to Fabulous Furni-
ture when a one-night saxophone fill-in
gig with Martin Mull turned into a whole
year as Mull's invaluable "porch-swing
man.”

From rock to jazz to el mundo humor-
istico wasn't actually that big a change.
You can know somebody by their
heroes. Ask Greg his and you're as likely
to get Laurel & Hardy as the Beatles,

continued on page 86
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IN THE LAND OF
THE LONG DELAYS

Tape Looping Goes Digital

BY CRAIG ANDERTON

Lexicon PCM-42 includes a metronome puise output to synchronize to the delay’s rhythms.

sors, digital delays would probably be

number one right now. Their popularity
is attributable not only to musical useful-
ness, but also to the lower prices caused
by advances in the computer memory
technology on which digital delays are
based. These lower prices have also
allowed the creation of a new breed of
delay line which features extremely long
delay times; in fact, it is now possible to
economically produce fout, sixteen, or
even sixty-four seconds of delay.

While you might suspect that these
ultra-long delays are the product of a
“technology for technology’'s sake”
mentality that thinks more is better, long
delays can actually provide many valid
musical tools, including digital re-
cording, solid-state tape loop effects,
live multi-tracking, and pseudo emula-
tion...as we'll soon discover.
Typical controls
Long delays (which we will define as
those in excess of four seconds) are
based on the same general prinCiples as
shorter digital celays: signals appear at
the input, travel into the delay line's
memory, and are pulled out of memory a
few seconds later, thus giving a delay. A
long delay line will have either a range
switch for setting the "broad delay”
coupled with a second control which
sets the delay more precisely, or push-
buttons which accomplish the same
effect. Also, to produce multiple echoes

I f there was a top ten of signal proces-
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instead of a single repeat, long delay
lines—like standard delay lines—
provide a feedback control which mixes
some of the output back into the input

Some delays include ways to modu-
late (subtly vary) the delay time, which
can give effects from a chorus-like
shimmer to deturing effects (remember
Duane Eddy?). But one of the most
important controls on a long delay line is
an ‘“infinite hold” (or infinite repeat)
switch. This switch lets you “freeze” and
repeat whatever is stored in memory.

Where long delays vary most are in
convenience features. For example,
because these longrepeats occur so far
apart, they impart very little sense of
rhythm (this is not a problem with shorter
echoes, which occur rapidly enough to
imply a rhythm). Since an echo may
occur only every one or two measures,
some delays provide a metronome click
on each beat so that you can easily play
in time with the echo period. Some
delays even have programmable metro-
nomes, or produce output pulses (sync
signals) which allow you to synchronize
drum units, synthesizer arpeggiators
and other electronic gear to the delay
time. For example, if the echo time is
equivalent to one measure of a song.
then any drums being driven by the
delay’s sync signal will synchronize one
measure of drums to the echotime. This
insures that the drums and echo unit will
be in perfect synchronization.

So what are long delays good for?

Consider tape loops, once a popular
technique in avant-garde electronic
music. Tape looping used to involve
tape recording a sound and splicing the
end of the tape back to the beginning,
thereby creating a loop. If you took a
sample of sound—say, one second of a
printing press—and looped that, you
could have a rhythmic printing press
that could serve as a rhythm track. The
only problem with this technique is that
tape recorders were notintendedto play
back loops; so, sometimes you had to
have someone hold a pencil shaft in a
strategic place to serve as an additional
tape guide, and occasionally, despite
semi-heroic efforts, the tape would get
chewed up by accident. But a long delay
line, with its infinite hold feature, lets you
create instant tape loops: just play a
sound into the delay, and use the infinite
repeat to store and then repeat that
sound. Unlike a tape loop system, there
are no moving parts; the only disadvan-
tage is that the sound will be lost as soon
as the AC power goes away (the
memory used in these delays cannot
store sounds permanently). Incidentally,
once the sound is stored in the delay
line, you can usually transpose it elec-
tronically using the delay time control
...which brings us to the next application.

Many of you have heard of "digitizing”
keyboards such as the E-Mu Emulator,
Fairlight CMI, PPG, 360 Systems and so
on, which analyze a sound, store it and
then transpose that sound across the
entire keyboard. For example, if you sing
an A-440, the keyboard will use that note
as a model to synthesize the rest of the
keyboard notes. (Note that the timbre
changes as the sound is transposed; the
usual solution is to take multiple sam-
ples for various points on the keyboard.
This insures that the sampled sound will
not have to be transposedtoo far fromits
original frequency.)

Transposing sounds stored in a delay
line simply involves varying the delay
time control, thereby varying the period
of the sampled sound. A shorter period
compresses time to pack more cycles in
a shorter amount of time, giving a higher
pitch. A longer period stretches out time
so that there are fewer cycles per
second, thus creating a lower pitch.
Most delays are set up so that the only
way to vary pitch is with a knob, which
means that if you want to play a melody
line you need pretty talented fingers.
However, in most cases a simple modifi-
cation is possible which lets you change
pitch from a custom keyboard. While the
results would never be confused with a
multi-thousand-dollar digital keyboard,
this technique is nonetheless musically

continued on page 80



“Dear Mom, I'm really
making it big in the music business

Every recording artist and engineer has to
siart someplace.

And it's usually not at the top.

You can, however, have the best of one thing
rightnew: dbx signal processing equipment. You don't
pay a lot extra for it, but you get a lot more out of it.

Take the dbx 160 Series of compressar/limiters,

for example. They help free your system from over-
load distortion, so you can turn up the music without
turning off the audience.

Our tape noise reduction systems let you
bounce racks without buillding up tape hiss. Which
means ycu can make a 4-track system sound like
24 tracks.

And our 610 Autograpnic Equalizes 's so com-
pletely automatic, it's like having another engineer on
your team.

Visit your authorized dbx professional dealer
and hear what we have to offer.

You'll discover that with dbx, you can do
something that's rare in this business.

You can start at the top.

dbx, Incorporated, Professional Products

Division, Box 100C, 71

Chapel Street Newton

MA 02195 U.S.A.

Tel. (617) 964-3210. x Sl ordl
Telex: 92-2522. Processing




EAR FOR VIOLIN

Indian Classical Meets Western Jazz

sons is abadt as much fun astaking

castor oil. But the ycung L. Shankar
could not get enough of them. Born into
a family of classical violin viriuosos in
India, he was already singing ragas at
age two and playing the vio.in atfive. But
as the youngest son, his musical
development was considered second-
ary to a proper education.

"So my parents used to lock my violin
in the closet,” Shankar remembers. “But
my friend had & violin, so | used to cut
school and gc over to his house anc
practice. It took a long time, but | eventu-
ally derived my own style which helped
me along the way."”

That style, the flawless way Shankar
executes the microtona’ slurs of Indian
music with liquid precision even in the
highest octaves where f ngering is diffi-

For most children takirg violin les-
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Shankar’s virtuosity has been put to good use by McLaughlin, Zappa, Gabriel and Collins.

BY CHRIS DOERING

cult, has enabled him to travel freely
between the worlds of Eastern secular
and religious music and Western pop. A
major recording artist in India where his
albums of classical Indian vio in music
frequently top the charts, Shankar has
also recorded with Frank Zappa, John
MclLaughlin and Phil Collins (a gold
record he received for his string
arrangements on Face Value hangs in
one corner of his New York apartment).

More recently, Shankar appeared on
Peter Gabriel's highly dramatic contri-
bution to the Music And Rhythm compi-
lation, an electrifying neo-Indian
excursion entitied “Across The River.”
{A live set that he, Gabriel and Police
drummer Stewart Copeland performed
at last year's Gabriel-organized World of
Music Art and Dance festival in Britain is
in the can.) He recently contributed to

SOV R R A T

LSHANKAR'S

the expansive psychedelia of British
band Echo & the Bunnymen's Porcu-
pine LP. And on Talking Heads' current
art-funk masterpiece Speaking In
Tongues, the evocative whine of Shan-
kar's violin pierces the steamy party fer-
vor of “Making Flippy Floppy.”

“A lot of my albums have been
number one in India. | made a lot of
money and had a fantastic career,” he
admits. “But | wouldn't want to settle just
for that for the rest of my life. I've always
loved classical, rock and jazz music. |
want to try different things. That's why |
came to this country.”

A Wesleyan University graduate with
a Ph.D. in ethnomusicology, Shankar
was working as a teaching assistantand
concertmaster of the school's chamber
orchestra at the same time he began
meeting jazz musicians like Ornette
Coleman, former John Coltrane bassist
Jimmy Garrison and guitarist John
McLaughlin. While his first Western
recording was a solo album written and
produced by Frank Zappa, Shankar
came to the attention of the American
pop audience with McLaughlin's acous-
tic band Shakti in the late 70s. And he
insists Shakti's unique synthesis of
Indian classical music and Western jazz
was very much a collaborative effort.

"John gave me a lot of jazz lessons,”
he says, “and | gave him a lot of Indian
lessons. Even now he has a tape of
exercises he carries with him. What
would happen then is that with Shakti, he
might suggest an Indian idea and | might
suggest a Western idea for a song.

“John and | are very differentin alot of
ways,” Shankar adds. “John loves to
jam and he loves to practice and play. |
always practice in my mind. As [ work on
a composition, I'm hearing it in my head
so when | pick up the violin, I'm already
familiar with it. | never work that hard on
the violin. | work really hard on music,
but it's mostly composition and thinking
about it.

“Intonation, you see, comes from the
ear. You have to hear it before you play
In my mind, | know how it should sound
and what the fingerings are. As you go
higher and higher, the fingerings become
smaller in terms of space. | worked on
that a lot when | was young and devel-
oped my own fingerings. In a way, you
have to have even more technique than
a Western classical player because you
can't play a piece over and over againto
get the bowings and fingering shifts
right. You can't worry about playing it
because the music will be affected.”

Shankar's vision of pan-cultural musi-
cal synthesis reached an important
peak last year with his debut solo album
for ECM Who's To Know, a genuine tour

continued on page 88




onsistant with Fairlight’s policy of

always providing the musician a choice,

the CMI offers no less than three

compositional programs: a real-time
Multitrack Sequencer (Page 9), a non-real time
Music Composition Language (Page C) and the
revolutionary Real-Time Composer (Page R).
Each is specifically designed to suit different
styles and methods of composition. Together,
they are the most complete compositional
package available today.

The Real-Time Multitrack Sequencer records
performances from the CMI's six octave
dynamic keyboards together with all expressive
nuances from either the keys or the six real-
time controllers. The recorder is organized in
such a way that there is no limit to the-number
of tracks that may be laid down or overdubbed,
and total storage capacity is in excess of 50,000
notes. After recording, each track may be easily
“patched” to any of the CMI's voice channels
for re-orchestrating - even while the music is
replaying.

MCL is a non real-time Music Composition
Language that allows the non-piano playing
composer/producer complete access through
the CMI typewriter keyboard. The MCL's
powerful editing ability allows the user to locate
and alter any part of a composition quickly and
easily. It also incorporates an error detection
program that identifies error in notation.

The Real-Time Composer is our most recent
development, and continues to cause
considerable excitement among CMI users. This
high-speed function allows rapid development
of compiex phrases, making it particularly
suitable for rhythmic compositions. Al pitch,
timing and dynamic information is recorded and
displayed while an automatic quantizing facility
corrects playing inaccuracies. Editing may be
performed live or through the typewriter
keyboard.

Each of the eight channels of the CMI
benefit from separate audio outputs, allowing
independent channel processing. All three
composition languages may be synchronized for
multi-track recording.

Once you've used the Fairlight CMI, you'll
realize why many of the world’s leading music
professionals now use it as their main
composition-production tool. For the composer/
producer there is simply no production system
more complete or versatile. Extend your
compositional creativity, contact the Fairlight
office nearest you for a demonstration
appointment.

NEWS! The new Series Il voice card option
(20K Hz bandwidth, 85 dB dynamic range)
designed for CD recording, is now available for
all Fairlights as a retrofit. Price $2,750.

J3 FAIRLIGHT

INSTRUMENTS INC.
Principal Office:

2945 Westwood Blvd., L.A., CA 90064.

East Coast Office:

575 Madison Ave., 10 Floor, N.Y., N.Y. 10022.

Phones:
West (213) 478-8221, East (212) 605-0296.

CMI-Extending
yourcompositional
creativity...
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Delays from pg. 76
useful and a lot less expensive.

So far, we've talked about applications
involving stored sounds. But simple long
echoes also have their uses, particularly
for the “Frippertronic” music popular-
ized by guitarist Robert Fripp. This type
of music is a refinement of an electronic
music technigue that involves using two
tape recorders to create extremely long
echoes. The two recorders are set up
side by side, often separated by several
feet, with the tape being supplied from
the supply reel on the first machine and
taken up by the takeup reel on the
second machine. The sound is then re-
corded at the record head of the first

Roland SDE-3000: 8 presets, 4.5 sec. delay

machine, travels over to the second
machine, and piays back from the
second machine’s playback head. The
amount of delay (up to several seconds)
depends on the speed of the tape and
the distance between the recorders. As
you might imagine, though, this tech-
nique is not super-reliable, espec:aily if
the distance between the tape units is

Electro-Harmonix
Digital Delay

The new Electro-Harmonix Digital Delay is the
first offering by the newly reorganized E-H, and it
they continue in this vein the company will really

give the Japanese something to worry about.

First of all, this is the smallest long delay unit I've ever
seen—you don't even need a rack for it. Secondly, because it
has such a long delay time, which can be used to store
sounds and play them back, you have, in essence, a
“Fripp-in-the-Box,” if you will—meaning that you can use this
box to stimulate the tape loop effects that have made Mr.
Robert Fripp famous, without two tape machines. Because
you have such a long time beween the time you play and the
time it comes around again (from eight to sixteen seconds,
maximum), you can sound like more than one player at any
given moment.

As a matter of fact, one of the important functions of the
E-H digital delay line is to overdub yourself live using the
freeze function that takes whatever is in the “circuits” at the
time and stores it. Then it plays it back right away. So you can

{%

erse . VEDDIGITAL DELAY |uees

dub over that part, and layer it up. The designers have included
a click track that you can hear, but which doesn't get recorded,
fo allow you to synchronize yourself. This unit also interfaces
to the E-H line of deluxe rhythm boxes (and perhaps to some
others) so that you can automaticatly sync the repeats to the
tempo.

The E-H Digital Delay is also capable of producing a digital
flange, which ! like a lot. In sum, there is a lot that you can do
with this unit, and in traditional E-H fashion it is priced at a
half or a third of any similar unit. The unit is quiet, easy 1o use
and easy to stow away in a shoulderbag

—Peter Mengaziol
March, 1983/Guitar World

electro-harmonix
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The Digital also contains:

e DIGITAL CHORUS which can
be used at the SAME TIME
as the delay and flange.

REVERSE SWITCH—Not only
can you lay down uptoa 16
second track, but with the
flick of the reverse switch
everything you played will
instantly play BACKWARDS
without losing a beat. And,
you can then lay forward
tracks on top of the
backwards track—all while
you're playing LIVE!

DOUBLE SWITCH— Anything
you lay down can play at half
or double speed. And—you
can lay down a normal speed
track on top of the halved or
double speed track—while
you're playing LIVE!!

You can sing through the
Digital, laying down multiple
harmonies on top of each
other each time the unit
passes through its 16 second
cycle where it instantly starts
looping at the beginning
again—all without losing a
beat—all while you're
playing LIVE!!!

e You can invent a gigantic
variety of unusual new sound
effects of your own with
combinations of settings.

Try the 16 Second Digital Delay
at your favorite music store. If
they don't have it in stock,
they can get one shipped
within 24 hours.

Mike Matthews
Electro-Harmonix

27 West 23rd Street
New York, N.Y. 10010
(212) 7411770

substantial. Long electronic delays give
these echoes without the associated
mechanical problems; another bonus is
that, as mentioned earlier, many units
include some kind of metronome puise
so that you can easily play in time with
long echoes.

Turning up the feedback (also called
regeneration) control with long echo
times produces multiple echoes instead
of a single repeat. For example, if you
strike a chord on the first beat of a mea-
sure (and the delay time is the same
length as a measure), then you will hear
the first echo exactly one measure later,
a second echo two measures later, a
third echo three measures later, and so
on. With lesser amounts of feedback
these echoes will eventually fade away,
but it is possible to “tweak" the feedback
so that the echoes maintain their volume
level as they repeat. This resembles
multi-tracking—you play a phrase, it
repeats, you play another phrase on top
of that, the combination of phrases
repeats, and so on. Once you've laid
down several of these “tracks,” you can
generally go into infinite repeat to store
the whole mess as a background
against which you can practice or play
leads. If the delay line generates pulses
which drive electronic drum units, then
you can have drums playing along in
sync with a stored rhythmic back-
ground. With a programmable poly-
phonic synthesizer, drum machine and
appropriate delay, one person can
create a very full sound.

What's available?

There are several long delays avail-
able, with more slated to appear. The
granddaddy of the genre was the Echo/
Digital Recorder, made by imaginearing
Audio (since out of business). This unit
was way ahead of its time, offering
16.777 seconds of delay, keypad entry
of delay time, reverse echo and reverse
hold as well as standard echo and hold,
metronome output, voltage controlled
delay time, and digital recording capabil-
ities. Unfortunately, the bandwidth was
only about 5 kHz; however, | understand
that a company called Software Applica-
tions bought out the remainder of the
Imaginearing Audio line, and has a 10
kHz bandwidth retrofit available.

The Roland SDE-3000, slated for full
production during the last quarter of
1983, offers 4.5 seconds of delay along
with 8 programmable presets for $1295.
You can footswitch through the presets
for no-hands selection.

Lexicon's PCM-42 was one of the first,
if not the first, long digital delaysto give a
programmable metronome pulse output
which related to the delay time. The
standard 24 second delay lists for
$1395; an optional memory expansion
unit is available for $250 that brings the
total delay out to 4.8 seconds. The PCM-

continued on page 90




Road Master ™ with two 412FC
Scorpion™ Enelasures

Tre musis of zhe late cixties land
earfy seventies left an incelible |
“seund anc image” whica rock |
musicians nave followed and will
contitue to follow for years to gome.

Part of that scund and image was
due to the guitarists' use of amplifiers
with larce speaker enclosures known
as “stacks.” The typical stack -u_%uallys
consisted cf a 100 to 200 watt Zmp
with two or more 4 x 12 anclosures.

Then, as now, Peavey became a
feader in manufacturing a variety of
guita- ampiifiers, solic state and tube
along with many different enclosura
designs 0 meet the musician's
specific needs.

Qur research has once again
resulted in what we feel are
significaat contributions to the
technology cf guitar amplification . ..
The Viintage Tube™ Series featuring
the Road Mastar™.

The Road Master™ is a dual
chanmnel, all tube amplifier that
features an extensive complement of
tonal cortrols including pump, gull
bright, pull thiek, and pull smoath.

The Road Master™ provides @lmost
ualimitec tonal centrol from heavily

gverdriven souncs to the “silkie™"
distostion textures. The unit is driven
Jy a power secticn that features six
BLEGC premium szlect tubes
providing 160 watts of screaming
power. Some of the Road Master's™
many features include fan cooling,
ground lift swiitch, internal bias
adjust, hum balance control, LED
indicators, and master reverb.

We feel the Rcad Master™ is the
ultimate “rock and roll machine”
representing the latest technology to
produce classic as well as modern
tube sounds.

See the new Road Master™ along
with the complete: Vintage Tube™
Series line (the 120 watt Rock
Master™ and the 65 watt Encors™) at
your Xutherized Peavey Dealer. You'll
get a hands-on demonstration of the
most cutstandingfline of all-tube.
amps available today.

s

4

PEAVEY ELECTRONICS CORPORATION
71 A Street / Meridian, MS 39301 / U.S.A
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DEBORAH FEINGOLD

BRAZIL'S NANA
VASCONCELOS

Percussion’s Many Voices

Doing the Nana Vasconcelos Thing; definitely foreground, decidedly modern.

hat do you think of when yau

W hear the term “Brazilian per-
cussionist”? A funky, noble
savage strolling out of the jungle, a cor-
nucopia of noise-making exotica spilling

over hisarms? An “auxiliary” kind of guy,
ready to add justtheright shake, rattle or
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BY MICHAEL SHORE

roll of cross-cultural window dressing to
the music of some jazz-fusion heavy?
Well, Nana Vasconcelos is neither noble
savage nor background flavor, and is
just the guy to make sure people never
again take for granted the idea of a
Brazilian percussionist. He's a musician,

and a great one. And if your hyperbole
detectors are lighting up, consider the
fact that | was thinking of beginning this
story, “I have seen the future of global
music and it is Nana Vasconcelos.” Yes,
he's that good.

If you're an ECM fan, you're probably
already familiar with Nana's work on gui-
tarist Egberto Gismonti’s lovely mid-70s
effort Danca Das Cabecas, or more
recently as one-third of the exploratory
free-world music trio Codona with Collin
Walcott and Don Cherry. If you're a Mil-
ton Nascimento aficionado, maybe
you've dug up some of the first records
that he made with Nana in the mid-to-
late-60s when Nascimento’'s fluid,
flighty, aggressively sensual Afro-
European/samba/bossa nova fusion
revolutionized Brazilian popular music.
Maybe you're a Pat Metheny freak and
have heard Nana's restrained, atmo-
spheric work on Offramp and As Falls
Wichita, So Falls Wichita Falfs. Perhaps
you're even hip enough to have Nana's
own superb ECM solo album Saudades
or his new release on the Europa ldbel,
Zumbi (611 Broadway, Suite 214, NYC,
10012).

Still, of all this recorded evidence,
there's practically nothing—save for
Saudades’ “O Berimbau,” maybe—to
prepare you for the solo Nana does
onstage before a live audience. He will
start simply by strolling out, an armful of
organic gadgetry, his brown eyes large
and soutful over a huge, friendly grin
creasing the bushy black beard and
mustache that cover half of his face. He
will say something in greeting; you won't
understand it, but it will sound like an
extremely musical version of “hello.” At
that point, you may begin to realize that
everything Nana does is musical. He's
that kind of musician.

Then, he will take out his berimbau, a
one-stringed bow (as in bow and arrow)
with a small calabash gourd at the bot-
tom as a resonator, played by holding
the bow with the left hand and striking
the string with a long, thin stick held in
the right hand, which also holds a bell-
shaped wicker shaker. At that point you
may think you're in for the usual jungle
stuff. Uh-uh. Nana can make that thing
sound like a guitar, using a small, flat,
smooth stone held delicately in the left
hand to stop the string. Thus two or
three different notes are possible—not
much, but ah, what he does with them.
As he sets up a galloping ostinato, it
begins to sound more like a strummed
flamenco riff; quicksilver melodies leap
out, and then Nana lets loose with auto-
echoed vocal sounds: hisses, whoops,
howls, shrieks...all in perfect rhythmic
counterpoint.

It begins to get very deep and dark,
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NOW YOU CAN PLAY AN S80 ALL THE WAY TO THE
TOoP OR- BOTTOM.

Take absolute control over an instrument absolutely Four instruments as meticulously matched as they are
responsive to the breath and tingers. Take hold of the meticulously made! So you know what refinements
new S80 soprano or the new S80 baritore. to expect in the soprano’s intonation and tane
You know the sersation if you have played the and you ‘k‘no“ that the incqmpa*ab[e lightness
S80 alto or tenor —instruments that have already Q) and precisian of the 580 action is available at last
earned their place in the great traditian ot Selmer L ina baritone.

(Paris) saxophones. Now vou can enjoy that same - If you haven’t tried any of the four S80s, drop in
sound and feel from the heights of the soprano u on your Selmer dealer and get the singular lift of

ta the bottom of the low-A baritone ran an absolutely r nsive saxo )
0 g The Selmer Company absolutely respansive saxophone
Post Office Box 310+ Elkhart, Indiana 46515
SELMER * BUNDY » SIGNET » BACHUMERZEDESFHBUESCHER » GLAESEL - LUDWIG * MUSSER




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

Steve Gadd

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

I've always tended to go
for simple equipment like
the Tour Series snare
drum with eight lugs, be-
cause it’s easier for me to
get the sound. Same thing
goes for my hardware, which
is why I like the 7 Series
hardware. I don't require
really heavy leg bracing so
the lightweight stands are
just fine; very quiet, too.

Rocky White

With some drums, there
isn’t tao much you can do
to alter the sound. Some
will give you a real deep
thud, and others are real
bright. With Yamaha, [ can
get both sounds, they're just
very versatile. Mostly I like
a deep round sound with
tight definition, since my
cencept is that a drum is a
melodic instrument like
anything else. I can hear
drum pitches, and Yamaha
lets me achieve that without
a lot of constant re-tuning.

As far as their hardware,
the snare drum stand and
boom stands are very well
thought-out. They feel like
they were designed by a
drummer. and they're not
limited at all. The 9 Series
snare drum stand’s ball tilt-
er is fantastic; you can get
the perfect angle for your
playing posture. And the
boom stand tilter can double
as twa stands because it
doesn't have a long handle.
So the boom slides right in-
side the rest of the stand if
you don't need it. All in all.
Yamaha is the perfect set
of drums for tone quality,
sound. and ease of set-up.

Cozy Powell

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

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

Peter Erskine

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

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

Yamaha Musical Products ¢ A Division of Yamaha International Corporation * Box 7271, Grand Rapids, MI 49510
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like some sort of Delta blues—from the
Amazon delta. Glottal grunts and bird
calls—the berimbau riffs still shaking an
elastic money-maker—give way to a
beyond-language sing-song in a voice
of startling range, clarity and power. He'll
let a riff and a song stop and echo into
the deathly silent air, then drop right
back into the pocket of that stiing-driven
thing that could be Balkan, Celtic or God
only knows what.

Later Nana will tell me of how he per-
ceives the innate connections between
percussion and voice. “In Africa and
some parts of Brazil, they always use the
drums to send messages, or tell stories,
like a voice.”

Nana has many such voices at his
command. He can lead a crowd ir call-
and-response, playing it like an instru-
ment in camp-counselor/emcee style.
He'll play corpo—that is, his body—
slapping and patting his arms, chest,
hips and thighs in a delightful hand-jive.
Then he'll produce a cuica, a Brazilian
percussive device that looks like a small
silver tom, but inside is a thin wooden
stick the tip of which pokes through the
single skin on the drum. The cuica is
played by rubbing a small cloth over the
stick while depressing its button-like
protrusion in the skin. The drum shell
acts as a resonator. Nana makes it
sound like a cello, or like James Brown

POWER DRUM
REVOLUTION

15" and 16"
diameter shells,
10%." deep.
Only

giving his bad self a very funky Heimlich
maneuver—a-huh-a-huh-a-hoo, hoo,
hoo, hoo, hoo, a-huh-a-hunh!

Call it the Nana Vasconcelos Thing, if
you can call it anything. Nana is around
thirty years old, and he's been doing his
Thing most of that time. He was born in
Recife, in northeast Brazil, not far from
the Bahia region (Bahia being the most
deeply African of Brazil's more than
twenty states). Bahia is where the Can-
domble cults practice their ur-voodoo
rituals, and where the deepest, darkest
rhythms that infect Brazilian music have
their source. Nana began banging on
things early in life and first played per-
cussion in his father's cabaret orchestra
at age twelve. Shortly after his father's
death a few years later, Nana took up kit
drums, and became a full-time member
of the Recife Municipal Orchestra,
which played all sorts of native and inter-
national music on their own and behind
visiting celebrities.

In his late teens, Nana emigrated to
Rio de Janiero, where he was in imme-
diate demand as a percussionist. “There
were millions of drummers there, but few
percussionists,” he explains in his heav-
ily accented, broken English, “and with
my experience with Bahian ritual |
became very busy, very fast. They were
attracted to that ritual thing. It was exotic

continued on page 105
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To get ahead in music, you need to
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Waish from pg. 72

years of hating my voice.” As a guitarist,
“the only chance I've got to be valid isto
play from the heart, with soul.

“Look,” he concludes, “I'm famous
I'm rich. | have a swimming pool. I'm not
set for life, even though Frey and Henley
are. But you have to go through some
emotional extremes to create. You can't
be happy, in fact, and also rich and suc-
cessful. Youhavetotestify —you have to
experience your emotions. So there are
some variables here. I'm a father now
and while | worry about things as the
grown-up parent Joe Walsh, should |
dwell on this stuff as an artist? What
about the music?

“I've decided on music. Roll the tape
and let's play.”

He Bought It, He Names It
Joe Walsh's current guitar set-up
while opening arena shows for Stevie
Nicks includes two Les Paul Stand-
ards (a completely original '60 and a
'59 with Seymour Duncan pickups),
and a double-necked Gibson, with
both necks fitted with six strings—
one set in E tuning for bottleneck
{only a glass Coricidin bottle will do
for a slide) and the other in standard
tuning. The double-neck is wired for
both mono (for "In The City") and
stereo. Walsh also uses two Japan-
ese Stratocaster copies: a Fernan-
dez with two Seymour Duncan
“stack-Strat” pickups {with the coils
on top of one another rather than
side-by-side), and a Tokai with one
small Gibson humbucking pickup,
two Duncan “stack-Strats” and a
Floyd Rose-type tremolo unit.

Walsh's onstage amplifiers include
a Roland JC-120 (with the stereo
chorus effect), driving two Peavey
4x10 speaker cabinets instead of its
own enclosed speakers;, a Mesa
Boogie Simul-Class combination
amp, also driving two Peavey 4x10
cabinets: and another Mesa Boogie
combination driving its own 12-inch
Celestion speaker, as well as an
extension cabinet also containing a
12-inch Celestion. He plugs directly
into an ibanez MM 1000 digital delay.

When it comes to effects, Walsh
doesn't much care for “all this stuff
that was thought up by physics
majors using a slide rule and blue-
prints...If any of them ever had to
plug this stuff in and play in front of an
audience, they'd put it in the nearest
trash compactor.” On “Rocky Moun-
tain Way,” he used a custom-built talk
box driven by a Roland Cube amp: a
Cry Baby wah-wah pedal is used on
two other tunes. Walsh's stage man-
ager, Alan Rogan, says “A lot of the
up-and-coming players use every-
thing in the world. Guys like Joe
who've done it longer tend not to use

so much gear.”

86

Hawkes from pg. 75

Bowie, and Bach ("Bach would've loved
drum machines—all his stuff sounds like
it was done on sequencers, anyway.”).
Here, at last, was an outlet for his sense
of the absurd. “It was my first exposure
to the show business aspect of things. In
a rock group, if you say anything at all,
it's the name of the next song. With Mar-
tin, | not only played sax, clarinet, flute,
bells, harmonica and whatever else was
demanded, | had to be part of the staging
and dialogue. It was great putting on a
show.”

Only a few weeks after that gigended,
Greg joined up again with Ric and Ben,
and a couple of new guys, Elliot Easton
and Dave Robinson. They called them-
selves the Cars. It was not a situation
that dissolved. Anything but.

Now, five years later, comes Niagara
Falls, Greg's advent as a one-man band.
When the tirst Cars record was re-
corded, he was using three keyboards: a
Mini-Korg (the first synth he ever owned,
and one he still uses at home and inthe
studio), a Yamaha electronic piano, and
an ARP Omni. Time and success have
changed all that. Now his primary axes
are a LinnDrum, a Prophet 5, a Roland
Jupiter 8 interfaced with a Micro-
Composer, and the studio itself, Syncro
Sound, the Cars’ own one-of-every-
thing-under-the-sun 24-track sonic
parking garage, drive-in and body shop.

“Originaily the album was going to be
called Systems, and each piece was
going to be a "System” followed by a
number. | had five compositions that
were the original basis for the record,
and none of themeven changed chords.
They were four or five minute pieces that
had a lot less structure than they do now.
Almost pure texture. But the only one |
ended up using was the one that
became 'Ants In Your Pants.’ The rest |
created by playing around with sequen-
cers and drum machines and finding
littie repeated patterns that | liked, then
building chords and melodies up from
there, composing in the process of re-
cording

"Everything except ‘Llamas’ has got
drum machines in it. In 'Ants’ the bass
drum and snare are the Linn, the restis
Roland CR-78, and there are even afew
tick-tick-ticks from a Roland 808. | could
just have easily done a whole side with
no drum machines, but | really love
them. It's like...Instant Groove. | love
that perfect beat.

“And anything | can synchin with that,
and not actually have to play the part—if
you know what | mean—I like that too.
With something like the Micro-Compo-
ser | can get very precise about my
pitches and time signatures, and con-
centrate on what’s being recorded and
how well it's being recorded, instead of
worrying about my performance. There
are still going to be little melodies that
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are easier and better played by hand,
-and I'll play them that way; I'm still a
musician, not a programmer. I'm just a
musician who happens to use certain
computer-based things that let me be
even more musical.”

His Berklee music-writing skilis don't
get a lot of exercise these days. Every-
thing is built up, layer by layer, in the
studio (or at home on a four-track), play-
ing his synthesizers directly into the
board. "I just like the sound of synths
direct. It's easier, and | have more con-
trol over them. | don't care whether | get
a realistic 'room sound,” because there
are so many effects you put on through
the board anyway, working things out. |
used flanging a lot on the album, an

Eventide and especially a Marshall Time
Align. And lots of different tape delays,
everything from bouncing signals
through a two-track machine to a
Roland Stage Echo.

“Until | got the Micro-Composer half-
way through the project, the sequencing
was archaic. We had a Sequential Cir-
cuits 800, which would only hold one
part and lost its memory every time it
was turned off. | even used the little
Roland Bassline unit. Andy Topeka, the
studio's chief technician, rigged up
some amazing boxes for me, so we
could do things like link old CR-78s with
LinnDrums while triggering the Prophet
and gating a few other things, all at
once."

Martin Phosphor Bronze strings.
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In these days of widespread high-
technology, it's getting harder and
harder to detect different personalities
behind the machines. Greg Hawkes
hasn't got that problem. The gleam in his
eye, the one you'll never find in the
photographs—that comes through Ni-
agara Falls just fine.

Shankar from pg. 78

de force of instrumental virtuosity. The
idea, he says, was "an album of Indian
classical music, but one that Western
audiences could understand.” To that
end, Shankar worked eighteen hours a
day preparing the music for the album,
including a piece which takes up all of
side one called "Ragam-Tanam-Pallavi,”
a form which is considered the most diffi-
cult of all ragas. He devised his own tala
or rhythmic cycle for the pieceinacom-
pound meter so complicated he flew his
father over from India for the recording
session to keep time for the tabla
players.

“When | wrote it, | didn’t think | could
play it,” he says of the piece. "l had to
figure out ways to do it without altering
the music which was written. | ended up
working eighteen to twenty hours every
day for a month.” The practice payed off
because most of "Ragam-Tanam-Pallavi”
was recorded in one take, as was the
LP's entire second side on which Shan-
kar mixes Baroque counterpoint, jazz-
like key changes and blues riffs into the
raga form.

Who's To Know also introduced the
unusual instrument Shankar has been
playing for the past few years. Built by
Stuyvesant Music in New York to Shan-
kar's specifications, it looks like a
double-neck violin with a severely cut-
down plexigliass and chrome body. With
the special strings made for it by
LaBella, the instrument covers the entire
orchestra range from contra-bass to
violin. Although the traditional violintone
chamber is completely gone, the
Barcus-Berry pickup gives the instru-
ment an amazingly pure acoustic tone.

The biggest problem in designing the
instrument was arranging the two necks
so that either or both of them could be
played with the proper bowing angle.
Shankar sometimes uses one of the
necks as a sympathetic set of drone
strings, but he can also employ dramatic
register jumps within the same passage.
In concert, the plexiglass body allows
him to get the acoustic sound “as loud
as | want" or to use an amplifier and
electronic effects for a more rock-
oriented sound.

Shankar has been increasingly turn-
ing his attention to rock music with his
Phil Collins, Peter Gabriel and Talking
Heads collaborations. But he has taken
a more drastic and controversial step
with his own band Sadhu, for which he

continued next page
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Shankar from previous page

has written all the music and lyrics as
well as singing. After auditioning 250
players, he chose bassist Matthew Gal-
lagher, drummer Jerry Cuccurullo
(brother of guitarist Warren Cuccurullo
of Missing Persons), keyboard player
Robert O'Hearn (he is Missing Person
Patrick O'Hearn's brother) and singer
Caroline Morgan. “lt's all modern
danceable music, pop songs,” Shankar
says of the band'’s sound, ""but we have
completely new beats. There's so much
variety in 4/4.” Shankar’s double-neck
violin is the lead instrument played with
a digital echo which allows him to use
backwards echo, repeats and tape loop
effects to create a psychedelic blizzard
of sounds.

He also insists the vocals are appro-
priate since “all the ragas have lyrics. In
India, all of my albums have lyrics and
people sing them.” Sadhu may strike
fans of Shankar's classical works and
fusion experiments as heresy. They will
soon have a chance to compare thetwo
as Shankar's future releases include not
only a forthcoming Sadhu EP but a new
ECM solo effort, Vision, featuring Scan-
dinavian jazzmen Jan Garbarek on sax
and trumpeter Palle Mikkelborg. Yet
Shankar insists it is all part of a slowly
emerging world music. "l really believe,”
he says sincerely, “musicis onethingno
matter where you come from.”

Delays from pg. 80

42 also includes convenience features
such as optional foot control of feed-
back and straight/delayed blend.

Electro-Harmonix has two long
delays, a rack-mount, 64-second unit
that lists for $2495, and a 16-second
floor box model that lists for $675. The
latter accepts an optional six-function
foot controller ($125 list). At the longest
delays the bandwidth of both units is
limited, but they are still musically useful
(in fact, the 64 second model claims
minimum 12 kHz bandwidth at 8
seconds of delay). Both units also
include click track facilities, although
the 64-second model is more sophisti-
cated in that respect.

By being specifically optimized for
long delays (from a quarter second to
four seconds) and ignoring shorter
delay functions such as flanging and
chorusing, the Deltalab Echotronis one
of the least expensive long delay rack-
mount units currently available. Listing
for $699, it includes -metronome click
and LEDs, pulse output for driving elec-
tronic rhythm units in sync with the
delay, hard or "soft” (restricted band-
width) feedback, and several other
features.

Finally, Audio Digital will soon be intro-
ducing a 6.5 second memory expander
(projected price: under $350) for their

continued on page 105
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Graham Parker

The Real Macaw (Arista)

Graham Park-
er isoneof the
very small
handful of art-
ists who make
me care that
rock 'n’ roll is

still here. |
had pretty
much recon-

ciled myself to the idea that he would
remain a scowling yowling paranoid and
that | (who once had ambitions to be a
scowling yowling paranoid myself but
fortunately failed to make it stick) woula
continue to love his limited music in an
unlimited way. Oh, | know Costello’s
cleverer, Springsteen's a better poet,
Van Morrison’'s a wider spirit (just to
mention some people he resembles),
but no one projects himself into a song
more honestly and intensely than
Parker. And although he's done a pretty
good job of concealing an unusual intel-
ligence beneath obviously compensa-
tory machismo, it informs his musie
continually, guaranteeing the authentic-
ity of the emotions, seeing through shit
till he breaks through tobrick or daylight,
refusing to let go until he's shaken his
subject by the spine. Okay, so | like him.
Shoot me.

What makes this album so startling
and such a lift is not just that he's
regained his velocity after parting ways
with the Rumour, but that he read the
writing before it reached the wall,
cracked the mask, scrapped the pose
and walked on into life a perceptibly
freer man. The album’s first and proba-
bly best song "Just Like A Man" (“Flex-
ing his muscles and not really using
them/ Carrying a picture and seeing in
the negative”) tells you that he knows in
some detail what a jerk he is, and the
conclusion, surprising in Parker, “forgive
him," is for me a plea carried forward by
the music into a world of new possibuli-
ties. (Must mention somewhere the
superb guitar work of Brinsley Scrwarz;
why not here?) The first side moves on,
Parker dismantling himself without laps-
ing into self-hatred or -pity; he's after a
better target. The album moves from
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irony to affirmation. The man who
thought you couldn't be too strong, too
hard, too tough, too right, too wrong, and
who marred his earliest discs with par-
ticularly nasty put-downs of women,
here celebrates the emotional glass jaw
that humanizes him and the woman who
knows how to sock him there—typical
Parker battle imagery still. He also
knocks off his best dig so far atthe dum-
bocracy of the music industry, “Passive
Resistance, " and the closest thing to a
dud is one slack eight-bar segment of
"You Can't Take Love For Granted,"” not
at all a bad percentage for this guy. The
side ends impressively with a song of
inner struggle and a vow to win.

Side two is an overt celebration of a
happy marriage, one quarrel included, a
subject that traditionally has meant cer-
tain death to rock 'n' roll but doesn't
here. People have been wondering
aloud for a while now if it's possible to
rock out after thirty, forty, or whenever it
is you part company from a protracted
adolescence, and the music has gener-
ally wimped out, copped out or other-
wise answered no—isn't it odd that a
music predicated upon a struggle for
freedom has almost never known what
to do with freedom when it's found
some? It's surprising that Graham
Parker, whose music has been super-
prototypically rooted in misery, irony,
rebellion, and the mentality of struggle
and revenge, should be maybe the first (|
know I'll get letters citing other exam-
ples, but let me talk) to turn the corner
without losing his edge. Parker's the
wrong scale to be a masterpiece 'n’
epoch maker—sometimes he's some-
thing better—but for the same reasons
he started his fight for a whole human life
against the given odds, declined the dis-
figurements of punk or a blanket irony
that might have let off some of the pres-
sure, he has woken up, remembered
who he was, seen that he was caughtin
the trap of his own projections and taken
a very clean axe to the works.

I find it kind of thrilling. The album will
almost certainly get slagged in England
and maybe here, but there's a fine new
energy blowing through it, and its
enlarged perspective retrospectively
improves his earlier work, makes it

sound braver, more intelligent, infinitely
more precise. Squeezing Out Sparks
seems particularly changed. Macaw
ends with a joke very funny in context;
almost its only lyricis "Too late the smart
bomb,” but it sounds like the smart bomb
hit Parker right on schedule. | look for-
ward to further adventures. — Rafl
Zabor

Billy Joel
An Innocent Man (Columbia)

N The late 1950s
and early 1960s
were anerain
America when
one scarcely
existed unless
she or he was
§ capable of
summoning up
the courage to
fill in the blanks. The heyday of Eisen-
hower’s slow fade and Kennedy's face-
off with Cuban missiles was an age in
which genuine, unequivocal emotion
shone like a talisman in an abandoned
wind tunnel. For the young and radio-
riveted, the crummy, day-to-day tyranny
of mediocrity was often challenged by a
gut-level genius-of-the-spirit evinced by
Prom Night spelunkers like the Tymes,
Little Anthony & the Imperials and the
Four Seasons.

Growing up in Hicksville, Long Island
during this dunderheaded period, Billy
Joel evidently had a sure sense of
alacrity about keeping JFK and Khru-
shchev's lamest crap off his Cuban
heels, while maintaining a wide-angle
perspective on the possibilities beyond
the local greasy spoon and the sun-
baked Chevy dashboard. An Innocent
Man is an evocation of all that Joel and
many others lived through—from “So
Much In Love,” to the grimiest frost of the
cold war; from Flagg Brothers and
Lee Harvey Oswald to the famished in-
nocence of "Rag Doll.” Yet there is none
of polished blandness or trite exultation
of slick nostalgia here; on the contrary,
there is so much energy, joy and affection
in the canny re-interpretations of the
various genres of bomp-rock’s first
golden era that such songs as the titie
track, "Easy Money™” and “"Uptown Girl”
stand on their own terms as top-ranked
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car radio blasters.

The album’s near-soaring magnetism,
however, derives from the mettle in
Joel's singing. He's never cut loose with
more power or facility, and you can't
help but cheer him on as he conquers
a haif-dozen quirkily histrionic vocal
modes of yore with a sinewy sense of
purpose. Billy provides a strmulating
glimpse of exhilirations gone by, yet
invests these artful re-takes with a new
grist. There's even yet another Joel
standard neatly sewn into the semi-
sentimental quilt-work: the Tin Pan
Alley-tipped “Leave A Tender Moment
Alone.”

Granted, the often blindly ebullient
Billy Joe! remains an acquired taste, but
it's a kick to see someone so skilled
having so much fun with the time-honored
pop vernacular.—Timothy White

Elvis Costello

Punch The Clock (Columbia)

Many of the
writers | know
are having
trouble with
Elvis’ newest
offering. Oh
sure, they
manage to
swallow it
eventually and
some have even come to love it a little,
but these are not the first instincts of a
functioning critic. After all, Elvis has
turned his highly charged confessional
into a damn Stax/Volt revue, complete
with fat horn section and two black
female singers (known, in'the pun of the
year, as Afrodiziak). We're talking airplay
here, folks. Elvis himself anticipates the
critical dismay when he asks in the very
first cut, “Have we come this fa-fa-fa to
find a soul cliche?” (All of the Otis Red-
ding fans out there will enjoy that one.)
Well, soul much of Punch The Clock
may be, but cliché it is not, thanks not
only to slippery, smart chord changes
and highly skilled arrangements, but,
more importantly, to the lyrics’ stubborn
refusal to sweeten and trivialize.

The dominant theme of Punch The
Clock is also sure to give any self-re-
specting anger-monger a headache:
Elvis explores the happiness and hell of
domestic bliss, announcing his basic
enthusiasm for the concept (“Isn't this
the greatest thing?") even as he sees
the danger of being permanently house-
broken (“Men made into mice™) and for-
ever compromised into political passivity
("I was committed to life and then com-
muted to the outskirts™). Mind you, this
version of marriage is a shifting one, with
attack (“It's a fight to the finish, let there
be no doubt...everyday will be boxing
day”) and retreat (“I wish I'd never
opened my mouth almighty”) and the
possibility of Elvis' being ultimately
untamable ("“Trying to make a silk purse

out of a sow's arse”). Still, there is an
unescapable tenderness to many of the
songs on Punch The Clock, especially
the Smokey Robinson (“Being With
You") and Stevie (“Looking For Another
Pure Love") touches on the lovely single
“Everyday | Write The Book™ and the
sheer singability of “The Element Within
Her." Elvis softens his raspy, bittersweet
voice into a haunting, tuneful intimacy
and mixes it further back into the warmth
of the instruments; yes, Virginia, the man
not only has a heart, but a voice as well.
Musically, the fine production polish
of Langer & Winstanley (Madness,
Dexy's) must further enhance critical
discomfort. The LP divides into horn-
centered tracks, which do tend at times
to sound like Stax Spam ("T.K.Q.,” “The
Greatest Thing,” “Invisible Man" and
“The World And His Wife"), the middle
ground of pop invention, (the reggae-ish
“Charm School” and the neo-classical
“King Of Thieves” are highlights) and
two brass-knuckled views of British
society that most will find the LP’s best
tracks. “Pills And Soap” is a remake of
an election-campaign single Elvis
released under the nom-de-plunder The
Imposter; its sparse, uncomfortable key-
board accompaniment thrusts bitter
images of sacrifice on the altar of sugar-
coated pills and squeaky clean hypoc-
risy (including a wonderful characteriza-
tion of Charles and Lady Dias “Lord and
Lady Muck”). The transition from this
searing dissection into the transcen-
dently superficial beginning of “The
World And His Wife" takes the breath
away. The second masterpiece in minia-
ture is a ballad that Elvis and co-
producer Clive Langer penned for
singer Robert Wyatt, “Shipbuilding.”
This achingly beautiful rendition finds
Elvis' voice (kissed by Chet Baker's
trumpet) softly describing the dilemma
of feeding a family by building armadas
for the Falklands War, “diving for dear
life, when we could be diving for pearls.”
For many, critics and otherwise, the
pearls of Punch The Clock will have to
be dived for, but their value will be all the
more increased for it. — Jock Balrd

Neil Young

Everybody’'s Rockin’ (Geffen)
Why? Why
why why why
why? Because
it's there. Af-

ter dedicated
and concerted
study, that
seems to be
the only logi-
cal answer to
the question of why Neil Young does the
things he does. | mean, | don't know
about you, but | can't think of too many
other performers who put out a new
album in the middle of a tour, let alone a

new album of carefully crafted oldies
and pseudo-oldies in the middie of a tour
extolling the virtues of floppy-disc tech-
nology, video and the other trappings of
what the more technically minded of our
musical friends tell us is the future. But
this fazes Neil not: he merely tacks on a
second set to his high-tech show, a set
in which he and the “Shocking Pinks"
come out and do the material from
Everybody’'s Rockin'.

Not that the new album is yet another
paroxysm of neo-primitivism, at least not
completely. A little logo on the cover and
label says “Digitube,” a concept I'm not
familiar with, but which probably means
that Neil's discovered a way to use digital
recording techniques to simulate exactly
the sound people like Sam Phillips and
Jimmy Reed got with primitive tube tech-
nology. Seems to me that's the long way
around the block, but nobody’s ever got-
ten anywhere trying to talk Neil Young out
of anything that I've ever seen.

All of which leaves us with this latest
bit of reportage, which is, after all, what
most Neil Young albums are. It's not as if
the world is crying out for yet another
letter-perfect version of “Mystery Train”
or “Bright Lights, Big City,” but they are
details in the story that Neil is trying to
get across. Mind you, the story is a bit
confused in places, and I'm not certain
that I'd even like to go on record as say-
ing that it's all here, but a feeling, a sense
of rightness, comes off Everybody's
Rockin', especially when played next to
Trans. Perhaps a bit of it is also in Trans’
cover painting, with the futuristic car
picking up the digital Neil and the buck-
skinned Neil getting picked up in the '56
Eldorado convertible, going different
ways but the same guy.

Just as drugs were the story in
Tonight's The Night, punk the story in
Rust Never Sleeps, death by technology
and government the story in Reactor,
and better living through technology the
story in Trans, the evanescence and
permanence of America’s roots rock 'n’
roll seem to be the story here. He inter-
sperses the real oldies with brand-new
self-written oldies like “Kinda Fonda
Wanda" and “Cry, Cry, Cry" and com-
ments on the whole thing in two clumsy
numbers, “Payola Blues" and the title
cut, which has Nancy and Ron cutting
the rugs in the White House. In other
words, the spirit is the thing, but when it's
sold to you as fad (as this record is), you
have to take the crap with the gems.

It's not a major document, Neil Young-
wise, but it is a lot of fun. Unfortunately,
the good people at Geffen Records have
decided to sock you for $8.98 for some-
thing like twenty-four minutes worth of
music. Back inthe old days, you'd some-
times buy records with similarly short
running times but they cost $3.98 for
mono and $4.98 for stereo. That fact
may be Neil Young's irrelevant nostalgic
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vision, but it's asking a lot for his 1983
fans to swallow it without asking,
“Why?" — Ed Ward

Big Country
The Crossing (Mercury)
) ) On The Cross-
ing, the first
American re-
lease by new
\ Scots pop
| warriors  Big
~ Country, you
hear every-
thing that has
— been missing
from current British music—stirring
shout-it-out choruses; songhooks that
storm up behind you and brusquely

SCOOp you up by the shirtcollar; and gui-
tars. God, yes, whole truckloads of gui-
tars, not pressed into fuzzy trash-com-
pactor chords but orchestrated with
sharp articulate riff motifs and the occa-
sional Frippertronic glaze into soaring
epiphanies that often sound like a whole
choir of the Edges. Guitarist-singer Stu-
art Adamson first forged this inspira-
tional roar five years ago with pioneer
Scots punk band the Skids, often twist-
ing those guitar lines around with lively
highland jig rhythms. But here, with fel-
low guitarist Bruce Watson and a tight
rhythm section with heavy London ses-
sion experience, he gilds Big Country's
guitar tornados with a bright pop edge
that together with the band's economi-
cal songwriting sucks you straight into
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their euphoria.

“In A Big Country,” the band'’s signa-
ture song, opens the album like a cail to
arms. Drummer Mark Brzezicki setsup a
furious martial roll, the guitars alternate
between feedback cascades and nervy
slalom riffing, and Adamson leads the
band with hosanna vocal harmonies into
a highly-charged cheer. “Pull up your
head off the floor and come up scream-
ing,” goes Big Country's politics of the
soul. “Cry out for everything you ever
might have wanted.”

The Crossing does not always main-
tain that same breathless pace, but the
passion and desire glowing from these
songs never flags. A slow simmering
march, “Porronman” moves with the
heavy fortitude of someone groaning
bravely under a heavy load. In “Close
Action” and "Lost Patrol,” the band bat-
tles back with crunching circular guitar
riffs, bulldozing waltz and jig beats andin
the latter song the hearty cheer of “Waa-
ee-oh!” to trigger the chorus. But the
clincher is "Fields Of Fire"” (arecent U.K.
hit) where all of the above are boldly
rolled into one exhilarating anthem of
spirit and determination.

If nothing else, The Crossing demon-
strates exciting new guitar possibilities
in the face of synth-funk domination. But
more importantly, Big Country cham-
pion a commitment and emotional
energy in their rock ‘n’ roll fight songs
that is now in desperately short supply.
Their future in America is as big as the
country itself. — David Fricke

Jackson Browne

Lawyers In Love (Asylum)
Jackson
Browne's on-
going progres-

sion from
placid, inno-
cent beauty

to confident,
compelling
punch places
him on the Mt.
Rushmore of mainstream adult rock
along with such luminaries as Spring-
steen, Petty and Seger. All four share
moral conviction and musical content,
with special emphasis on the signifi-
cance and endurance of simple truths
and perennial themes. It's not exactly
the sound of growing old gracefully; per-
haps a kinder description would be the
process of marking time meaningfully
And while some maintain that “adult”
and ‘“rock” are incompatible terms,
each of these mainstream Mt. Rush-
more rockers is rocking harder as his
career progresses

Lawyers In Love, Jackson's seventh
LP and his first release since 1980's
Hold Qut, is streamlined by a more
aggressive, direct attack than Browne
has previously deployed. A steady, sup-
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ple ensemble (guitarist Rick Vito, key-
boardists Craig Dorge and Doug
Haywood, bassist Bob Glaub and
drummer Russ Kunkel) delivers sparse,
dynamic new songs. Particularly striking
are the pair of “Big It numbers: “Cut |t
Away" is an obsessive plaint, the “It"
being an itching in his heart that he can't
scratch; “Say It Isn't True” is a sincere
plea for global sanity, including these
utopian lines: “And you would think with
all of the genius/ And the brilliance of
the times/ We might find a higher pur-
pose/ And a better use of minds."”

Lawyers In Love also has its more
reflective moments. “Tender Is The
Night" is a visit to Bossland, offering
vivid, Springsteenesque images of dark-
ness and desire. “On The Day" is a look-
out-for-your-love sermon punctuated
by fervent “yeahs" and dramatic, evoc-
ative playing, while “Knock On Any
Door” creates a curiously moody
trance, dominated by the refrain, “Knock
on any door/ Look through any window /
Walk on”; it's Browne's equivalent of
Neil Young's “Ain't Got No T-Bone" from
Reactor.

“Lawyers In Love,” “Downtown’ and
“For A Rocker,” the uptempo excur-
sions, are not as distinguished. The title
cut is one of Browne's lesser efforts,
hook-wise but word-weary, which takes
easy shots at some tacky totems of our
times: designer jeans, TV dinners,
Happy Days and the Russians (“can't
trust 'em”). “Downtown” is a pedestrian
outing which recalls Greg Kihn, of all
people, and briefly quotes from Petula
Clark's urban anthem.

Browne's new approach risks being
somewhat less engaging as his subject
matter travels further from his self; it
offers professionalism in the place of
personalism. But on the whole, these
songs are fine, modest accomplish-
ments. Lawyers In Love may not be a
truly vital album, but it's filled with minor
pleasures and sturdy, adult rock. —Lou
Papineau

Keith Jarrett

Standards, Volume 1 (ECM)

I've generally
liked Keith
Jarrett best at
his least por-
tentous, and
this album by
a state-of-the-
art modern trio
playing some
! _ = ==N fine old tunes
with vigor, affection and elan—sorry, no
Reagan jokes here, nor any sober dis-
cussion of conservatism in jazz, horse-
man pass by —is a particularly welcome
object. Jarrett's accomplices are Gary
Peacock and Jack DeJohnette, so you
know what to expect, and you're notdis-
appointed. He hasn't tried to re-invent

- ‘-&
Go the distance \;ith the new light heavyweights from Rhythm Tech. They’re 3¢%

lighter and 50% stronger. Five hot colors: Red, Blue, Yellow, Black, and White.
Reach ‘or Rhythm Tech and pull no punches.

Rhythm Tech Inc. 511 Center Avenue, Mamaroneck, NY 10543 USA

— —_—

,( Reserved for...




the trio in his image for the date, but he
has, as he did years back, opened the
Bill Evans continent to personal hori-
zons and lovely offshore keys, and the
tunes give him a chance to play off his
obvious originality against conventions
not his own; to take a chosen piece of
material and find his own unexpected
image in it; to invent, create, subtilize,
startle, awake.

| expected the moments of privileged
sensitivity on the ballads—there are
more of them in the rhythmically ambig-
uous version of Bobby Troup's “The
Meaning Of The Blues™” than on the
more conventional take of "It Never
Entered My Mind"—which may help to
explain why the uptempa reading of “All

SYSTEM
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The Things You Are" is my clear favorite
on the disc. Jarrett plays the head
rubato, then vaults into a solo that alter-
nates Rollinsish ritards with impeccably
poised virtuoso runs—for chorus after
chorus the solo goes on, without a single
cliché in the thing and plenty of har-
monic superimposition and surprise,
and when DedJohnette puts down his
brushes and picks up his sticks to parry
and thrust with Jarrett note for note, the
music soars to an exhilarating height.
It's been awhile since I've heard some-
one play so unpredictably on changes,
and it's more than a little refreshing.
Less happily, this is also the cut on
which Jarrett's singing, never before so
clearly miked, most painfully intrudes on
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the music. On slower tunes he sounds
like some genial geezer leaning on the
piano with his third whiskey in his hand
trying to sing along, but on “Things” it's
as if an aged goat were being horribly
tormented with a sharp stick in his pri-
vates. The rest of ECM's digital record-
ing is excellent, though the bass
sometimes seems recessed. Maybe it's
Peacock; it's hard to say.

Side two has a spry "The Masquerade
Is Over” and a “God Bless The Child”
ingeniously set to a slow, sexy funk on
which Dedohnette is wonderful but Jar-
rett only parades his gospel stuff at
length—he is a method actor all right but
he does not always own every role. The
“Volume 1" of the title strikes the ambi-
tious and political note probably ines-
capable in a Jarrett project, but the
music doesn't, and another two volumes
of this sort of thing would go down easy.
— Rafl Zabor

Robert Plant
The Principle Of Moments (Atlantic)
. Perhaps the
most thank-
less task fac-
ing any suc-
cessful rocker
iS having tore-
invent a sig-
nature sound.
Led Zeppelin
wasn't just the
standard by which all other heavy rock
bands were measured, it was a sonic
presence that went beyond mere style,
and the more firmly the band became
established, the more difficuit it was to
separate the component parts from the
well-known “sound.” That was Robert
Plant's problem when he recorded his
first solo album, Pictures At Eleven, and
the solution he found then was inge-
nious enough, using the traditional Zep
architecture to support a new cast of
players.

The Principle Of Moments, however,
takes the crucial second step of
emphasizing differences, not the similar-
ities, between Plant’s old band and his
new one, and in s0 doing establishes
Plant as a major artist in his own right.
That's not to suggest that Led Zeppelin
was entirely the creation of Jimmy Page,
or even that Plant’'s singing with that
band hasn't already earned him a per-
manent place in rock history; a cursory
listen to most post-Zeppelin heavy
metal ought to demonstrate just how
clearly Plant’'s vocalisms set the rules.
On the contrary, what The Principle Of
Moments marks most clearly is how
Plant has expanded upon his musical
identity without losing it, and it's these
new aspects of his sound that are truly
worthy of notice.

Although Plant has maintained many
of his best-known vocal mannerisms, he
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avoids repetition by applying them in
new ways. “Other Arms" uses harmony
vocals to flesh out the sound at the end,
with Plant singing chopped phrases in
stuttering counterpoint; it's an idea sim-
ilar to what he used to do against Jimmy
Page's massive boogie riffs, but by
changing the textures, Plant can sing
with greater subtlety while generating
the same excitement. A similar shift of
context occurs in “Thru' With The Two
Step,” in which Robbi Blunt's guitars sail
off into the stratosphere as Plant’s
vocals peak, allowing the song its emo-
tional climax without forcing Plant into
histrionics. As a result, it's possibly his
best ballad performance ever.

Nor is the growth entirely Plant's. The
band sound on this album is remarkable,
with Blunt's guitars as singularly identifi-
able as Page's were, yet bearing only
the slightest stylistic debt. Although the
guitar's tone is thin and largely
unadorned, the instrumental tracks are
kept dense and richly detailed through
an astute application of Jazz Wood-
roffe's keyboards and Phil Collins’ busily
melodic drumming. Particularly in the
case of Blunt and Collins, the fills and
ornamentation are entirely their own, so
that on the whole the temptationtocom-
pare The Principle Of Moments to, say,
Houses Of The Holy barely exists.

Best of all, the prospect for further
growth is more than evident. Perhaps
the most striking cut on this album is

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

“Stranger Here (Than Over There),”
which uses unexpected dissonances
and a surprising sense for textural detail
to create a sonic tour de force far
beyond even the most rabid fan's expec-
tations. And when Plant follows that
minor masterpiece with the Ennio Morri-
cone-styled guitar line thaf opens "Big
Log,” it becomes quite clear that this is
indeed just the beginning — J.D.
Considine

Sam Rivers’ Winds of Manhattan
Colours (Black Saint/PSl)
If Sam Rivers'
compositions
for his ten-
piece wood-
wind ensemble
remind you of
works by An-
thony Braxton,
colours Muhal Richard
Abrams, the
members of the World Saxophone
Quartet, and even Roscoe Mitchell, it's
because certain forms, techniques and
attitudes have become common
ground. But Rivers' playing and writing
are distinctive. | love many things on
Colours —the contrasts, the lush voic-
ings, the raucous counterpoint, the top-
notch readings. It's a pity, though, thatin
order to include all six of his composi-
tions, Rivers was forced to edit out all
solo improvisation. With this omission,
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he's lost some of the emotional content
central to almost all of his small group
work as well as his earlier large ensem-
ble recordings. A piece like "Revival” is
based on the same premise (overlap-
ping patches of atonality suspended
over a very tonal bass clef vamp) as
“Tranquility” (from Crystals, 1975), but
powerful soloing made “Tranquility” a
more vibrant piece of work. Solos might
alsc have broken up the dense horn
voicings that get caught up in too much
parallel motion, and the interlocking har-
moric parades that move to an abstract
but predictable cadence.

Far all of that, “Lilacs™ is a gorgeous
collage of inspired melodic ideas (it's
the only recent composition; the others
were written in the early 70s), while
“Colours” and “Matrix" explore interest-
ing concepts of juxtaposition and po-
lyphony. But | have a feeling that if
Rivers had decided to retain the solos—
even at the cost of releasing Colours as
a double record—it would have elevated
this very solid date to a rarified place
indeed. — Clitf Tinder

Bob Marley & the Wailers
Confrontation (isiand)
BEMREsTEOAES comiwTy [1'S not gen-
erally known,
but Bob Mar-
ley had always
intended what
has proven to
be his last LP
to be part of a
trilogy that be-

- gan in 1979
with Survival, followed by Uprising in
1980, and now concluding with Confron-
tation. The first album was to be an
assessment of the agenda for the Apo-
calyptic battle between his brethrenand
Babylon, and it had all of the incendiary
might of a don't-look-back manifesto.
Whether exhorting the faithful to “Rise
yeh mighty people!” in "Wake Up And
Live,” or endorsing the revolutionary
struggles taking place in the Third World
in “Zimbabwe" and asserting that “The
preaching and talking is done!" in the
title track, Survival was a fierce call to
arms.

Uprising was an inspirational work,
intended to offer reinforcement and
even salace to the assembled ranks as
they hastened to set their spiritual
houses in order and begin drilling for the
impending clash with the fearsome
forces of inequity. The song titles said it
all: "Coming In From The Cold,” “We
And Dem,” "Real Situation,” "“Work,"
“Zion Train" and the fervent “Redemp-
tion Song,” a quietly searing assess-
ment that the campaign will be a long
one, with wrenching sorrows along the
route.

The serenity of so many of the selec-
tions on Confrontation may come as a
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surprise for those anticipating—if only
from the information just offered —that
Marley would want to wind things up
before the Last Judgment by spitting fire
and kicking ass in the best shantytown
tradition. Indeed, there are moments of
great intensity on the album, especially
during the raw, plaintive "'l Know,” where
Marley gives himself over to an explora-
tion of an aching self-doubt. But the
song concludes with the grateful admis-
sion, “Ain't it good to know now/ Jah will
be waiting there.” Clearly, this is a war
whose toughest, most heated battles will
be fought within, as everyone confronts
the presence of good and evil in their
own soul.

The central thrust of the collectionis a
poignant one, in that it is the most per-
sonal and sagacious musicaldocumen-
tation of the fated Bob Marley’s
determination to come to terms with
himself that we are likely to get. Detrac-
tors may argue that there are no gut-
grabbers here like “Concrete Jungle” or
“No Woman No Cry,” and no rockers’
reggae party soundscapes like "Lively
Up Yourself” and “Is This Love"—and
they'te absolutely right. On most of the
songs, the rhythm section is spare, pre-
cise, occasionally even delicate in a
rather acute way. There is little, for
instance, of leac guitarist Junior Mar-
vin's customarily stunning grandstand-
ing, and the interplay between the |
Three's organ-like backing vocals and
Earl Lindo's articulate keyboards is
often so lullingly seamless as to be
indistinguishable. In short, littie darts out
of the fabric of the compositions to star-
tle and jolt. Yet if listeners can seek out
the guiet place in themselves that Bob
was apparently gravitating toward, the
vivid tapestry of unequivocal bridge
burnings and devout soul yearnings that
informs this album begins to fire the
heart and the imagination in a way that
the slum scorchers and Nyabinghi
bombshells of yore did not.

Onthe cover of the album, Bob Marley
is depicted as an Ethiopian horseman
(complete with the traditional thong
stirrup—a reference to the deadly
cancer that began in Bob's toe) who's
been transformed into St. George slay-
ing the storied, satanic Dragon. It's a
grievous faceoft between Good and Evil
and Marley wields his lance with his
eyes wide open. At the high end of
religion—the non-dogmatic end—it can
sometimes give individuals the courage

Delays from pg. 90

$1095-list TC-2 digital delay. The TC-2
includes a number of interesting fea-
tures, such as auxiliary taps for multiple
outputs, digital remote control option
voltage contrallable delay time, and a
method of letting the relative pitch of the
incoming sigral modulate the delay
time.

The future

Memory costs are only going to de-
crease in the future, meaning that
delays will become even less expen-
sive, include more delay and offer better
sound quality. In fact, it's not that much
of a step from storing 64 seconds of
sound, to storing 4 minutes of sound, to
storing more than one “track” of sound,
to the point where we'll have a digital
multi-track recorder with no moving
parts. In the meanwhile, the existing
generation of long delays is facilitating
new rhythmic and muscial techniques,
and it will be interesting to see what kind
of music results from this new technol-
ogy in the years ahead.

Nana from pg.85

tothem in Rio. Most of the Brazilian pop-
ular music at that time had little to do
with all the more traditional Brazilian
things that | had learned, so to them it
was exciting. Most of the exciting cultur

al movements in Brazil—the bossa
nova, the tropicalismo, Cinema Novo—
they really come out of Bahia.”

Nana played percussion with some ot
the heavies of Brazilian pop: Joao Gil-
berto, Gilberto Gil and then Milton Nasci-
mento. He was next approached by
Argentine jazz saxophonist Gato Bar-
bieri, with whom Nana recorded and
toured for a couple of years. At a New
York recording session with Barbieri,
Nana met “players like Lenny White and
Lonnie Listen Smith...these guys were
like heroes to me. | had always listened
to American jazz records whenever |
could. So | began to see that there is a
whole lot more of the world than Brazil,
but maybe New York scared me a little,
no?" So afier a European tour with Bar-
bieri, "I decided to stay in Paris, because
she very nice for me.” (Nana has this
charming way of personifying places
and things as women. This includes his
instruments, so that a description of the
art of berimbau-playing begins to sound
more like a courtship rite.)

“In Paris,” Nana continues, “I was all
alone. | began to see it is just me and my
music. So ! just sat in my room and
stared at berimbau. This was a very
important period for me, when | began to
take berimbau away from traditional
rhythmic things and did more melodic

continued on page 114
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to act on hope and perform feats they I
would never have had the strength to
manage otherwise. But Rasta or not,
surely faith in oneself is the most difficult
and rewarding faith of all, and Confron-
tation succeeds as powerful evidence of
the inestimable value of that ultimate
struggle. — Timothy White
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By J.D. Considine

Translator Yaz

Diana Ross

The Cure

TRANSLATOR

. YAZ *
o f';l"in‘_’. W R -
'&/, .

Translator — No TFime Like Now
(415/Columbia). Translator has shown
almost exponential growth since their
debut, developing their foikie guitar
attack into the most impressive Byrds
fixation this side of Tom Petty wkile
simultaneously broadening their sound
with saxophone and more adventurous
rhythmic ideas (e.g. the tongue-twisting
rap in “LA., LA"). Yet the best thing
about this album is the songs —not only
are they melodic as hell, but Translator
may be the only rockers left wno are
capable of writing love songs that are
neither clichés nor abstractions.

Yaz — You And Me Both (Sire). The
give-and-take between Vince Clarke's
dance-floor technoiogy and Alf Moyet's
bluesy emotionalism is far betier bal-
anced this time out. Though that may
have deprived us of another workout as
steamy as “Don't Go"—"Nobody's
Diary" is close, but no cigar—it pays off
with a consistency which eluded the
debut. In other words, this is a team
effort, and one that can't be savored
through singles alone.

Asia — Alpha (Geffen). With their bloat-
ed harmonies, pompous arrangements
and formulaic wictuosity, it fmally
becomes clear that these guys aren't
failed art rockers—they're just Toto with
more ego.

The Animals — Ark (I.R.S.). Even with-
out the blues covers, this is a good old-
fashioned Animals album, right down to
the painful pun of the title. Granted, Eric
Burdon's voice shows a bit of age, but
the updated approach evens things out
nicely, with the Animals’ new-found reg-
gae coming off even tougher than the
original boogie. What was that about old
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dogs and new tricks?

Kurtis Blow — Party Time? (Mercury).
Rap’s reigning intellectual didn'tjust fina
a new layer of irony while tapping inta
D.C's go-gco scene—he also came
away with a tough percussion boost to
his own delivery, and his best single
since "The Breaks™ in the title track. This
EP rounds out the hit with some tough
commentary, but if you'd rather dance
than think, stick with the 12-inch.
David Thomas & the Pedestrians —
Variations On A Theme (Sixth Interna-
tional). David Thomas has always
treated his freakish helium-falsetto as a
sort of stylistic pratfall, and that's what
gives this album its cartoonish charm.
From the Bill Haley-meets-Heckle &
Jeckle bop of "Bird Town" (abetted by
the fluid guitar of Richard Thompson) to
the garbage-can march cacences of
“The Rain,” Thomas' wacky inventive-
ness runs amok with delightful results.
This may not be art, but it sute is fun to
listen to. {Distributed by Rough Trage,
326 Sixth Street, San Francisco, CA
94103)

Various Artists — Attack Of The Kiker
B's (Warner Bros.). This collection of B-
sides ana non-album tracks is a bless-
ing to every fan who hopes to complete
a collection without paying fanatics'
prices. Of particular interest are “Love
Goes To A Building On Fire,” the auspi-
cious debut of Talking Heads; “You're
My Favorite Waste Of Time," a delightful
demo proving that Marshall Crenshaw is
his own best producer, and Laurie An-
derson’s rough-draft "Waik The Dog.”
Herbie Hancock — Future Shock
(Columbia). With Material’s Bill Laswell
and Michael Beinhorn on hand, Han-

cock finally gets a funk rhythm section
sophisticated enough to keep him on his
toes, yet commercial enough to earn
him hits. Plus, it's great to hear guitarist
Pete Cosey again, even if on a song as
muddle-headed as the title track. But
why does the hit, “Rockit,” always sound
better when I'm fighting mid-town traffic
than when I'm just listening?
Arthur Brown — Requiem (Republic).
Requiem is an end-of-the-world con-
cept album that comes on with a bang,
not a whimper, and may well be the best
thing that Arthur Brown has ever done.
It's got all of the sonic excess you'd
expect from the man who gave us “Fire,”
but Brown's ornate art-rock tendencies
are invariably backed up with enough
visceral punch to make them marvel-
ously affecting, not merely affected,
while producer Earl Mankey handles the
electronics well enough to maintain an
unusually high level of interest and
detail. A remarkable album, and well
worth writing away for. (1200 So. Con-
gress Avenue, Austin, TX 78704)
DFX2 — Emotion (MCA). Ignore the
seemingly technoid name and listen to
the raw, Stones-like passion of the music,
then ask yourself if this EP isn't the best
straight-ahead rock debut of 1983.
Violent Femmes — Violent Femmes
(Slash). Busking hasn't been much of a
starting point for rock 'n’ rollers, but it's
done wonders for the scaled-down wit
and sound of this Minneapolis trio. Itisn't
the oddly portable sound of guitar,
acoustic bass guitar and snare that
marks this band so much as the flexibil-
ity that street-playing has given their
music. Did | mention that it really rocks?
continued on page 110




It you've had the ehance to experience Gary Moore
in concert with Thin Lizzy, The Greg Lake Band
or more recently the Gary Moore Band, you know
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JAZZ

By Francis Davis
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Steve Lacy — Prospectus (hat ART,
available from New Music Distribution
Service, 500 Broadway, New York, NY
10012); Roswell Rudd, Steve Lacy,
Misha Mengelberg, Kent Carter &
Han Bennink — Regeneration (Soul
Note/PolyGram Specrtal Imports} Well
into his second decade of voluntary
European exile, sopranoist Lacy hasthe
satisfaction of hearing his epigrammatic
compositions performed by a sextet
which, without one iota of fanfare, has
gradually become cf the finest units
anywhere in the world. The coiling poly-
phony between Lacy and fellow saxo-
phonist Steve Potts, the animating
pentatonics of pianist Bobby Few, the
unholy matrimony Irene Aebi ministers
between sprechstimme and scat, and
the buffering presence of added starter
George Lewis' trombone all conspire to
make this hat ART double one of the
group’s most expansive and enjoyable
outings on record Only "Cliches”
meanders, and even there, a children's
percussion section helps keep things in
perspective. The Soul Note release
celebrates another of Lacy's periodic
reunions with his partner from the Band
That Played Monk and Only Monk—
Roswell Rudd, a great trcmbonist who
goes for the jugular, but in a jocular vein.
Three tunes apiece by Monk and Herbie
Nichols ensure there's never a dull
moment, and the emphasis on what is,
after all, piano music gives Mengelberg
every opportunity to indulge his dry
whimsy.

Danny Zeitlin & Charlie Haden —
Time Remembers One Time Once
(ECM/PSI). These clinging auets not
only enable you ta hear Haden, the most
commanding of post-Mingus bassists,
up close, they also make an eloquent
case on behalf of Zeitlin, a psychiatrist
and avocationat musician who has
miraculously blossomed intc a vigor-
ously lyric, tonally comgelling pianist.
Tim Berne — The Ancestors (Soul
Note/PSl). Altoist Berne has put out a
number of good records on his own
label, but it's his first Soul Note that
announces his emergence as a writer
and soloist to watch. His compositions
are bold and highly flammable, and the
members of his sextet (including trom-
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bonist Ray Anderson) have the wisdom
to realize that the best means of igniting
them is to approach them with cool
heads.

Hank Crawford — Midnight Ramble
(Milestone). The goal was torekindle the
sanctified fervor of the altoist's Ray
Charles-era Atlantics, but were those
early Atlantics really this good? Craw-
ford testifies like the very definition of
Soul and Inspiration, and Dr. John's
piano adds precisely the right droll note.
Highly recommended.

Joe Turner & Roomful Of Blues —
Bluestrain (Muse). A while back, |
wished aloud that someone would re-
cord Turner with Roomful, and look at
this—(my wish is the industry's com-
mand) someone has! Yet (you can't
please some people), | wonder now if
the singer wouldn't benefit from backing
just a touch more dapper than these
ham-fisted R&B revivalists are able to
supply. Still, Turner is a wonder of
nature —the whale that swallowed
Jonah, and Jonah hasn't shut his mouth
since—and I'll gratefully accept every
opportunity to hear him bellow.
Andrew Cyrille — The Navigator (Soul
Note/PSI). | miss David Ware and the
way his tenor diced with Ted Daniels’
trumpet along the front line. But Daniels
is still on hand, and this time around
Sonnelius Smith's piano adds a rumbling
undercurrent of lyricism to Cyrille's
quartet, a band as purposeful and well-
organized as bands led by drummers
always seem to be, somehow.

Rova — /nvisible Frames (Fore 80, from
Daybreak Express, Box 250, Van Brunt
Station, Brooklyn, NY 11215). Theinevit-
able comparison is to the World Saxo-
phone Quartet, but this saxophone
quartet's detonations are more implo-
sive, its landscapes strewn with the
waste-land philosophies of the post-
Webern classical avant-garde. it's peb-
bly music, tough to get used to, but the
three long pieces here propose tangen-
tial relationships between composition
and improvisation in @ manner that is
stimulating, at times even thriliing.
Jimmy Giuffre — Dragonfly (Soul
Note/PSli). Giuffre's first in over half a
decade suffers from his sudden interest
in electronics, but where else are you

going to hear clarinet playing this
adventurous or this idiosyncratic (not to
mention tenor this lazy and Lester-
inspired)? And even on the electrified
cuts, he's sometimes the beneficiary of
beginner's luck.
Jameel Moondoc — Konstanze's
Delight (Soul Note/PSlI). | could do with-
out Ellen Christi's Jeanne Lee-derived
vocal tracery, but there are striking
moments here from trumpeter Roy
Campbell, vibist Khan Jamal, and drum-
mer Dennis Charles, as well as from the
leader, an explosive altoist who uses
early Coleman as his launching pad.
Art Farmer — Warm Valley (Concord
Jazz). The flugelhornist is on a winning
streak, with yet another airy and melo-
dious album and a band (Fred Hirsh,
piano; Ray Drummond, bass; Akiri Tana,
drums) as diverting as any he has led
since his great early-60s quartet with
Jim Hall.
Gerald Wilson — Jessica (Trend); Ed
Palermo (VHR, 229 West 26th, New
York, NY 10001). The Big Band Sound of
Today—the mid-70s. But seriously, | like
Wilson a lot. The West Coast veteran's
parading orchestrations of three Elling-
tons, one Earth, Wind & Fire, and two
originals clear plenty of room for such
talented soloists as Harold Land and
Oscar Brashear to strut their stuff. Paler-
mo's band is the resident Monday night
attraction at 7th Avenue South. While his
Charfs are trimmer and more intricate
(more judiciously “contemporary”) than
Wilson's, the solos arising from them (by
Randy Brecker and Edgar Winter,
among others) strike me as pedestrian.
Buddy Tate — Quartet (Sackville).
When people talk about the Texas
Tenors, one of the things they're alluding
to, whether they know it or not, is the
lingering influence of Buddy Tate. This
unhurried session with a fine Canadian
rhythm section captained by pianist
Wray Downes is a perfect introductionto
a decisive figure who has never really
gotten his proper due.
Buck Hill — /mpressions (Steeple-
Chase). July 11 and 12,1981 atthe North
Sea Jazz Festival apparently were not
two of the bountiful Washington, D.C.
tenor's better nights. Still, his endless
continued on page 111




American-made.
World-played.

Gibson. The first name in guitars. The final
word in quality.

Two examples of this enduring excellence
are the original dishtop Les Paul’, renowned
as rock’s greatest guitar, and the versatile
ES-335 Dot, perfect for any player’s arsenal.
Like every Gibson since 1894, these instru-
ments are created from a unique marriage
of materials and expertise.

A _Gibson" is mass and density crafted into
brilliance and sustain. It is electronics on

the edge of today’s sound, destined to be
tomorrow’s classic.

Gibson. Made in America. Best in the worid.

N\

I/
Iéso The first name in guitars.
. Yesterday, today, tomorrow.

-

FLrc poster fize rsonat of Gibson's U S guitar, send $2 501a Gibisar. Literature Dapt . P O Bos 100087 Mashville, (M 3 /275

World Radio History
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'RETAILERS!

Looking for a profit-plLs item that
supports your product sales? Join
the growing number of Musician
dealers. Ca!l Chrp coliect at617-281-
3110 for mo-e infarmation

READER SERVICE

The following companies would Ive tw send you infcon
thew products and services Just send along this
column wity you* cnaices che ckedt and we'll do the rest
Allow 4-8 waeks for delivery Fortaster service. pleuse
write te: the reanufacturer directly

*P.A. & Audio * Gultar & Effects
QOtari. 25 Ovender. 11 32, 33
QRane, 26 Qibansz, 13, 107
QOBeyer, 74 QVYamaha, 15, 17
OAKG, 85 ONadvy, 30
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QHonner, 99
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Wham! U.K. — Fantastic (Columbia).
Ah, to be young, trendy and vapid! This
pretty-boy duo is the latest thing among
post-disco Britons too young to know the
disco records that Wham! rips off, and too
shallow to care about the band's chronic
lack of depth. Fortunately, we Americans
are too smart for that—aren't we?
Bernard Edwards — Gl/ad To Be Here
(Atlantic). While Nile Rodgers' solo
album was a real stepping out, Edwards’
effort is just a Chic album in disguise.
Not that I'm complaining, especially
since "Don’'t Do Me Wrong," “Hard Lov-
ing Man” and the title track are the best
Chic songs in two years. | just wish there
weren't so much difference between
Edwards’ originals and his cover of Smo-
key Robinson's "You've Really Got A
Hold On Me.”

The Cure — The Walk (Sire). Despite
the fact that the Cure are basically a
sound-effects outfit, they do come up
with a great song every now and then:
“Killing An Arab,” “Jumping Someone
Else’'s Train” and, on this one, "Let's Go
To Bed.” But the reason to buy this EP
instead of the 12-inch single is that the
sound effects collected here sound
more like songs than ever, and “The
Dream" is almost as good as “Let's Go
To Bed.”
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Mari Wilson — Show People (London).
This is the classic Dionne Warwick
sound, only without Bacharach & David's
writing or Warwick’s voice. A real con-
ceptual triumph, as you might imagine.
Bad Brains — Rock For Light (PVC).
The hook here is supposed to be the fact
that these Rasta Washingtonians play
reggae and hard core, not mixed
together but placed side-by-side. But
though their hard core is phenomenal—
not just full-tilt aggro, but melodic and
heavily chops-intensive—their reggae
iS SO mannered as to seem semi-
parodic. Guess Jah works in mysterious
ways, too.

New Horizons Something New
(Columbia). Like all Roger Troutman's
productions, this album rides the same
groove that gave us "More Bounce To
The Ounce” and the rest of the Zapp
liturgy. What sets New Horizons apart,
however, is that they have figured out
how to use four-part vocal arrange-
ments to further the beat as well as fat-
ten it. So instead of just a half-hour’s
worth of groove, we get songs, too.
What'll they think of next?

The Doobie Brothers — Farewell Tour
(Warner Bros.). | was all for the added
technical proficiency until they added
funk to “Black Water™" and removed the
rock from “China Grove.” Then I remem-

BACK ISSUES

No 18
No 22
No 24
No 25
No 28
No 29
No 30
No 31
No 32
No 33
No.34
No.35
No 36
No 37
No 39
No 40
No. 41
No 42
No 44
No 45
No 46
No.47
No.48
No.49
No.50
No. 51
No.53
No.54
No.55
No 56
No.57
No 58
No 59

Pat Metheny, Jazz Organ. Dire Straits

Stevie Wonder. Rock and Jazz in the 70s
Bob Marley. Sun Ra, Free Jazz & Punk

Bob Seger. Julus Hemphill. Tom Petty

Mark Knopfler. Roxy Music. DeJohnette
Mike McDonald, Capt. Beefheart Oregon
Bruce Springsteen. Best in Rock & Jazz
Steely Dan John Lennon, Steve Winwood
Talking Heads. Brian Eno A

The Clash. Lindsey Buckingham, RS Jackson
Tom Petty, Wayne Shorter LA Punk

The Doors, David Lindley. Carla Bley
Gratetul Dead. Koolathon, Skunk Baxter
Reggae. The Rolling Stones, Rickie Lee Jones
Cars Keyboardists, Earth. Wind & Fire

Ringo Drummers, Devo, Rossington-Colling
Miles Genesis, Lowell George

Hall & Oates, Zappa, Jaki Byard

Graham Parker, Nick Lowe, Lester Bowie
Willie Nelson, John McLaughtin, the Motels
Pete Townshend, Warren Zevon, Squeeze
Van Halen, the Clash, Quincy Jones

Steve Winwood. Steve Miller, Brian Eno

Nell Young. Foreigner. Go-Go's

Billy Joel Pink Floyd. Corporate Rock

Joni Mitchell. Andy Summers, Tacuma/Ulmer
Tom Petty. Don Cherry, Ric Ocasek

Bob Seger. Todd Rundgren, Randy Newman

. David Bowie, Psy Furs, U2

The Police, Home Recording Special
Bob Marley Don Henley, Ramones
The Kinks, Marvin Gaye, Bryan Ferry
Prince, Joan Jett. Beach Boys

I have marked the issues I'd like to have. Please send

me

magazines at $3.00 each ($4.50 for each

copy maited outside the U.S.)

| have enclosed $

Name
Street

City

State

U.S. funds onty

Zlp

MUSICIAN, PO. Box 701. Gloucester, MA 01930




bered everybody hates long goodbyes.
Diana Ross — Ross (RCA). Having
farmed out her production to the im-
mensely able Gary Katz and Ray Parker,
Jr, Lady Di continues her campaign to
cross over from R&B to mainstream
pop. Trouble is, when Katz is at the helm
the sound may be top forty, but the
songs are forgettable; while Parker’s
cuts, though catchy, are mainly R&B
and represent the, uh. minority interest
on the album.

Men Without Hats — Rhythm Qf Youth
(Backstreet). “Safety Dance”” may be a
novelty dance hit, but this is no novelty
band—their sound is too consistent for
that. What a pity its consistency is large-
ly manifested in being dependably
boring.
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string of variations on the Coltrane line
and the punctilious piano solos of
Reuben Brown are enough to make me
envy listeners in the capitol, who pre-
sumably get to hear this stuff all the time.
George Kawaguchi & Art Blakey —
Killer Joe (Storyville), Dizzy Gillespie &
Arturo Sandoval — 7o A Finland Sta-
tion (Pablo). Jazz International, Part |.
The addition of a Japanese drummer to
the Messengers just results in more of
the same. But you know as well as | do
that the same means some pretty heady
stuff. Wallace Roney, Slide Hampton and
Branford Marsalis are the horns deiiver-
ing the Message this time. Together with
a Finnish rhythm section, Cuban trum-
peter Sandoval prods Gillespie to some
of the zestier playing he's done lately.
There's only one Dizzy Gillespie, to be
sure, but there are passages here when
it's difficult to tell which joshing trumpe-
ter he is.

The Ganelin Trio — New Wine. .. (Leo):
Anatoly Vapirov & Sergey Kuryokhin
— Sentenced To Silence (Leo, from
N.M.D.S). Jazz Internationale, Part |l.
The British label Leo is providing an
invaluable service to listeners every-
where with its sub rosa releases of
improvised music from the U.S.S.R. But
New Wine is simply a beautiful record
regardless of origin. The most remarka-
ble thing about the Ganelin Trio (pianist/
composer V. Ganelin, drummer V. Tara-
sov, and hiowtizer saxophonist V. Cheka-
sin) is that their music sounds not at all
derivative, though American ears like
mine can count off any number of cb-
vious influences. Their originality an-
nounces itself most audibly in the out-
rageous musical puns which salt this
agitated album-length performance,
and in the precision which makes such
moments of levity possible in the first
place. The other new Leo features pian-
ist Kuryokhin's somber solos and his
quarrelsome duets with Vapirov, a saxo-
phonist imprisoned by Soviet authorities
for “private enterprise.”

LEARN MUSIC THE WAY
QUINCY JONES DID.

AT BERKLEE.

/ “Berkiee is the training
ground of industry professionalism.
Berklee students walk right out of
school into Quincy Jones sessions with no stops in between
... Ernie Watts, Harvey Mason, Neil Stubenhaus, Abe
Laboriel, John Robinson are Berklee students who are
instrumental in the music I make. Berklee College of
Music trains you for the big leagues. Take it from me.”
—Quincy Jones
Berklee has produced thousands of professionals
who now enjoy successful careers in: all aspects of today’s
music business. For a current catalog, contact the Berklee
Admissions Office. Call toll-free: 1-800-633-3311 (9 a.m.
to 5 p.m. EST). In Massachusetts call: 617-266-1400. Or,
write: BERKLEE, Admissions Office, Dept. F2, 1140
Boylston Street, Boston, MA 02215.

Berklee

College of Music

Where carcers in music begin.
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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,

 BOOKS & PUBLICATIONS

NEW WAVE COCKTAIL GUIDE. The most
outrageous and latest NEW WAVE and PUNK drink
recipes, including the popular Dead Preppy and
Nuclear Freeze. $7.95, NUWAVES, P.O. Box 10028,
Kansas City, MO 64111,

UNIVERSITY MUSIC SCHOLARSHIPS are
available. Young musicians 13 and up prepare your-
selves properly. Thirteen-page information booklet
$5.00 with SASE and 3 stamps. Al Babcock, P.O
Box 381172, Miami, FL 33138

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 ard video production; artist
representation and management. retailhng and whole
sabng. record promotion and marketing, copynght and
musiC indusiry law, songwriters and music publishing;
and more Employment assistance. Write tor free bro-
chure and career guide MBI Suite 400M, 2970 Peach-
tree Rd. NW, Atlanta, GA 30305 (404) 231-3303.

HYPNOSIS MUSIC PSYCHING — Yes, your
musical talents and abiliies can be enhanced with
hypnosis just like athletes improve themselves with
sports hypnosis. The internationally-known Reed
Group has produced four different, yet compatible,
tape programs for music. Drumming, guitar, key-
board and general musician. For more information
send SASE. Or better yet—order yours today from:
The Reed Group, 1550 Orchid Court, Longview, WA
98632. Only $16.95. Guaranteed. Specify tape.

INSTRUMENTS

| THE ROACH ** 1982 Lead Guitar method. Keys A-G,
Lead Guitar patterns & finger positioning technique.
Tired of getting lost when playing lead guitar? Tired

l of playing in the first three frets? Let THE ROACH
put you “'on stage.” Send $19.95 (postage paid) (Kan-

| sas add 4%2% tax) TO: RJH Products, P. 0. Box 1374,

l Manhattan, Ks66502; faster servicesend money order.

| Name
I Address

City 'State Zip
| ROACH “T" Shirts, $7.95 Sm, M. L. XL
|} (Postage/handling Paid)

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

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,

VINTAGE INSTRUMENTS FOR SALE:
Guitars, Mandolins, Banjos, Rock, Bluegrass, Jazz
Send for free in-stock hist. LARK STREET MUSIC,
221 Lark Street, Albany, NY 12210. (518) 463-6033
except Saturday. Always buying used instruments.
We ship everywhere
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LEFT-HAND GUITAR SHOP. New, Used and
Vintage, complete access. Write 6615 Backlick Rd.,
Springfield, VA 22150. (703) 451-0752.

GUITARS/FREE DISCOUNT CATALOG.
Qvation, Martin, Guild, Yamaha, Dobro. Mandolins
Gibson, Kentucky, Washburn. Banjos: Stelling,
Gibson. MANDOLIN BROS. 629-M Forest, Staten Island,
NY 10310. (212) 981-3226.

BAMBOO FLUTES —hand finished and engraved
Alto, concert, soprano, piccolo ranges. Major, minor,
modal, blues scales. Bob McNulty, RD#1, Box 358,
Centre Hall, PA 16828,

STRINGS, PICKS, PICKUPS at Discount -
Prices! We carry only high quality name brand mer-
chandise. FREE price list. Mait America, P.O. Box
8939, Baitimore, MD 21222.

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

MISCELLANEOUS

e el
REMOVES VOCAL FROMMOST STEREO DISCS
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.

YOU SHOULD SEE US

For:

* Time Delay/Ambience

« Studio Echo/Reverb

» Tape Noise Reduction

» Parametric Equalization §
* Electronic Crossovers

* Compressor/Expanders
* Mic Preamp/Mixers

We manufacture a full line of high qualityraud Yandirecording
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 30086, Phone (404) 493-1258
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.

'MUSICIANS

ALL SONGWRITERS
MUSICIANS

Get your music to the right person Com-
plete 1984 Contact Sheet —every major U S
record label listed including NAMES (A&R—
those who do the listening) saves you hours
of research Current with updates Only

$800 1o
S. CARROLL
P.O. Box 556, Floral Park, NY 11002

MUJSICIANS
GET WITH IT!

WHY WAIT FOR THE RIGHT GROUP OR RIGHT
MUSICIANS TO FIND YOU? YOU CAN FIND THEM|

CALL US! tHe MUSIC INDUSTRY'S
LARGEST NATIONWIDE REFERARAL

GETTHINGS ROLLING — NOW!

\ms,r.nn..\ ‘.\'AANSI[IUAA

CALL TOLL-FREE: (800) 328-8660

e O = Tty | =Y e e ——

1983 MUSIC BUSINESSDIRECTORY—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

HAVE YOU DEVELOPEDan innovative program
or application in the computer music field, or a pos-
sible service based on its use? Are youinterestedin
selling 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 PHOTOSLTD., Box 15293-M, -
Chesapeake, VA 23320-0293.

RECORDS & TAPES

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. 58-1083, New Rochelle, NY 10801.

WORLD'S LARGEST RECORD COLLECTORS
magazine —Gotdmine; over 50,000 records offered
each monthly issue. All types, all labels. Plus inter-
views with recording stars, past and present. 50s
and 60s rock, country western, new wave, blues.
Sample $2.50. 12 issues $20.00 (U.S. only). GOLD-
MINE, Dept. AAS5, lola, Wi 54990.

EUGENE BEYALE "MR. INDIAN" Navajo song-
writer, singer, lead guitar—"MORNING STAR" LP/
Cassette $8.00. EAGLE CHANTER MUSIC, 10 W.
15th Street, #12L, New York City, NY 10011,

How To Talk To Women
Now on cassette! Eric Weber's famous
New York City course! Learn: Best Open-
ing Lines, Overcoming , 50 Grest
Meeting Places, How To Make Women
Like You, and much, much more!
Thousands have paid $25 to attend this
course. Now yours on cassette for only
$7.95 phes $2.00 shipping! (includes FREE
catalog) Send to: SYMPHONY PRESS, INC.,
Dept. MS-90, P.0. Box 515, Tesafly, W) 87670

SONGWRITERS

LEAD SHEETS AND DEMOS: Beautiful sheet
music typed lyrnics/printed graphics. Multi-track
demaonstration 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.
Wilcox, 940, Hollywood, CA 90028. For latest issue
send $2.00

SONGWRITERS
WANT INCOME WHILE YOU'RE

WAITING FOR THAT HIT?
Write ingles! THE JINGLE HANDBOOK details
the ins and outs of getting into the jingle business.
Written by a jingle producer. Send $5.00 to

MEJELIA BOOKS

P.O. BOX 1313A

COLUMBIA, MD 21044

SERVICES

RUN YOUR CLASSIFIED AD in America’s #1
Trade Music Magazine. ABC audited. $1.55 per
word. Display $64.00 per column inch. Major credit
cards accepted. Call Jeff at BILLBOARD MAGA-
ZINE, (800) 223-7524.

CLASSIFIED: $1.25 per word, $25.00 min. DIS-
PLAY $100 per column inch. Please enclose
payment, your street address and phone
number. MasterCard/Visa/American Express
accepted. Call Cindy at (617) 281-3110.



A Musician’s Guide to the Road .. . 0-7583-4 . . . $7.95 paper
The Music/Record Career Handbook . . . 0-7581-8 . .. $16.95
This Business of Disco . . . 0-7756-X . . . $14.50

This Business of Radio Programming . . . 0-7760-8 . .. $16.50
This Business of Music . . . 0-7753-5 . . . $18.50

Successful Artist Management . . . 0-5000-9 . . . $17.50
More About This Business of Music . . . 0-7566-4 . . . $12.95
How To Make and Sell Your Own Record . .. BB6993 ... $11.95

GOT‘
: 1982 Songwriter's Market . . . BB0557 . . . $12.95

" i  Producing Hit Records . . . BB7195 . . . $17.50
Moguls: Inside the Business of Show Buslness . . . BB5242
amen
..12.95
Home Recording for Musicians . . . BB2019 . . . $9.95
Electronic Projects for Musicians . . . BB2011 . . . $14.95

The Musician’s Guide to Independent Record Production
BB2596 . . . $12.95
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Nana from pg. 105
thing with it." The start of the Nana Vas-
concelos Thing? Nana took his berim-
bau and did his thing with it in the streets
of Paris for anyone who happened by
One man who happened by was an ex-
patriate Brazilian running a small record
company. He offered Nana a one-off re
cording contract, which resulted in an
obscure, now out of print, self-titled solo
percussion album

Another man who happened by rana
clinic for psychologically disturbed
children in a chateau on the outskirts of
Paris. He invited Nana to the clinic as an
artist-in-residence and all-around
instructor. Nana accepted, and in work
ing with the children for aimost three

straight years—during which he did no
concerts or recordings—he found that
‘music could be anything ana every-
thing...l learned as much from the chil-
dren as they learned from me We did
breathing exercises, things Ike that
That all comes from this time. Mainly |
realized important things, like that |
become the music, not just the musi-
cian. And that silence is as important as
sound. As a musician, | came te feel that
| play most when | don't play, ba, ha
Next Nana met guitarist Egberto Gis-
monti, fresh from a Vienna conservatory
stint. They recorded Danca Das Cabe-
cas, after which Nana returned to Paris
and played with Jean-Luc Ponty and
Dollar Brand, recording an unreleased

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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session with Brand, Johnny Dyani and
Don Cherry (Somebody find it and
release it, quick!). Then he went to New
York to begin a U.S. tour with Gismonti
during which he met Cherry again
decided to stay in New York, and then
worked on his own solo album as well as
the two Codona records with Walcott
and Cherry.

Which brings us up to the present, and
what may be the most exciting aspect of
the Nana Vasconcelos Thing yet. Sev-
eral months ago, through a New York
community service project, Nana met a
young South Bronx gang of break
dancers (the ghetto variant on gymnas
tics and Russian kyzatzky where, to the
accompaniment of rap music, kids exe
cute what seem to be literally break-
neck tumbles and spins on their
shoulders, as well as integrating street-
corner signifying and 70s robot-dancing
into a vital new form of spontaneous
urban choreography). Once again, the
kids and Vasconcelos got along fa-
mously. At a Village Gate performance,
Nana played berimbau and cuica and
shakers and gongs and talking drum
and thunder sheet and voice and an
Oberheim DMX drum computer to
accompany the break-dancing of the
Magnificent Force. He pushed a few but-
tons, set a few sliders, and out of that box
came some rhythms so ferociously
funky, so dynamically polyrhythmic yet
right on the one, that they'd enhance any
hot New York indie street funk record
Spontaneously programming rhythms
as the dancers broke into their whirls
and tumbles and the crowd roared,
Nana conjured a syncopated second
line stretching from the jungle clave to
the street-corner handclap, building
killer snake-hips funk rhythms that per-
fectly balanced the burbling liquid
splash of Brazilian rhythms with James
Brown's “new-new, super-heavy funk.”

Nana will be working his percussive
magic on several upcoming projects: a
film soundtrack for Italian television and
Brazilian Cinema Novo director Carlos
Diegue; accompaniment for a modern
ballet troupe to be named later; and a
solo tour which you really should see
Zumbi, Nana's new Europa LP, is also
something you really should hear.

Hopefully, Nana will also tour with the
break-dancers, so that the rest of you
out there can feel the joy of becoming
once more like children, dancing to the
singing rhythm of a very different
drummer. When | told Nana how re-
markable the meeting of Brazilian
natural-primitive with post-modern
urban electronics seemed to me, he just
laughed and said, “Yes, but the break-
dancing is like a big city version of the
capoeira!"

Right. Like | almost said back at the
beginning: “I have seen the future of
world music, and its name is
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The VIP Series — what the experts say. _-7 KAMAN

Paco De Lucia, world renowned' guitarist

aco De Lucia is one of :he
most recognized names in

ks 2 P~ acoustic nylon string guitar play-
Omega CIaSSICS ing today. hkis distinctive and in-
. tricate playing has placed him
m amongst the world's respecied
50" IaS mE_Ior es Cue aS players. From burning ‘lamenco
99 solos to jazz @nsemble with Al
que he tocado DiMeoia. John McLaughlin, Larry
. eoe Coryeh and Chick Corea—his
style is unparalleled. Pacc
recognizes tre importance of
strings in his musical expression.
His choice? Omega Classics
from Adamas!!

Ormrega Classics are enci-
neered for :he musician who
demands mcre from a classical
guitar. The basses are mace:
from a specially desicmed single
stranc ¢f woven synthetic: belt,
and retain :heir firm touch 2ven
after several hours of dlay with-
out getting “‘soft.”” Kamam
enginzers have develcped a.
silver plated cadmium broaze
wrap material specially for c'assic
strings. This. new wrap wire s
10% stronger than coaventional .
silver p:ated copper and resuits
in fuller sounding bass strings
with more p-ojection.

The nylom trebles zre manu-
factured using a unicue “mono-
draw’' process—an expensive
methoc that produces strings so
perfectly formed that they do not
requice: any abrasive polishing.
Ome3ja Classics trebies are true
in dimension to one t2n ‘hous-
andth of an inch.

Paco De Lucia krows what
sounds bes:—that’s why he uses
Omega Classics from Adamas.

K AMAN VUSICAL STRING ZORP.
Photo by, Candace Bevier P.O: BOX 827, BLOOMFIELD: €T 06002






