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EX 800

The KORG MID

More options, more control,
more accessible, more affordable.

As the manufacturer of the largest
selling clectronic keyboards in the
United States, Korg was one of the
first to make a longterm commit-
ment to the Musical Instrument
Digital Interface (MIDI) System.
g Tapping the enormous
— potential of this

umversal inter-
face, we are
building the Korg
MIDI System: a compre-
hensive arrangement
of MIDI-cquipped syn-
thesizers, expander modules, drum
machines, synchronizers and com-
puter software designed to give you
the most “uscr-friendly™ control
over your music for composing,
arranging, reccording, scoring and
live performance.

We started oft by establishing a
new class of synthesizers with our
precedent-sctting Poly 800, the first
lightweight and portable ught
voice poﬁ“ phonic synth. It
offers you 64 professional-

POLY 800

sounding programs, digital control
over 50 parameters, bult-in
sequencer and MIDI interfacing,

in a remarkably atfordable
keyboard.

To expand even further the
Poly 800’s or any MIDI keyboard’s
potential for new sounds, we're
mtroducing the new Korg EX 800
Expander Module. The EX 800
duplicates the sonic architecture
of the now established Poly 800,
including a “layering” mode for
thicker sounds and more complex
voicings, in a cost and space-cthicient
packaga (optlonally rack-mountable)
so you can literally double your
music-making possibilitics.

Our new RK 100 Remote MIDI
Keyboard provides cftective
control over any MIDI-
cquipped synthe-




sizer or expander module in a
compact 41 note format weighing
less than 10 Ibs. A triumph of
human-engineering, the RK 100
promises any keyboardist the

full stage mobility and musical
expressivencss enjoyed by guitar-
ists, with special features like
spring-loaded Pitch/Mod wheels,
Remote Program-Select and a
MIDI volume control.

Korg’s new KMS 30 MIDI
: : . Synchronizer
L2 ¥ expands your

system’s poten-

| tial by synchro-
=0 9.
| EN CMSDO. Lo
| BEv— five otherwise

| KMS 30 SYNCHRONIZER incompatible

synths, sequencers or drum
machines to cach other. The KMS 30
| will also sync everything to a single
l tape track so that your complete
| rhythm section
doesn’t have to be
recorded until final
mixdown.
Korg’s dedication to
MIDI means more than
Jjust a succession of sys-
tem-related products. It
involves a growing
library of Musical
Software, like our Korg
4 Track Sequencer and a
*" Music Scoring program. Our
software will be constantly updated
and expanded to maximize the sys-
tem’s potential control over music.
Our commitment is also demon-
strated when we retrofit a classic

POLY 61-M

synthesizer like
the Korg Poly-61M
with MIDI to bring its varied reper-
toire of warm analog sounds into the
most up-to-date technological context.
We didn’t get involved with
MIDI as the “state-of-the-art”
thing to do. We developed the
instantly accessible, cost efficient
Korg MIDI System to give you
the most creative options for the
money whenever you write,
record, practice or perform music.
To learn more about the potential
of MIDI and the Korg MIDI
System, contact your local dealer

POLY 61-M
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This diogrom is on ple of the full impl ation of the Korg MIDI system.
Korg MIDI interfacing is so flexible you con stort with os little as two devices ond
expand your setup into o full customized configuration tailored for your needs.

or send $1.00 (check or money

order) for a full color catalog to
Unicord, 89 Frost St., Westbury;,
New York 11590. .

xclusively

KORG /Unicora
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We don’t call the TR-909 a drum machine for some very good reasons. True, it's a machine
that makes drum sounds, but that's the end of any similarities between run-of-the-mill drum
machines and the In fact, playing with the TR-909 is more like
playing with a real drummer than anything else. Here's why. We start with
digital recordings of real drums, then through a 3-D waveform analysis, re-create the sounds
through a hybird digital/analog process. Not only does this provide the best drum sounds,
but also the most flexible. Change the snap of the snare, the decay of the bass, you call it. The
sounds you get are the sounds you really want. Even better—in addition to the 11 internal
drum sounds, add up to 16 more drum sounds (digital and analog) through external sound
modules. That means 27 drum sounds with no major surgery.
Program a roll on most drum machines and you'll see why they're called machines. That's
why the TR-309 gives you the choice of Step Programming (highly visual and accurate) PLUS
the additional spontaneity of Real-time Programming. The TR-909 also gives the most
expressive and easily programmed dynamics. Think of any way to
interface, and you'll find it on the TR-909. MIDI, Sync-24, Tape Memory Save/Load, RAM-Pak
Program storage, they're all here. So what does this mean? It means that years from now,
when other drum machines are sitting in the closet gathering dust, your TR-909 will still be
on the job. Hook up the TR-909 through MIDI to a personal computer (like the Apple Il or IBM
PC). Only Roland has the Hardware and the Software to make it possible.

Compare the results you get from the TR-909 Rhythm Composer with any drum
machine. Because why would you want a machine, when you can have a Rhythm Composer?
RolandCorp US, 7200 Dominion Circle, LA, CA 90040.
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BRUCE
SPRINGSTEEN

A two-part look at the season’s hottest
concert and recording attraction, a
champion of new morals and a skilled
chronicler of American travails and
triumphs. First Chet F lippo sits down
for a rare chat with the elusive Bruce,
plumbing the depths of his songs’
varied characters and the steadfast
structure of his basic beliefs. Then
Bill Flanagan talks at length with the
E Street Band, now tighter and more
commutted than ever. A high-octane
twin-bill spectacular—required read-
ing for Springsteen fanatics and rock
'n rollers of all persuasions.

By Chet Flippo
& Bill Flanagan
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The Techstar Electronic Percussion System from Tama embodies the design philosophy for the New Age—bold, functional
and totally new! The designers at Tama have incorporated technical innovations and imaginative system designs to rewrite
the book on electronic percussion. Advanced drum-voice generation techniques create an exciting range of professional
drum sounds, from subtle to awesome! The revolutionary Techstar Drum Pad brings back the performance, the " feel”
and the sensitivity of acoustic drums. Professional features make Techstar perfect for stage, studio and for private prac-
ticing. The Techstar System lets you integrate leading-edge percussion !echnology into your sound quickly, easily, af-
fordably. Bring on the New Age—w:th Techstar!

For a full color catalog send $2 00 to ; Ibanez, dept ®P.O. Box BB6, Bensalem, Pa. 19020 ; o124 RgCEastiGal®Ale , City of Industry. Ca. 91748, @ P Q. Box 2009, idaho Falls, Id 83403@In Canada . 6969
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Letters

WOLF COLD CUT
T e i R G

Kudos to Peter Wolf for always giving
credit to his primary blues and R&B in-
fluences, but in the heat of the moment,
memory sometimes fails us. “Sno Cone”
(recorded by the J. Geils Band on their
debut LP) was originally written by
Texas bluesman Albert Collins, not John
Lee Hooker as Wolf stated. It was just
one of a string of Collins cold-cuts with
titles like "The Freeze,” “Frosty” and “ice
Pickin.”
Andy Schwartz
New York City, NY

KING QUADROLOGUE
O O s S
| cannot express how much | enjoyed
the unique quadrologue on King Crim-
son. It showed that everything is not
smooth sailing, but no great band can
claim uniform harmony and equanimity
(thank God!). Belew is Fripp's polar
counterpart while Bruford and Levin
continually extend their instrument’s
boundaries. King Crimson does some-
thing no other band does—they sound
different.

Layton M. Payne
Houston, TX

When was the last time Robert was
happy in King Crimson? If someone
could show me some documentation of
any time I'd be really impressed. Also,
King Crimson has always been better
live. The records are just the Court's
trick to get you to come see a live show.
Gordon A. Van Huizen
San Diego, CA

Oh my God! Conflicts in time. Conflicts
in space! Mr. Fripp is frustrated be-
cause everyone's walking the rhythmic
floor he builds just for that purpose.
Well, Mr. Fripp, you can learn a great
deal from Mr. Freff's very enticing arti-
cle.

Patience is a virtue Mr. Fripp. The
band'’s sound has really meshed since
Discipline. So relax, you're not ex-

periencing frustration, just growing
pains.
John Magill 1l
Audubon, NJ

The Crimson article by Freff really laid
bare the psycho-dynamics of that
group. After all, any band’'s music

comes from the individual personalities
and how they express themselves to-
gether. Very illuminating. .

After reading July's feature on Rub-
ber Rodeo, | was disappointed to see
J.D. Considine’s Rock Short Take. J.D.,
you're the one with a “frontier fixation.”
Skip the buffalo chips and just tell us
what you think.

Dave Lenef
Chicago, IL

GA-GA’S
et =
Sure they're cutebubblybouncy, but the
Go-Go's also one of the most exciting
pop groups performing today. Thanks
to Mark Rowland and Margy Rochlin for
an intelligently written article on one of
America’s most underrated rock 'n’ roll
bands. Great photos, too!
Montford Coon, Jr.
Mentor, OH

I have enjoyed the Go-Go's and their
music ever since Beauty And The Beat,
and | am still an avid fan. It's encourag-
ing to read about a band that doesn't
give up because of seemingly insur-
mountable problems. The Go-Go's
have endured for a good reason—they
truly care about what they're doing.
Here's hoping that Gina Schock and the
rest of the Go-Go's are around for many
years to come.
Pam Soule
Cazenovia, NY

A standing ovation goes out to Mark
Rowland and Margy Rochlin for their
outstanding journalistic skills. Not only
are the Go-Go's fun to watch live, but
you have to listen to their album Talk
Show to really appreciate their serious
music. Maybe next time they'll be put on
the cover.

Patti Raiman
Chicago, IL
NO
R e s S S i TRTY

| don't know what Yes concert Freff was

at, but | also attended the Garden

shows and they were terrific. If anything,

the crowd responded to the old stuff
better than the new stuff.

Michael Feinman

Lido Beach, NY

| thought Bugs Bunny was great.
Marie Cox
Milford, CT

| really enjoyed the August issue of
Musician. All my favorites—Rush, Yes,
King Crimson and Zappa—were in-
cluded. But | have to disagree with Freff
about Yes. | don't know how it was in

New York, but in Dallas the old songs

were great. Nonetheless, | must con-

gratulate Freff on his interesting and in-

formative interview with King Crimson.
Nice job in August, gang.

Ben Bocardo

Plano, TX

FUR FLIES
=== —=>—— =1
While | applaud your championing of
the Psychedelic Furs over the past few
years, their fashionableness illustrates
the old axiom—if you can't beat 'em, join
'em. | suppose Richard Butler came to
the conclusion that his powerful, ques-
tioning approach to rock 'n’ roll wasn't
making inroads into the pop main-
stream. Hence the laid-back blandness
of Mirror Moves.

Thanks anyway for the update. One
bad record does not a reputation make,
considering the quality of their previous
product.

Gary Kimber
Downsview, ONT

NORESISTING BY QUARTET
e ... == — =

While it's always nice to see NRBQ men-
tioned, Bill Flanagan’s statement (in the
Peter Wolf interview) that they “resist
stardom” is the kind of attitude that
probably hurts the band more than any-
thing. With ten albums, songs like “Me
And The Boys" and years of hard work
and intensive touring, | don’t know how
anyone could think that. A resistance to
being forced into the same formatted
existence as everyone else is more like
it—something 1 thought Musician would
be the first to recognize.

Michael Stein

SHORT RESPONSE
T R

Are you saying that a band can't be
poetic or subtle without being R.E.M. or
the Furs?

A band which has such a quickly
growing audience in the States and vir-
tual cult status in Britain, namely Echo &
the Bunnymen, merits more attention
than a blurb on page 100.

David Snow
North Hollywood, CA

BASS RESPONSE
e = = = ]
In the article on basses in your August
issue, J.D. Considine makes reference
to “Chris Squire's treble roar leading the
way" in the development of high end
bass sound. J.D., have you not heard of
an Englishman by the name of John Ent-
wistle? Yipes!

Armando Davis
New Preston, CT
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SCOTT ISLER
NEW MUSIC STEPS OUT

What do three days at the New York
Hilton have to do with "new music™?
Plenty, if you were there August 6-8 for
the fifth New Music Seminar. From hum-
ble beginningsin 1980 the Seminar has
grown to the point where it resembles
what it presumably was established to
attack. This year participants faced an
overwhelming smorgasbord of over
thirty panel discussions (held four at a
time), DJ and break dance exhibitions,
and concerts showcasing Difford &
Tilbrook, Black Flag, Run DMC and
General Public, among many others.

“I don't think it's a matter of selling
out,” protests Seminar co-sponsor
Mark Josephson. “The music we've
espoused from the beginning has be-
come something the mainstream is
interested in.”

And how. Josephson claims an atten-
dance of 3,600. The Seminar’s “presi-
dents panel” included the heads of
Geffen, Warner Bros. and RCA; the
artists panel included Daryl Hall,
James Brown and George Clinton.
More importantly, the Seminar featured
exhibition space for some fifty music-re-
lated businesses. This served
Josephson's main rationale for the
event: "An opportunity for people in a
specialized part of the business to get
together and talk.”

“New music’ is not a generic distinc-
tion,"” Josephson says, but "rather a
distinction of attitude.” That said, the
New Music Seminar should continue to
grow in size and importance as the
latest wave of musicians and profes-
sional workers find their places in the
industry.

BLACK DAYS FOR R&B

It was a sad summer for R&B music:
within thirty days, heart attacks claimed
four noted singers. On July 13 former
Spinners lead singer Philippe Wynne

10

collapsed onstage at an Oakland,
California nightclub. His solo career
never caught fire, but during his five-
year stint with the Spinners in the 1970s
the Cincinnati-born Wynne racked up
six million-selling singles and five gold
albums. His down-home vocals, as
much as Thom Bell's production, con-
tributed to the Spinners’ success.
Wynne was forty-three.

Although she was only five years
older than Wynne, Esther Phillips
spanned two generations of pop his-
tory. As teenaged Little Esther she had
a number one R&B hit (“Double Cross-
ing Blues”) and two other top ten R&B
tunes in the early 50s. Ten years later
she scored a top ten pop hit (“Release
Me"), and over a dozen years after that
a respectably big disco crossover hit
(“What A Difference A Day Makes” in
1975). She died August 7 while hos-
pitalized in Torrance, California. Etta
James, Gloria Lynne and Linda Hop-
kins sang at her funeral, conducted by
the Reverend Johnny Otis.

Percy Mayfield topped the R&B
charts with the classic "Please Send Me
Someone To Love” in 1950. The soft-
voiced ballad and blues singer was
also a sophisticated songwriter; be-
sides the above hit he penned the exis-
tential “The River’s Invitation” and Ray
Charles’ teleological “Hit The Road,
Jack,” among many others. Mayfield,
sixty-three, died August 11 in Los
Angeles.

Willie Mae “Big Mama” Thornton
was more a blues than pop or R&B fig-
ure. Her sole R&B hit, however—the
chart-topping “Hound Dog" in 1953—
obviously influenced a tender Elvis
Presley. She also wrote “Ball And
Chain,” a show-stopper for the late
Janis Joplin. Thornton, fifty-seven,
joined Joplin July 25 in Los Angeles.

PIRATES
ATTACK JACKSONS;
‘VICTORY” AT SEA

Ithadto happen: a bootleg concert
video cassette. And who better to re-
ceive this dubious honor than the
Jacksons? Their tour this year not only
rivals the IRS in its ability to generate
massive income, but provides just as
big a temptation to cheat.

Handbills given out at the Jackson's
August 5 show in New York promised
“the most exciting offer ever!”: a Beta or
VHS tape of the group’s "first Kansas
City performance.” The flyer listed only
a Mt. Vernon, New York phone number
and discreetly mentioned “two weeks
only.” Tapes were hand delivered for
$65 each, cash only.

The video apparently comes from the
closed-circuit projection the Jacksons
are using on their tour. In Kansas City,

unlike the other locations, the Jacksons
used the venue's video system, and not
their own. The tape—-of almost an entire
Jacksons set-is hardly state-of-the-art
in picture quality, but decent enough
for a bootleg copy. There are no credits.

On August 14 the FBI arrested Dewitt
Gilmore, nineteen, of Mt. Vernon after
he allegedly took money from FBI
agents for copies of the Jacksons tape.
The source of the program remains at
large. Look out!

NEW HOPE FOR
THE FORCES OF GOOD

Every onceina while the record indus-
try, ever sensitive to the atrocity of home
taping, burbles with talk of a tape
"spoiler"-some device that would ren-
der taping of records impossible and
ensure record company executives a
good night's sleep. Current technology
centers around a signal encoded into a
record that would prevent recording.

Now a German scientist, Dr. Helmut
von Quatschkopf, has come up with
an elegantly simple solution. Von
Quatschkopf proposes that tape re-
corders be built with erase heads
placed after as well as before record/
playback heads. If hardware manufac-
turers are reluctant to alter their
machines to make them piracy-proof,
von Quatschkopf offers an alternative:
surround the residences of known
home tapers with powerful electro-
magnets that can blank out tapes (and,
if they're wearing pacemakers, the
home tapers themselves).

The Recording Industry Assomatuon
of America is said to be "considering”

the ideas. ?
?’, m

{ . b
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Science, it's wonderful: CBS Records
ha$ released Momentum I; The Running
Tape, a sixty-minute cassette of music
designed for jogging. C. Bryan Rulon’s
composition for happy feet hovers
around eighty beats a minute to sync
up with a corresponding pulse rate
among joggers. There is no truth to the
vicious rumor that MCA Records
shelved a similar project with one of
their bands after the death of jogging
popularizer James Fixx.




If you want the realism of PCM digital sound.
And the sophistication of computerized control.
You want theTechnics SX-K250 Portable Keyboard.

Imagine taking the sounds of real instruments. Then
using digital technology, put them into a keyboard no
bigger than a small suitcase.

Well, that's just what Technics did with the SX-K250.

Built into every one is a Fullband Setting Computer.
And stored in this computer are eight actual PCM

(Pulse Code Modulated) sounds of horns, strings, bass,

piano, harpsichord and guitar.
You can then use the cassette-like Digital Memory
Pack to record and store your own arrangements.

The result is a sound so lifelike, you'll think there’s
another band in the room with you.

The SX-K250 comes with standard LED indicators on
all switch controls. This enables the selected keys to be
clearly seen when the keyboard is in use.

And the built-in stereo sound system will generate
up to 10 watts of power without using external amps.

So put a computer-controlled PCM digital keyboard
in your hands. The Technics SX-K250.

Technics

The science of sound
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The new Ibanez Roadstar Deluxe line brings to light the
latest in guitar design technology. Features such as the
PRO ROCK'R fine tuning tremolo system, TOP LOK lock-
ing nut and the all new V7 and V5 pickups give the
Roadstar Deluxe line a solid edge over anything else in
their class. Even their wide range of finishes reflect
the look of the 80's.

Visit your authorized Ibanez dealer today for an excit-
ing look at the latest in design technology.

dLook for this bannee at your
authonzed Ibanez dealer
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HOWARD ROSENBERG

CHRIS MORRIS

THEIR AIM MAY
NOT ALWAYS BE
TRUE, BUT
TALK ABOUT
FIRE POWER....

effrey Lee Pierce, the moon-faced

lead singer and guiding intelligence

of the Gun Club, is leaning on a
small table in the bar of a Mexican res-
taurant in West Hollywood, His fourth or
fifth gin and tonic sits in front of him. He
is discoursing on his favorite subject:
himself. He recalls a gig in San Fran-
Cisco.

“Boz Scaggs was there,” he says.
“He comes backstage and tells me |
have a really good voice, buti'mruining
it. | go, ‘What else is new?" Pierce
laughs his breathy, high-pitched laugh.
“| seem to be ruining everything else
here, Boz. My liver is gone. My girlfriend
skated on me. | have no money, and |
just got back from Amsterdam. God
knows what eise | haven'truined here."™

This is a familiar Pierce riff—an act of
confession to counterbalance the brag-
gadoccio of his public routines. Jeff
Pierce, Rock Star, constantly co-exists
with Jeff Pierce, Fuck-Up; this contrast
explains in large measure the Gun
Club’s controversial reputation in Los
Angeles, and why Pierce remains at
once irritating and charming.

The Gun Club (originally dubbed the
Creeping Ritual) began nearly five
years ago as a vessel for the personal
fixations of Pierce, then best known as
“Ranking Jeffrey Lee,"” a staff writer for
the pre-eminent L.A. punk rock journat
Slash. At the time, Pierce was enrap-
tured by the country blues records of
the 20s and 30s; the band's repertoire
featured souped-up renditions of
Tommy Johnson's “Cool Drink Of Water
Blues" and Son House and Robert
Johnson's “Preachin’ Blues,” as well as
rip-and-run originals like “Sex Beat,”
“Ghost On The Highway" and “Black
Train” which recast the dark spirit of the
blues in modern dress. Fronting a trio
that played with powerful simplicity,

Country/blues/punk fanatic Jeffrey Lee Pierce has lately turned to jazz.

Pierce turned in a series of manic,
sometimes bratty and slobbering per-
formances that quickly won himarep as
one of L.A's premier punk enfants terri-
bles. (These early shows have been re-
cently documented on the unauthorized
English import The Birth, The Death,
The Ghost.)

Two LP's followed: 1981's Fire Of
Love, on Slash Records' Ruby sub-
sidiary, which showcased the feral
imagination in the Gun Club's blues-
punk fusion, and 1982’s far less satisfy-
ing Miami, a murky, self-indulgent affair
produced by Pierce’s long-time pal,
Blondie's Chris Stein (with guest vocals
by Debby Harry, under the guise of
“D.H. Lawrence"). By 1983, the group
showed signs of splintering: the import-
only EP Death Party featured none of the
original band members. Pierce himself
seemed content with a healthy cult
status in France and semi-permanent

residence in New York.

Apparently tired of self-exile, Pierce
returned to Los Angeles to record his
new album, The Las Vegas Story, with
his current group—Kid Congo Powers,
who returned to the fold after a stint with
the Cramps, and bassist Patricia Morri-
son and drummer Terry Graham (both
from the early L.A. punk group the
Bags).

“New York was driving me insane,”
Pierce confides. "A lot of bad experi-
ences were happening with women and
dope, so | had to get out of there, and
I've been able to come here and dry out
and do this record and write.”

In the lengthy interim since Pierce last
resided in L.A., his thoughts about so-
called “roots music” have altered con-
siderably. “One thing I'm really starting
to hate is American music,” he says sin-
cerely. “Not that | like English music—
I've hated that much longer. But I've

—
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started to like music that has nothing to
do with the First World or the West."
Strange sentiments from the man who
once thought Skip James was God.

“The only American music | like right
now is jazz,” Pierce continues. It shows:
The Las Vegas Story includes a short
version of Pharoah Sanders’ “The Crea-
tor Has A Master Plan,” with the horn line
played on guitar by Pierce, and the
group's live show sometimes climaxes
with John Coiltrane's “A Love Supreme.”

“It's just thrilling,” Pierce says, his
eyes lighting up. “The overall feel of jazz
is more encompassing of every emo-
tion. Take good records and compare
them to each other—like Charlie Patton's
‘Mississippi Boll Weevil Biues' and
Hank Williams' ‘Lost Highway' and
Charlie Parker's ‘A Night In Tunisia’ and
Coltrane's 'Afro Blue.’ They're all very
direct records, they make you listen to
them. But country and blues don't really
get out of their environment. In 'Afro
Blue,’ Coltrane could conceive of every-
thing.”

This new fixation with jazz, and a year
of fairly heavy touring in Europe, has re-
sulted in a new and unexpected discip-
line for Pierce, whose past stage and
studio demeanor has ranged from the
sloppy to the deranged. He is caimer
now in live performance, and on record
takes apparent delight in his Tom Ver-
laine-like guitar playing.

“I couldn’t play any of that a year
ago,” Pierce says, waxing autobio-
graphical again. “| got locked up at the
George Washington Hotel at 23rd and
Lexington in Manhattan with this
woman. Because of our inability to com-
municate with each other, | got really
weird and decided to just sit around and
play guitar endlessly, endlessly, end-
lessly, until | literally drove her nuts.”

Despite this newly-acquired (and
fairly formidable) technique and the re-
lative cool of his recent shows, Pierce
shows few signs of mellowing. Asked if
he's more serious now, he replies, “Hell,
no. Much less.”

| note that the band is less undiscip-
lined now. Pierce ponders this for a mo-
ment. “I think that I'm less conscious
now of, like, the outside. You know,"” he
adds, launching into the terminology of
his buddy and literary mentor William
Burroughs, “people I'm with, the dogs,
the fucking pigs, the goddamn boards
and syndicates, the Green People, all
that shit. | just don't care anymore. |
might care more about the art of it, but |
definitely don’t care anymore about
serving any sort of necessity or a re-
quest or a demand or whatever any-
body wants me to do.

“I don't make very much money, but
I'm making a living,"” he says. “And if |
want to play ‘A Love Supreme,’ | can
play ‘A Love Supreme.’ We're going to
doatune by Abbey Lincoln.We're going

continued on page 28
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LINDSEY BUCKINGHAM

—

SAM GRAHAM

PERSONAL
BRINKSMANSHIP
AND STATE-OF-

THE-ART
SUBCONSCIOUS

e all go a little mad from time
to time,” says Lindsey Buck-
ingham. "And as long as you

reel yourself back in—it's okay. For me,
getting this stuff down on vinyl was a lot
better than going to see a shrink. You
know, if you're one of those guys who's
constantly suppressing your emotions,
then maybe one day you get your
machine gun and go take out a
McDonald's.”

For the moment, Lindsey Bucking-
ham has canceled his reservations for
insanity. The events of the past couple
of years—in particular the torturous
break-up of a six-year relationship—
took him perilously close to the brink of
personal and professional madness,
but Buckingham has reeled himsetf
back in. And the reel he used, the album
appropriately titled Go /nsane, not only
loosely chronicles those events but
serves as a cathartic release from them.

Yet Go Insane is more than a powerful
emotional cleansing; it's also a state-of-
the-art technical triumph, a collection of
tracks dense with musical invention.
That rare combination of mind and
heart, chops and feel (as well as its di-
rect Beach Boys references), makes
this record a worthy successor to Pet
Sounds, blasphemous as that may
sound. (No, Buckingham isn't quite
Brian Wilson; but then Brian could never
quite reel himself back.)

Buckingham, of course, has spent
the better part of the last ten years as
Fleetwood Mac'’s jack of all trades—
guitarist, singer, songwriter, principal
producer, and the guy whose arrange-
ments have brought that band's more
pedestrian material (i.e. Stevie Nicks’
songs) to life. Go Insane is his second
solo turn, after 1981's Law And Order,
and eachtime, Lindsey has handled vir-

“I guess I'm not a well boy”; Buckingham displays newly regained control.

tually all of the vocal and instrumental
work himself. “The whole experience of
Fleetwood Mac has been a sense of re-
sponding to other people's needs,
sometimes ahead of my own," he's tact-
fully observed.

“It's a more political, more verbal, and
more conscious process. Working on
my own,” he goes on, “is like painting on
acanvas; the likelihood of any particular
canvas taking on a life of its own and
leading you in a certain direction is far
greater.”

What is particularly surprising about
this canvas, however, is not so much
Buckingham’s form—he's long been a
studio innovator and original pop tex-
turalist—so much as the raw, even tor-
tured feeling that's splashed all over it.
In the past, Lindsey's always been a
pretty cool number—even while tearing

up the stage with Fleetwood Mac he
managed to remain a paradigm of
tasteful pop flash, while offstage he's an
articulate, sophisticated and metic-
ulous, if rather self-effacing pop crafts-
man—in other words, everything that
his ex-paramour Stevie Nicks is not. His
last album, Law And Order, though
specked with some unusual instrumen-
tal colors, was for the most part lawful
and ordered—spare, quitar-oriented,
conventional pop. And even as we
speak he exudes the quiet confidence
of aman comfortable with his own talent
and quirky vision, the affably affluent yet
modest mien of a successful California
artist.

But check out the covers of Law And
Order and Go Insane, and you begin to
get an idea of the personal changes
Buckingham's experienced in the last
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three years. On the former, an air-
brushed and bare-shouldered Bucking-
ham stares out at the world like some
young innocent; on the latter, he is un-
shaven and intense, his hair in a mod-
ified "Eraserhead” cut, his tie undone
and his jacket falling off. Ironically, Law
And Order was released on Asylum;
Lindsey switched over to Elektra for Go
Insane.

A good deal of Go Insane—the title
song, "I Must Go,” "Bang The Drum,”
“Loving Cup"—reflects the strain that
Buckingham and his former girlfriend,
Carol Harris, were under as they strug-
gled to find some common ground. “I
was just in a situation that was getting a
little out there from her point of view; and
| was going insane as well, almost
secondhand. ‘I Must Go' is pretty much
about that. You get to a point where
commitment to something starts to be-
come self-destruction. In a sense, that's
what the whole album’s about—getting
to that point, having your whole sense of
reality tested on a daily basis. "Of
course,” Lindsey points out, “insanity is
a relative term. Behavior that might be
acceptable in a rock band might get
you committed if you work in a bank.”

Buckingham's Go /nsane palette was
expanded immeasurably by his use of

the Fairlight CMI (Computerized Musi-
cal Instrument), the ultimate paint brush
for the musical colorist. Oh, he also
plays “the usual array of guitars and
basses,” as he puts it, along with such
esoterica as a nineteenth century “lap
harp,” but the Fairlight is mainly respon-
sible for the record’s remarkable depth
and adventurousness.

On Law And Order, Buckingham
played a drum kit; he'd record a click
track, play the drums to it, then build
each song's arrangement from there.
The kit was eliminated on Go /nsane, in
favor of a LinnDrum and the Fairlight's
own storehouse of drum and percus-
sion possibilities, but Lindsey con-
tinued to construct his songs from the
drums up. Typically, he would use the
Linn to put down a metronomic high-hat
pulse—something simple and unerr-
ing—and then play the CMI “drums” by
hand.

“l certainly can't play drums as well as
a Linn can,” notes Buckingham. “And if
I wanted to play something myself, it
was just as easy to do it on the Fairlight,
‘cause the sounds are already there
and you don't have to set up a whole kit.
Not only that,” he laughs, “being able to
play drums with two fingers cuts down
considerably on the fatigue factor.”
Using the Linn and Fairlight drums also

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

gives some Go /Insane tracks—includ-
ing "I Must Go” and “Loving Cup"—a
febrile rhythmic intensity unmatched in
anything Buckingham has recorded be-
fore.

Buckingham is a longtime Beach
Boys admirer, and some of his earlier
work—Ilike “That's All For Everyone” and
“Walk A Thin Line" from Fleetwood
Mac’s Tusk-—echoed Brian Wilson's
production and vocal sensibilities.
"Bang The Drum,” however, more than
echoes the Beach Boys; it is the Beach
Boys, as if Lindsey had found one of the
long-lost tracks from the legendary
Smile album lurking somewhere in his
subconscious and brought it to life.

“Bang The Drum” opens with two
Fairlight keyboard parts, both using the
computer's harmonium/accordion set-
ting. One of them is played straight (*|
wanted a churchy sound, because it’'s a
fairly sad song”), while the other is
gated to produce a steady throbbing ef-
fect. Those keyboards, and the slow, al-
most languid beat of “Bang The Drum,”
recall several Beach Boys tunes of the
70s—Dbut the real similarity is in the vo-
cals, particularly the light "bum-bum-
bum” and “chink-chink” parts backing
the verses. Each of those parts, Buckin-
gham says, was recorded three times;
“a triple-track sounds less multi-tracked
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DEBORAH FEINGOLD

'MORRIS DAY

SCOTT ISLER

AMAN OUT
OF TIME,
BUT NOT
OUT OF GOOD
FORTUNE

orris Day is sitting pretty. More
Mprecisely. he's reclining in an

upholstered armchair inside a
swanky hotel facing New York’s Central
Park. It's the end of a long day: photo
sessions in the park, television show
tapings, being tailed by a People repor-
ter. Not fully caught up with his cross-
continental jet lag of the night before,
Day is understandably tired. But he's
smiling.

And why not? Until a couple weeks
earlier, Day was best known as lead
singer and comic frontman of the Time,
a gold-selling dance/funk combo. in
turn, the Time was best known as an
axle in the Prince juggernaut; Day and
Prince have been friends since they
were teenagers. That was before the
film Purple Rain opened. |As Prince's
romantic and musical rival, Day virtually
steals the show. He portrays a vain,
cool—and broke—dude with remarka-
ble flair for his first screen appearance.

"l didn’t think | was gonna come
across so great,” Day says, “because
I'd never acted before. | went to one
(private) screening; | stayed halfway
through it. | couldn'’t keep looking at my-
self. A lot of people told me | was com-
ing across good. When the premiere
came up, | went and | enjoyed it. | found
myself laughing at myself——sometimes
when people weren’t laughing!”

Such modesty is surprising, if not
shocking. In the Time, Day can't survive
two-bar instrumental fills without check-
ing his processed “do" in g huge mirror
trundled out by “valet” Jerome Benton.
The Morris Day unwinding in his hotel
room is more subdued, although still
dressed to (lady) kill in a half-unbut-
toned white shirt revealing a gold chain,
brown pinstripe pants and white patent
leather shoes.

He's also a Morris Day on his own,

Day's unexpected celluloid celebrity got him

having put the Time behind him. He
says the decision to leave the group
stemmed not from his celluloid celebrity
but a preceding departure of guitarist
Jesse Johnson. “At that time | started
feeling different about the group. It just
wasn't the same; me, Jellybean
[Johnson, drummer] and Jerome were
the only original members left. I'd al-
ways wanted to do solo records. Then
the movie came out and | thought it
would just be a good time to go out on
my own.

“However, you'll notice that when
they do write-ups now, they mention me

out from under the big

Y
-

purple thumb

and not the group. It wasn’t the group’s
performance (in Purple Rain) that
people liked. You have to be realistic.
And | know | can do well on my own.”

Besides splitting from the Time, Day
also split from the Time's management
team of Cavallo, Ruffalo and Fargnoli,
who also manage Prince. The topic is
one of very few which reduce the usu-
ally voluble Day to a halting sputter. “It
just wasn't good for me there. I'm not out
to criticize anybody. I'm just interested
in going forward. { wasn't comfortable
there.”

Steve Fargnoli had no comment when
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asked about Day’s secession. One in-
ference—which Day won't deny—is
that he felt lost in the barrage of Prince
publicity following the release of the
Purple Rain album and movie. Shortly
thereafter Day signed with manager
Sandy Gallin, whose Katz-Gallin-
Morey-Addis firm also represents Dolly
Parton, Christopher Cross and the
Police's Sting. “I'm treated good now,”
Day says, snapping back to his stan-
dard operating brio, ‘'I'mthe man, where
we at now, you dig what I'm sayin'?”
The jive talk comes with the gold
chain and watch, and a flashy ring. Day
had none of them when he was born
“twenty-five, twenty-six” years ago in
Springfield, lllinois. His family moved to
Minneapolis when Morris was six, by
which time he'd already shown a per-
cussive bent: "My ma brought me alittle
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drum set so I'd stop tearing up the furni-
ture.” He graduated to a real drum kit
around the age of twelve. He never took
lessons.

The same might be said of Day's high
school career. He was less interested in
classes than in playing with his band,
Grand Central, which included Prince
on guitar and André Cymone on bass.
“| was sort of inhibited in high school,”
Day recollects. "l wasn't in any of the
cliques, or sports, or anything that girls
like. | just hung out by myself and
played my drums. Then | got in a group.
That started bringing me out—a lot. | re-
ally found myself.”

After high school, Prince started a
new band, taking Cymone with him and
leaving Day on his own. In 1978, he and
his mother moved to Gaithersburg,
Maryland, and Day scouted bands in

nearby Washington, D.C. A year later
they relocated to San Jose, California;
Day “couldn't find any groups” there
either, and continued at menial jobs
later celebrated in the Time's “One Day
I'm Gonna Be Somebody.”

He moved back to Minneapolis,
where Prince was faring better at the
music game—so much better that he
helped Day land a recording contract at
Prince's label, Warner Bros., although
Day still had no group. Day calls his solo
signing “fortunate. Because | hadn't fi-
gured out what | was going to do yet.”

The admission supports statements
that the Time's 1981 debut album con-
sists mainly of Prince's overdubbed ac-
companiment and backing vocals be-
hind Day. But Day, forsaking drumming
for singing ("I tried it and it worked"),
found a band in time for the album’s
cover shots: a Minneapolis outfit, Flyte
Tyme, evolved into the Time with the ad-
dition of Day and guitarist Johnson.

The Time and its 1982 follow-up LP,
What Time Is It?, both went gold; the
current Ice Cream Castle, helped by the
film, should exceed them in sales. The
band's personnel shifted but not the
production involvement of one “Jamie
Starr” and “the Starr Company,” both
pseudonyms for the reclusive Prince.
Measuring his words carefully, Day
suggests his moves—away from the
Time, away from Prince's managers,
away from Minneapolis ("a long pit
stop”) to Los Angeles, are an escape
from a big purple thumb.

“The only thing that perturbed me at
all in the past was | didn't have enough
control over the projects—bottom-line
control, what you say goes. There were
people | was working with who had
more control.”

Asked about future work with Prince,
Day first scans the hotel room for hidden
microphones. “I'm not against it, but |
doubt that would happen,” he says,
then clarifies with doubletalk. And don't
expect Day, even with his newfound
freedom, to reveal just who is playing on
that first Time album. “That's a mystique
| don't want to unwrap,” he says in com-
paratively soft tones. He looks across
the room at his publicist. "That’s how ya
doit, ain’tit?"

Day's solo recording debut is a ways
off. His priority now is another movie,
and he's been poring over scripts to that
end. Indeed, manager Gallin sought out
Day for a film project after seeing Purple
Rain. The singer is considering a part
that's “a take-off of the character | play

NEED PRODUCT
INFORMATION?

See Reader Service on PAGE 114




The Finest Name in Sound Reprotuction
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12 CHANNEL MIXER /12 TRACK RECORDER

The 12 channel mixer recorder MG 1212 ¢m-
ploys to the fullest extent Akai's advanced
audio-video technology. Beginning with the
world's first ': inch cassctte tape and Akai’s
exclusive Lambda loading system. the MG
1212 achieves both high sound quality as well
as a compuct design. The MG 1212 incorpo-
rates a mixer and a tape deck into a single unit,
featuring many uscful and convenient time-
saving functions for personal multitrack
recording.

Programmable Channel Track Selector
The MG 1212 has a built-in 12 channel mixer,
climinating the hassle of wiring and operating
with a complex pattern of connection cords
These functions all come underneath the cen-
tral control of the computer. ¢nabling the de
sired channel source (MIXER) to be recorded
on the desired track. This simplifics ping-pong
recording enormously.

Auto Punch-in/Punch-out
The MG 1212 is capable of automatic punch in
punch out between any two points on the

desired track (multitrack capable). simplifying
the editing process ¢normousty.

Auto PB Mute

The MG 1212 is capable of automutic plavback
mute between any two points on a desired
track (multitrack capable), cutting out un
desired notes when ping-pong recording or
mixing tracks down. This climinates the need
to operate the tader controls of the mixer.

Computerized Multi Function Locator

* Absolute Time Counter

The real time digital tape counter will display
the tape operation time in |10 second incre
ments, from — 99 minutes 59 scconds Y 10
seconds o+ 99 minutes 59 scconds 910
seconds

- Auto Memory, Manual Memory, Search,
Repeat

Pre-designating the tape location points, the
MG 1212 is capable of repeat plavback. memo-
rv scarch and program scarch between the
two memon points. This speeds up the editing
Process enormousty.

Akai Professional Musical Products Distributed by IP(C; P.O. Box 2344

- (—) Minus Search

The operator can use the MG 1212 to scarch
out desired tape locations by entering the de-
sired time, which is then subtracted from the
time displaved on the memory time counter.

The "AKAI MICRO 'STUDIO System”, the first
“music creation svstem” to combine technical
advancement with creative simplicity. This
newest contribution to the fulfillment of artis-
tic innovation is presented to those of vou
who create good sound, with the sensitivity to
your needs that has guided the development
of products for those of us who truly appreci
ate good sound

SUGGESTED LIST

Micro Studio System




TOTAL CONTROL!

MORE INPUTS. MORE OUTPUTS.
MORE SPECIAL EFFECTS.

GLI's 5990 does it all! Our 5990 Creative Controller™ is a complete,
flexible systemn that’s ideal for numerous pro and audiophile applicdtions.
It puts total sound control at your fingertips with tight-tracking rotary
controls and an intelligent layout with instant accessing of all functions.
The 5990 offers 3 main channel inputs with switchable line/phono inputs
plus 3 band EQ on every input. Plus: » State of the art. Modular construction.
Double sided glass epoxy PC boards. ® 3 phono inputs built-in at factory.

* Exclusive LED Beat Match. e Total pre-cue capability. ® Toroidal transformer
for Hum-free performance. No turn on-off transients.

GLI's 5990 Creative Controller. The finest sound mixer ever designed.
And it's yours for only $1,195.00.

5_& INTEGRATED SOUND SYSTEMS, INC.
1227 Wailt Whitman Road. Melville, NY 11747 « (616) 351-2100
In Canada: Jean Hepbum Enterprises 125 West Fifth Ave.

Vancouver, B.C., Canada V5V1IA] 604-879-7761

INEXPENSIVE
SOUND SAMPLING
HAS ARRIVED

Now you can digitally record and play back ANY sound with an Apple II.
The DX-1 sound sampling system from Decillionix is a versatile
hardware/software Apple add-on making sound sampling affordable.

Plays effectively ANY sound musically over at least five octaves
Samples sounds from external sources

Tuning and scale control provided

Select pre-set sound sequences of program your own sequences
Play DX-1 "“live” in two basic modes

Select drum rhythms — drum and cymbal sounds included
On-board high fidelity pre-amp lets you interface to any signal source
Excellent for musical and sound effects applications

Includes direct interface to Syntauri and Passport keyboards

DX-1 System Price: $349.00
Requires a 48K Apple 11+, /e, ///, or Franklin, and one drive.

Decillionix
P.O. Box 70985, Sunnyvale, California 94086 (408) 732-7758

Apple is a trademark of Apple Computer Inc
Syntaun 15 a trademark of Syntaun Comp Passport 1s a trademark of Passport Designs Inc.
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Day from previous page

in Purple Rain." He doesn't take critics'
charges of sexism in that film person-
ally. “I didn't have anything to do with
the development of the film. I'm an ac-
tor,” he stresses in an orotund way.
Then he pauses. ‘I kinda like telling
people that." Then he explodes into
cackles.

Day deserves the last laugh. Not all
that long ago he was working in a car
wash; now he is juggling two successful
showbiz careers. “| can do more than
one thing at one time," he states. "Co-
ordination is something you learn being
a drummer.”

His seesawing of modesty and justifi-
able boasting—with a leavening of
humor-indicates Day will be able to
keep his good fortune in perspective.
“All of a sudden I'm feeling my
Wheaties,” he says. “There's only a few
things in life | can do.”

Buckingham from page 21

the end, making this album was a reaf-
firming experience. | think I'm gaining
some of that power back.”

Mental Help

Along with the Fairlight CMI and the
LinnDrum machine, Buckingham's as-
sortment of equipment on Go Insane in-
cluded a variety of guitars, among which
were Fender Stratocasters and Telecas-
ters, a Martin D-18 acoustic and a Guild
nylon-string acoustic. Onstage with
Fleetwood Mac, he generally plays a cus-
tom-designed Turner electric guitar
equipped with flat-wound strings, but for
recording purposes he uses both a stan-
dard Turner and a “double-octave”
Turner. Bass parts on the album were
supplied either by a Turner bass guitar
with round-wound strings or by the Fair-
light; on “I Must Go," he used both the
Turner bass and the Fairlight's cello pro-
gram. The nineteenth century “lap harp”
used on “D. W. Suite” was a gift from Mick
Fleetwood; it can also be heard on “Em-
pire State," a track from Fleetwood Mac's
Mirage album.

Much of the early work on Go Insane
was done in the garage studio at Bucking-
ham's L.A. home, which is equipped with
Studer and MCI 24-track recorders and a
Neotek console. Additional recording
took place at Cherokee Studios in L.A.

Gun Club from page 14

to do an Art Ensemble of Chicago song.
We're going to do all this wild stuff. My
band'’s happy.”

So the current band is willing to take
the dare?

“That's what it's always been about,”
Pierce says happily. "God, it sounds
corny, but it was always about a com-
pletely creative sort of thing, going from
one extreme to the other, never being
predictable. | like being that kind of an
artist.”

There is little chance that Jeffrey Lee
Pierce could be any other.




“ .. THERES MORE THAN ENOUGH MUSIC-MAKING POWER
JAMMED INTO THIS DECEPTIVELY SMALL MACHINE TO KEEP
YOU HAPPY FOR A LONG TIME.” KEYBOARD magazine, May 1984, p. 86

NEW —VWK-5 WOODEN KEYBOARD —

Most polysynths are designed to appeal to average musicians. VOYETRA was ereated to satisfy
professionals whose reputations depend upon their ability to create sounds “above the rest”. To these
musicians, a synthesizer is not just a passtime. it’s an investment.
While the average synthesizer is mass produced, VOYETRA S are handerafted. We take our time to make
them perfect. That's why they re hacked by our fwo year warranty*. In tact, according to Electronics and
Music Maker magazine (Oct. 83; p. 40):
“The system is professionally built from beginning to end . . . is very plavable and highly
orientated towards sophisticated performances.”
Most synthesizers are outdated by their manufacturers next generation products. VOYETRA ivupgrad-
able to assure non-ohsolescence. According to Yusician magazine (Mareh 84, p. 91):
*. .. Octave-platean was the first major manufacturer to jump on that concept of
guaranteed upgrade, with their VOYETRA EIGITT polysynth.™
VOYETRA'S array of features and modulation control are so powerful “Y ou could spend all your waking
hours plotting what to do with the programmabie pedals and modulation controllers and still not exhaust
all the possibilities." (K EYBOARD magazine, May '84: p. 86). Some of the outstanding features include:
® polyphonic sequencer with external syne and
song mode.
® 100 program memories, 100 step memories.
e dual multi-clocked arpeggiators with external
svne.
e selectable polyphonic voice assignment modes.
e velocity and pressure sensitive keyboard.
® progranunable split point, layer and unison

modes. - F-
e programmable joystick with variable pitch bend '-"'?”»nl'”‘
intervals. o Rt

o four progranunable footswitch inputs,
e Lincar and exponential /-3 on cach of the eight
voices.
VPK-5 Keyboard * ® MIDI compatible. 1IBM PC MIDI software now available.

Is it any wonder why so many professionals won't settle for an average synthesizer? Should you?
To learn more about the VOYETRA EIGHT REV. 3:

OWNERS MANUAL $25.00 p— Octave-plateau
VIDEQO DEMO $20.00 (please specity BETA or VHS) a “ Electronics
CASSETTE DEMO $3.00 -
LITERATURE Complimentary Inc.
== °Available with either wood or plastic AGO keyboard. 51 Main Street Dept. C
S Yonkers, New York 10701
“Send for details concerning our limited two year warranty (914) 964-0225 (800) 221-3105

MADE IN U.S.A,



Jerry Dammers and his new cast retain their 2-Tone ideals.

SPECIAL AKA

Integrity in the
Revolving Door

imes change, and fast. In

1979 the Specials and their

2-Tone label spearheaded a
British pop movement that
was intent on suffusing
music with social and politi-
calimport. In 1984 Special
AKA (name altered after per-
sonnelupheavals)is the only
group left on 2-Tone, and
has just issued its first album
in four years. This is ac-
tivism?

“We got so bogged down,”
a weary-sounding Jerry
Dammers exhales over a
transatlantic phone line. “Ev-
erything that could possibly
go wrong went wrong in the
studio.” With sardonic
humor, the new album is
titled In The Studio—proba-
bly pronounced like “to the
torture chambers.”

It's been along, strange
trip for leader/keyboard
player Dammers, one of the
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very few original members
left. Since emerging from
Coventry as ska revivalists,
the Specials/Special AKA
have undergone unex-
pected stylistic permuta-
tions—at one point claiming
to play muzak—and suffered
mass defections. Dammers
has held the band together
through thick and thin, and
still managed good U.K.
chart visibility without com-
promising his ideals. The
Special AKA’s most recent
British hit single, “Nelson
Mandela,” is a bubbly plea
for the release of a South
African political prisoner.
Despite its joyous highlife
sound, “Nelson Mandela” is
“a serious song,” Dammers
says, “as opposed to all the
drivel that's turned out now
in the name of pop music—
meaningless lyrics and
things.” Dammers' lyrics are
far from meaningless, espe-
cially on singles like "Ghost
Town” (about unemployed
youth), “War Crimes" and
“Racist Friend." His, and the

RETNA

band’s, integrity have sur-
vived intact. Trouble is, by
now Dammers virtually is the
Special AKA.

“It's more or less based
around me in the studio,” he
admits. “That wasn't the in-
tention but that's the way it
turned out. It's not really like
aband at all. It's like the
Archies or something.”

He says he'll “use different
people on every record from
now on."” Consequently the
Special AKAexistsonly .. .in
the studio. Considering
Dammers' problems with
band members “walking out,
coming back and walking
out again,” this may be a
wise course of action. “It's

not easy to find the right com-
bination of people,” he says
with admirable restraint.

In The Studiowas re- —
corded “on and off over a
two-year period,” Dammers
says. “l was so fed up with it
by the time it came out that |
couldn’t bear to listento it.”
For all the time and expense
("We're in quite bad debt
now to the record com-
pany”), the album is coher-
ent lyrically, and musically
forthright as well. The 2-Tone
creed lives yet.

“I'm an optimist,” Dam-
mers says. He adds witha
rare laugh, “l think nuclear
war is inevitable.” — Scott
Isier

PATRICE RUSHEN

Diminutive
Drawbacks

atrice Rushen wants to be

taken seriously as a musi-
cian. It's an uphill battle.

She’s black. She's a
woman. She stands four foot,
eleven-and-a -half inches
and weighs maybe ninety-
five pounds fully dressed.
She's cute as the dickens.
Your first inclination definitely
is not to treat her as the ac-
complished musician she is;
rather, you want to cuddle
her protectively and put her
on a high shelf out of harm’s
way.

Rushen is used to such
reactions. "It makes you feel
bad,” she says, “because it
presents obstacles in a situa-
tion that's already full of ob-
stacles. There are so many
intangibles to being suc-
cessful in the record busi-
ness.”

Rushen, twenty-eight, is a
former child prodigy, a jazz
artist-turned-pop star whose
session credits include
Sadao Watanabe, Hubert
Laws, Prince, Peabo Bryson,
Ramsey Lewis, the Tempta-
tions, Harvey Mason, Ronnie
Laws, Flora Purim and quite
a few others. Her own music
has such a light, frothy touch
toitthatone isn'timmediately
tempted to consider her
worthy company for the in-
dustry's movers and shak-
ers, despite her credentials.

She plays keyboards,

guitar, bass, drums, and
flute. She has written, pro-
duced and composed a
number of hit singles for her-
selfinrecentyears, including
“Haven't You Heard,”
“Forget Me Nots” and the
latest, “Feels So Real.” She’s
never gone gold, let alone
platinum, but has been a
dependable seller for Elektra
Records.

So she was more than a
little chagrined, she says,

B0OBBY HOLLAND
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when she heard that Elektra
wasn't initially impressed
with her 1982 LP, Straight
From The Heart. The album
lodged well inside the top 20
and copped a pair of
Grammy nominations.
Rushen says she, not
Elektra, pushed the record
across the finish line.

"I had to work harder than |
ever had in my life, ‘cause
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that was one of those times
when | didn't feel like | had
the support there. These are
the kinds of things that are
frustrating and make it dif-
ficult. As well-adjusted as |
may seem, it's real hard and
very emotional for me, too.
I'm just Project XYZ, but this
is my life and | take it kinda
personally.” — Leonard
Pitts, Jr.

No slowhand, Winter's still in top fingerboard form.

JOHNNY WINTER

Tattoos, Blues
& Television

J ohnny Winter grins like a
kid with a new toy. “You
gotta see this thing,” he says,
switching off Live At Five and
inserting the first-ever
Johnny Winter promo video
into his VCR. Built around
Lee Baker Jr.'s rousing
“Don’t Take Advantage Of
Me,"” the tape juxtaposes
scenes of a modern urban
cowboy bar with its old west
counterpart. Near the end
Winter clamps his hands on
two barmaids' shoulders,
leaving imprints of his Texas
state tattoo.

A Johnny Winter promo
video? The idea seems in-
congruous. Winter, after all,
is no over-rouged wimp-
rocker but a battle-hardened

vet. For over twenty years
he's played uncompromis-
ing, jack-hammer blues-rock
in stadiums, arenas and ram-
shackle bars that might
charitably be described as
clubs. He has outlasted a
score of changes and trends
in the music business, lived
through a nasty bout with
heroin, and come out of it still
playing guitar like ringin’ a
bell. In his case the term “sur-
vivor” is justified.

In 1984 pop music survival
means promo videos, and
Winter is willing. “Just
keepin' up with the times,”
he grins. "In fact, I'm makin’
exactly the kind of music
now | want to make. I'm
lookin' for new ways to let
folks know about it.”

Indeed, the new Guitar
Slinger on Chicago's Al-
ligator Records may be purer
Winter than anything he re-

corded during his superstar
years at CBS. The album is
prime Texas-Louisiana elec-
tric blues with a hard
Chicago-style edge courtesy
of, among others, the Mellow
Fellows Horns.

Guitar Slinger is Winter's
first album in four years.
(He's just produced an
album for long-time hero
Sonny Terry.) When fellow
Lone Star native Stevie Ray
Vaughan scored a top forty
hit with his Texas Flood last
year, Winter was exhilarated.
"} was gettin’ depressed for
a while, but when | heard
Stevie | told my managers,
‘See, there is a big market

NONA HENDRYX

Alive &
Sweating

ona Hendryx seems to

be a victim of the Tina
Turner Syndrome: aremark-
able voice in search of
worthy material and a sym-
pathetic producer. Her first
solo album, in 1977 following
Labelle’s dissolution, was an
overlooked hard-rock proph-
esy. Following a stint with
Talking Heads, Hendryx
teamed with Material, the
N.Y. avant-funk production
team, for Nona, a brash
modern soul adventure. But
the uninspired follow-up, Art
Of Defense, fell victim to trite
humanism in her lyrics and
monochromatic arrange-
ments.

So who would have
guessed that Hendryx's
August appearance at the
Channelin Boston would be
the most anyone has doneto
toughen funk since Michael
Jackson checked the L.A.
directory for E. Van Halen's
phone number? On record,
the stylized “| Sweat” is just
another post-Flashdance
club effort; live, at a steely,

EBET ROBERTS

double-time pace (and with -

afew dozen crowd members
onstage), the song earned
its title. Bassist Carmine
Rojas riveted down the beat
throughout the night, while
guitarist Ronnie Drayton
bent huge, wild chords. And
you should have heard what
they did to the Supremes’
“Love Is Like An Itching In

out there for what |
do...let'sgofindit.

He just might. If three guys
from Texas with beards like
Russian novelists can find
gold in the under-fifteen age
group, why not a Texas al-
bino with the fastest pair of
hands from that state since
John Wesley Hardin?

“You know those ZZ Top
videos where they always
show that key chain with the
Z in their video?" Winter re-
fersto his compatriots. “Well,
I can’t wait for the first little
kid who sees my video and
goes off and gets a tattoo of
Texas on his arm!” —Allen
Barra

My Heart” for an encore.
"Unless | record live, |
don't think I'll ever capture

that on record,” Hendryx
said after the show. Her last
two albums were meeker
than she would have liked
“because [Material] wanted
to get more into experimental
sounds. But now that I'm not
going to work with them
anymore, | hope to get some-
thing closer to [the live show]
onthe next album, moreofa
funk-rock album.”

There's nothing defensive about Nona.

Although her live appear-
ances prove she can fashion
aunique, rock-based sound,
“record companies don't
see me in that light. There's
still this polarization between
white and black [music] in
this country. But I'm willing
to take a chance again,
because things have shifted
a little bit.” — Rob Tannen-
baum
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CHEQUERED PAST

Old Metal
Meets New Wave

f the seven years since the
Sex Pistols "Anarchy In
The U.K." have proven any-
thing, it's that the only differ-

ence between punk and
heavy metal is that one was
just played a lot faster. The
Ramones frequently admit-
ted their fondness for Black
Sabbath. Billy Idol's old
band, Generation X, got tan
Hunter to produce their sec-
ond album. And former Sex
Pistols guitarist Steve Jones
has a lot of explaining to do
about his new band
Chequered Past, whose EMI
America debutalbumis bas-
ically souped-up AOR crun-
chola with a new wave
pedigree.

“The Sex Pistols were just
anormal rock band and |
was a rock guitarist,” Jones,
now twenty-eight, insists.
“Johnny Rotten’s singing
just made it a bit different, |
suppose. The thing about
punk was that a lot of guitar
playing wasn't so much licks
as heavy metal was, but
more plain thrash chords.”

Nigel Harrison (bass). Singer
Michael Des Barres—vete-
ran of 70s glitter band Sil-
verhead (with Harrison) and
"supergroup” Detective—
lacks Rotten’s corrosive
charisma, but he's a definite
improvement on most sub-
operatic Styx/Boston charla-
tans. The band has some
pugnacious songs like “A
World Gone Wild” and “Are
You Sure Hank Done It This
Way"; even these, however,
sound a little square next tc
their versions of "Church Of
The Poison Mind,” “Flash-
dance"” and “Girls Just Want
To Have Fun.”

"The idea of doing covers
was not just ‘Johnny B.
Goode,” " Jones explains,
“but anything that was cur-
rent—and reaily doing it with
balls.” At first that was all
Chequered Pasthad. In 1981
Jones started playing with
Burke and Harrison for fun;
his first post-Pistols band,
the Professionals, lasted one
tour and one album (/ Didn't
See It Coming, an undiscov-
ered punk-metal classic).
Things got serious later in
Los Angeles when Jones
and Des Barres began writ-
ing their own songs.

PR §
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Veterans of the Sex Pistols, Blondie & Iggy, the Past blasts.

Most blasts from
Chequered Past are strictly
riff city, though, given a good
boot in the rear by ex-lggy
Pop guitarist Tony Sales and
Blondie's rhythm section of
Clem Burke (drums) and
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Sowhat’s wrong with want-
ing ataste of the big arena
money? "The Chequered
Pastisn't a pose,” Jones
insists. "We're not Asia. Be-
sides, I'm sick of playing in
pissholes.” — David Fricke

EBET ROBERTS
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Newly armed with synthesizers, the Nevilles are a fornudable threat.

NEVILLE BROS.

Updating the
Gumbo Factor

N eville-ization: The pro-
cess by which
America's grittiest regional
band cooks African, Carib-
bean, Latin, Cajun and R&B
ingredients into a wickedly
spicy gumbo.

Neville-ization is also the
name of the new Neville
Brothers album, their first in
almost four years. It's a
treacherous slice of wax, cut
live in 1982 at the legendary
(and now closed) Tipitina's.
The four brothers from New
Orleans lay intotheir polyglot
signatures: four-part har-
monies, call-and-response
vocals, four-part percussion.
And the rhythm section,
comprised of Aaron Neville's
son lvan and three peers,
gets knee-deep into some
nasty syncopated funk, twist-
ing Bo Diddley's beat into an
ambush of counter-rhythms.
The band sounds timeless,
shuffling and stomping
through three decades of
alternately sweet and tough
Neville-ized R&B chestnuts.

As is fitting. The Neville
Brothers are steeped in the
heritage and culture of New
Orleans. Art and Cyril are
alumni of the Meters, New
Orleans' most expansive
and polyrhythmic rhythm
section. Aaron had anumber

two hit in 1965 with "Tel! It
Like It Is.” The brothers
learned from their late uncle
George “Big Chief Jolly”
Landry, former leader of the
Wild Tchoupitoulas.

Neville-izationis the purest
expression to date of the
band'’s pan-ethnic musical
hybrid. The critically bally-
hooed Fiyo On The Bayou,
with horn section and lavish
arrangements, ran way over
budget, causing A&M Rec-
ords to drop the act. The
brothers trimmed down to an
eight-piece working band
and released the live platter
on Rounder-distributed
Black Top. "This is what we
really feel comfortable with,”
Art says.

The Nevilles went into an
L.A. studio in August to re-
cord an album of all new
songs. The New Orleans
traditional ists are adding an
80's touch: synthesizers.

"With synthesizers, we'll
just take what we do to
another dimension,” Art
says. "It won't be antiseptic.
We're going to take it to what
I callthe ‘chill-bump factor’,

“This [live] album is just
the tip of the iceberg of what
we have in store. The busi-
ness has round holes and
we're a square peg, but | feel
we're good enough to fit in.
We're gonna shoot for the
moon-—past the moon. We're
going for another galaxy
altogether.” — John Leland
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JBL's unique titanium diaphragm and "Diamond Surround” bring
new purity and consistency to high frequency response

IT Took JBL SCIENCE,

A NITROGEN EXPLOSION,

AND PURE TimaNiuM To GIVE You
PeERFECTED HIGH FREQUENCY SOUND.

High frequency sound has always fought with the technology that brings it to the ear. The driver
diaphragm has been most vulnerable, pushed to the breaking point, unable to hold uniform
frequency response.

JBL scientists decided to fight back. They exploded nitrogen into a remarkable metal, pure
titanium, encircling their unique diaphragm with a vibration-absorbing “Diamond Surround;’ so
revolutionary it warranted its own patent.

The result? A diaphragm that delivers and sustains a power and purity to high frequency

response never before approached in the industry.

Perfecting titanium technology is just one of
innumerable ways in which JBL science is re-shaping
the quality of sound. From small clubs to
auditoriums to the largest arenas, ]BL speaker
systems deliver your sound to every listener with
outstanding force and clarity. To find out which
system is designed to meet your specific
requirements, contact your authorized JBL
professional products dealer today.

JBL Incorporated.,
8500 Balboa Boulevard
PO. Box 2200,
Northridge, CA 91329
USA.

UBL harman international & JBL INCORPORATED 1984
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HAL WILLNER

Conceptual
Crossbreeder

N o one is ever going to
call producer Hal Willner
a purist. His trademark is the
crossbreed, concept albums
on which musical genres
and performers intentionally
collide. In 1982 he con-
ceived Rota Amarcord, a
collection of film composer
Nino Rota's music played by
jazz musicians. This year it's
That's The Way | Feel Now: A
Tribute To Thelonious Monk.
The audacious project in-
cludes unlikely rockers
Donald Fagen, Joe Jackson,
NRBQ, Peter Frampton and
Was (Not Was), among
others, interpreting the high
priest of bop. Anyone ex-
pecting a staid program will
have come to the wrong
place.

Willner's vision is unfash-
ionably democratic. “In the
late 60s,” he says, “there
was a lot of crossover be-
tween jazz and rock. Captain
Beefheart naturally led you
to Eric Dolphy; Bitches Brew
worked the other way
around. It doesn't seem to
be that way today. | mean,

no one ever thought to invite
the non-jazz musicians who
love Monk's music and were
influenced by it. A week later
| called Donald Fagen, and
Terry Adams of NRBQ, both
big Monk fans; they im-
mediately said they wanted
to work on a tribute album.”

After pitching the idea
unsuccessfully to a number
of major labels, Willner—the
former music coordinator for
Saturday Night Live—went
ahead and began recording
at his own expense. He cut
tracks with Fagen, Jackson,
Frampton, Chris Spedding
and NRBQ even before sec-
uring distribution.

“The rock musicians did it
for love,” he claims. “They all
knew | didn't have a big
budget. Fagen and Jackson
are songwriters, they would
never do Monk on their own
albums. The pressure about
getting a hit was gone; for
them it was a good time.”
With those artists behind
him, Willner quickly got a
deal with A&M Records.

It's a testament to Willner's
laissez-faire methods that all
the rock material sounds so
uniquely personal. The often-
skewed arrangemenis are

B 4 il
His Monk tribute now complete, Willner plots anew.

‘Rockit’ won't lead you to
anybody. | think that using
rock musicians is a good
way of exposing Monk's
music.”

His brainstorm dates from
Willner's attending a Monk
tribute concert shortly after
the pianist’s death in 1982. "I
was very frustrated because
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sure to offend Monk
aficionados, but Willner's
defense is immediate and
sincere.

“These rock musicians are
to be respected even more.
They knew they were going
to be put on the chopping
block for even attempting to
play Monk—they must love

the music. For me that comes
through on every cut, and
every album | do has to have
this feeling.”

Witiner converts and non-
believers alike will have

plenty to debate in the com-
ing years. The producer's
next conglomerate musical
tributes are to Charles Min-
gus and Kurt Weill. —Steve
Futterman

DEPECHE MODE

Silicon Teens
Grow Up

hey may be sick of hear-
ing it, but Depeche

Mode is one of the few British
synthesizer bands to grow
up gracefully in public. Dave
Gahan, Martin Gore, Andy
Fletcher and Vince Clarke
were just another British
electronic pop band in 1981,
intoning adolescent love
songs to the inhumanly per-
fect beat of a drum machine.

That all changed with De-
peche Mode's third LP, Con-
struction Time Again, in 1983.
“Our earlier stuff was too
lightweight sounding,” ex-
plains Alan Wilder, who re-
placed Clarke in 1982. "So
we went for a different ap-
proach. Rather than using
synthesizers, we decided to
go for a more acoustic
sound.” Just as unusual as
the guitars and other non-
synthesized sounds were
the maturity and downright
humanity of the lyrics. In-
stead of wondering about

the meaning of love, Con-
struction Time Again tackled
such non-trendy issues as
world hunger, geopolitics
and international business.

Whether because or in
spite of such growth, state-
side success has eluded
Depeche Mode. Sire Rec-
ords hopes to reverse the
situation with People Are
People, aU.S.-only “greatest
hits” compilation. The title
track is an effective, catchy
anthem denouncing pre-
judice; it reflects Wilder's
notion that “if you're writing
about something that means
something to you, you want
to get across to as many
people as possible. The at-
titude that it's just for people
who are cool is crazy.”

Now at work on their next
LP, Depeche Mode is still a
long way from exchanging
synthesizers for Stratocas-
ters. As Wilder jokes, “We
were thinking of getting a
machine that throws drum-
sticks out into the audience.”
But this band’s collective
heart is thoroughly human. —
Debbie Geller
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“I BELIEVE IN
ORIGINATORS
RATHER THAN

IMITATORS.

To my knowledge,
Ern was first with
custom gauge strings,
and he still provides
the highest quality
and consistency.

I'VE TRIED
MANY OTHER
BRANDS, BUT
ALWAYS COME
BACK TO EB!
My gauges are

.009 .0i2 .014
.022 .030 .040

EB STAINLESS STEEL
strings give me
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A Four-Star Innovator
at the Peak of a New Game

Ly

By Tom Moon

MILES DAVIS, visual artist, is poring over his work.
A sampling leans against his dining room window
overlooking Manhattan, others are stacked in a
pile onthe floor. “Which one should | give 'em?” he
wonders aloud in characteristic sandpapery
whisper—the voice heard famously atthe end of a
few recordings—as he sorts through linear draw-
ings, sketches, deep brown-hued paintings.

He's selecting a piece to donate to the Olympic
Arts auction, and the jazz legend clearly doesn't
relish the task. The art is thoughtfully developed
and well executed, recalling the angular look of
his cover work from Star People and Decoy. | cast
a vote, and he shoots back “I'm not talking about
for your eyes” in mock reproach; he ends up
choosing the piece anyway.

This is Miles Davis at the peak of his game. At
fifty-eight, yet another phase of his sinewy career
is unwinding: here is a man whose thread of influ-
ence is woven deeply and inseparably into the
jazz fabric, one of those rare geniuses whose
work seems to continually nudge and expand the

perimeters of possibility. Miles has grown with the
music, and at the same time forced the music to
grow. He could have frozen his style at bebop,
where he learned his craft, or his own cool school,
or with the modal improvisation concept he
pioneered on Kind Of Blue, or with the classic 60s
quintet. Even the early electric period (Miles, you'll
remember, was the first to successfully integrate
electronic instruments into improvised music)
would have sustained his star status nicely.

But Miles Davis, the artist, has continued to
evolve. He has endured injuries, extended hos-
pitalization, innumerable setbacks. When he
re-emerged in 1981 after a six-year hiatus, critics
bemoaned the groping hit-and-miss quality of The
Man With The Horn and subsequent live perfor-
mances. This year's Decoy, his fourth effort since
the comeback, is by contrast the full-fledged reali-
zation of what Davis has been attempting all
along: a loose, electric riff sound sprayed with
synthesizer and enlightened solo offerings, and
grounded by the pulsating heartbeat of drummer

Photographs by David Gahr
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Al Foster and Chapman Stick/bassist Darrell Jones. Davis is
practicing daily, and has regained the impassioned control
of the trumpet which marked his best period. If his work on
Decoy and the opening night performance at the New York
Kool Jazz festival are any indication, Miles Davis is playing
exactly what he wants to play.

He is similarly in control of the business of his career. The
performer notorious for turning his back on audiences and ig-
noring critics is now talking—enough to warrant a two-day
spot on the Today show. He has recently completed an ex-
tended European tour, and is preparing to take his current
sextet (with Foster, Jones, guitarist John Scofield, saxo-
phonist Bob Berg and keyboardist Robert Irving IH) for a spin
around the country. Decoy, Miles' partially-animated video
debut, has just been aired; his version of Cyndi Lauper's
“Time After Time"—one of several pop tunes he regularly
programs—is now available as a 12-inch single.

This whirlwind activity seems to nourish Davis: he radiates
health, and his taut features beam an inner calm that borders
outright happiness. His alert, softly imperative eyes scan the
open living space—perhaps falling on the telescope on the
balcony, the coffee-table elephant with a “Miles” banner
around its neck, the urban-gray tint of the walls, the electric
piano humming in one corner. Davis’ aura rules the room. He
is dressed in a loose-fitting khaki overshirt, with baggy pants
held in check by a wide leather belt—a swashbuckling
sophisticate unmoved by current fashion. He jaunts cat-like,
rarely sitting, immersed in the swirl of energy that is his work.
The man with the horn reels around, attention focused back
on the canvas: “What did you want to ask me?"

Miles discovers Bill Evans posing for the bitches.

MUSICIAN: Tell me what you're listening to, Miles.

DAVIS: What do | listen to? Lately just myself. Weather Re-
port, Earth Wind & Fire, Michael Jack son, D-Train, Missing
Persons, Prince. | like Prince, Prince is a funky little dude, ain't
he? What's that guy's name—Huey something & the News?
He reached way back and got that one; sounds like Wynone
Harris. | turn on the black stations, and just listen . . . Marcus
(Miller), Luther Vandross, big Luther; whatever they play is
good. Sometimes | tape it, and when I'm driving in my car in
California, | like to listen; the motor doesn't cut in, and the sta-
tic isn't there when youtape . . . .
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MUSICIAN: You're driving these days.

DAVIS: Yeah, I'm glad of that. | couldn’t drive 'cause of this
leg. And after | got it fixed the doctor told me just cool it, said
I have to drive an automatic: | like'd to have went nuts, man.
When they said | could drive again, | started to kiss him . . . If

he was a woman, I'd laid down and opened my legs.
MUSICIAN: Tell me about Decoy.

DAVIS: It's two years ago; | have to go back and think about
what | thought about. The melodies were so plain, we had to
put a lot of synthesizer stuff under it: different patches, differ-
ent kind of chords, drum machine. We really laid on this one,
we socked it. A lot of overdubs, a lot of the bass | took out be-
cause it was too much, alot of the melodies were so plain, you
had to write countermelodies and it really turned “Decoy” and
"Code MD" on. You should have heard it naked. In other
words, we put some clothes on the melodies.

“Freaky Deaky," | did that by myself. | made an introduction
to that slow blues. Instead of using it for an introduction, | put
some harmony to it, and made it a bridge. Can you remember
the record? Remember the little part that says de-de-dat; de-
de-dat? (sings “Freaky Deaky"). Anyway, we put the bass
(sings bass line). It's a funny little feeling, you know but | was
thinking of—you ever hear any Kurt Weill? Got a German um-
pah. That's where that came from. Then | made the bluesinC
minor. Gil told me to play behind myself, so you could hear
what | was doing. A lot of times I'll play different chords
against each other, and you can't hear it unless you're a musi-
cian. | played the chords behind myself, and Branford.

The second side is a bunch of stuff that John played that |
copied off, and we dressed it up. Real simple nice melodies.
We took the best part, cause a lot of it Al (Foster) was drop-
ping the tempo and Bill (Evans) was screwing up. | just cut
out a lot of his solo. Here's a guy who can play his instrument,
you know what | mean, so he sees bitches out in front, and he
just grabs his horn and poses. Al said, “You can't see him
cause you're playing synthesizer.” One night | looked over
there and he was (poses) and so that's what came out. He can
play better than that. He sounded good on flute, but we
couldn't use that part.

MUSICIAN: You said you're onto something a little bit differ-
ent now?

DAVIS: It's different but when it comes time to put it out, |
don't know what we're gonna do. We might find a whole new
thing. Every time | record something, | can’t say it's gonna be
on a record. Now everybody wants to hear me play “Time
After Time.” We just left Paris—they loved that song; we had
three encores. They don't even know what it was. [Cyndi L.
had not yet hit Paris.] We did two concerts there, they were
sold out. | lost about ten, five, ten pounds.

MUSICIAN: Why?

DAVIS: Because | was playing, and | don't eat when I'm play-
ing. | think | ate twice. But | wear all that stuff when | play—you
know, stuff for a hernia, right here: rubber thing here (points to
his stomach). When | got through playing it was just Wheew
(slides his hand down his_front). See that? | had two hernias.
With the notes | hit, my guts would be on the floor. I'd say “Oh
shit” (Miles bends over and mimes picking up his guts). I'd be
doing that—"He done blew his guts out.”

MUSICIAN: How are you writing tunes these days?

DAVIS: | write around different people. My bass player's so
funky, man. The rhythm section now is so good, they can
make the Lord’s Prayer sound good. Say | want to change the
opening number, I'll just hit the first note and write something
around it. Maybe use something for the drums, to accent.
When you play a concert, it's more or less like a movie or a
show. They play the opening, then you play a middle number,
then you play a finale. The concert has to be balanced. If | feel
like changing the opening number, I'll write something; and if
| feel like changing the middle number, I'll write something, or
the ending. Or if | want Darrell to play something, to show his
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talent—how funky he is, goddamn is he funky. You know
“Decoy” is funny, it sounds all right but playing it, it doesn’t do
anything to me. We'll have to tighten that one up. | stuck in
another one in Paris, so the next album will definitely be “D-
Train,” “Time After Time,"” and the other one | wrote, 'cause
every time we play it, people go like this: (claps hands). | like
“Code MD.”

MUSICIAN: / /ike that too, the muted trumpet in the back is

really effective . . . .
DAVIS: We left that in, three trumpets. See, you're listen-
ing . . .. That's nice, don't you like that idea?

MUSICIAN: Greatidea.

DAVIS: Yeah, you know what would be nice, if you
could . . . if you could play around a record, and make an
album. Say, if you have “Decoy,” and you have, say, a cut
from ESP, try that one of these days.

MUSICIAN: On this album, more so than on Star People, /
hear you really using the studio. You must be spending a lot of
time there.

DAVIS: You know what | can do, I can goin the studio on cer-
tain days, with Bobby (Irviné Ill) and myself and the band, and
just carve out a whole album in about three hours. And it
would be great. | like live recording, cause guys get uptight
when they record: “What, is the red light on?" It's not us. I like
to just go in and turn it on and play.

MUSICIAN: That's what | got from you and John (Scofield) on
Decoy.

DAVIS: John plays such great melodies in rehearsal, | take
'em off and put 'em on paper. | say, “John, you now have a
song.” I think people are ready for that, going in the studio and
just playing. That pat stuff drives me nuts: “You gotta do this,
and it has to be twenty-one minutes, how many tunes you got,
gotta make one so the DJs will play it.” I'm not gonna go
through all that any more. | think the next one we're just going
to play, then come in, and write melodies to some of 'em, dou-
ble some solos . . . somebody plays a nice line, we'll just stick
with that.

MUSICIAN: You all were gétting into that a biton Friday . . ..
DAVIS: You should hear the Paris tape. You wanna hear it?
We were in Paris, Atlantic City, Los Angeles . . .

MUSICIAN: Which do you feel the best about?

I can go wn the studio on
certain days and just carve
out a whole album 1n three

hours. And 1t would be great.

DAVIS: In Paris, the second show. Something about Paris
gives you that freedom. Soon as you land in Paris, you feel
like “Whew! glad to get away from this place for a while.” You
know how those businessmen talk on the airline, that drives
me nuts. (Loud voice) “Yeah, ahh-ahh.” | said, damn, nobody
trained those mothers just to talk to themselves. When | get
tired of that | like to just take a trip to go to Paris. The second
set had a lift to it. “Time After Time" is different on there (the
Paris tape), “Jean-Pierre” is different . . . sometimes when |
play it, a lot of melodies in minor key, they come tome . . . so
all | do is play about nine or ten folk songs in that frame-
work . . . then if | want John to play something funky, I'll put it
into A major, so he can play his funky shit. That particular night
| played all A minor melodies. Eight-bar motives. That's Paris.
Tell you, the vibes are different, something happens to you
over there that doesn't happen here. You know how stiff
Diahann Carroll is, she was in Paris, and | saw her put her ass

N

The Sound: “I just ;iiscovered that's what people like about me.”

up on the piano, and cross her legs, and sing “It's quarter to
three . . . ain’t nobody in the place but me and you." She
wouldn't dare do that in the States.

MUSICIAN: What are your audiences like in Europe?
DAVIS: The audience is different because they like what's
happening. Here they say "show me.” What helps us here is
that | can't be still and play. | have to walk ail over the stage to
get that stuff I'm thinking out. Stuff | play gets the rhythm, and
I just can't stand still and play, ‘cause it would do me like this
anyway (poses).

MUSICIAN: Tough question: you've been on the forefront of
American music for decades. How do you perceive your influ-
ence on American music?

DAVIS: | used to ignore that question, but | think | have some
influence on it, you_ know, ‘cause trumpet players do try to ap-
proach the trumpet like | do. And guys try to write like Gil and
| didin 1949, Birth Of The Cool, Miles Ahead, Porgy And Bess.
Johnny Mandel, and Quincy and them tried to write like that.
Now it's changing. You don't have a big band arrangement
like that behind singers; you've got synthesizers, and it's full,
but it's not stiff. Like when you hear some patches on the syn-
thesizer—like we use on “JP"—you can't write that, what in-
strument's gonna play that? It's endless what you can do with
different patches. You can overdub it, but it doesn't have to
be stiff like those four saxophones or those french horns. It
could be high but sharp. You could take four notes, and put
steel drums, electric drum, chimes, bagpipes, strings and
brass together, on the synthesizer. Man, when you hit that, it's
gonna sound like the world did it. You say "Plaat” like that, it's
gonna have a little ring in it, it's gonna be round, but sharp,
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you know, and after you hit it you're still gonna hear some-
thing.
MUSICIAN: That stuff you play with trumpet and synth in tan-
dem. . ..
DAVIS: Reason | liked Atlantic City was because the sound
system was so good, | sound like five brass playing. The other
(places), the synthesizer didn't come up to the trumpet. In At-
lantic City | said “pop” and you could hear all of it—it sounded
like a full brass. You have to really watch your intonation when
you play like that because if you overblow, you'll play out of
tune.
MUSICIAN: To play in that kind of a range, too. You're back
playing way up there.
DAVIS: | don't worry about if I'm gonna make the note or not,
| just hit it. Because when you practice, you know what you
can do. 'Course if | do, it's not a long note anyway, it's short.
Bam, bop. Unisonis only two out of tune notes. Darrell told me
that when he plays that black bass (Steinberger) he tunes it
out of tune, ‘cause when he plays it sounds like unison. And
that’s right.
MUSICIAN: You used an Oberheim OB-Xa. What does Bob
use?
DAVIS: He has that Prophet 5.
MUSICIAN: What do you see as the future? Synthesizers?
What are the horizons?
DAVIS: The ear is getting used to the synthesizer sound now.
And when Quincy puts Michael's stuff together, actually he
has what, three or four composers under him? One for the
brass, one for the strings, Quincy says Michael does his own
work real well. When he comes in, he's ready. | like that boy.
Everybody knows his sound.

| just found out that's what people like about me. The reason
they know me on the records is because my sound is different

E S

from any trumpet player. | went to Japan, and | was back-
stage, and the mike was on and | played a run, and they start
applauding. They recognised the sound. | said, “No shit!"
MUSICIAN: / can't believe that. Of course you know you have
a sound.

DAVIS: You know, | never thought about it. Gil keeps tellin’ me
that. He says whenever you feel depressed, just listen to Miles
Ahead, and listen to "Spring Field.” He says that's all you have
to do. He calls me up and tells me these different things.
MUSICIAN: You mention Miles Ahead, do you ever listen to
the old records?

DAVIS: No. You know what song | want to play? The song that
the guy sings on Weather Report, “Can It Be Done?" Joe's
(Zawinul) gonna play it with me.

MUSICIAN: What else do you want to play?

DAVIS: Just that for now. | love that song. See, if | play these
things, | get 'em out of my system. | already rehearsed it with
the band. Hard patch on the synthesizer—you really need
strong hands, the keys come up too far. Littie by little, we'll
take out those (old) numbers one by one, and get different
ones. | have some stuff from the next album we haven't even
rehearsed yet. What you have to do is hear it in the band be-
fore you play it—you have to hear in your head how it sounds,
and then we see if it's appropriate to use it. 'Cause, you know,
when you're in front of people you can't be bullshitting. People
say “What?" “What?" Especially black people. In Atiantic City,
they were right on the front row. One guy told me— | was play-
ing the blues, that slow blues on the second side—and he
said, “That's the way that should go, Miles, that's right.”

You know, there's a lot of people who are good musicians:
don't play no instrument. Musicians think they're putting
something over on the people, but they're not. People that
pay their money to hear you, they know when you're playing.

JEAN-LUC PONTY

OPEN MIND

Once again, Jean-Luc Ponty thrills and enlightens
with the musical mastership of his newest triumph, “Open Mind"".

Jean-Luc Ponty plays violins, synthesizers and
rhythm computer on “Open Mind"’

Don’t miss Jean-Luc Ponty’s ““Open Mind’’. Let it open yours.
Produced by J.L. Ponty for J.L.P. Productions, Inc.

i,
[ATLANTIC]

On Atlantic Records and Cassettes.

© 1984 Atlantic Recording Corp.@ A Warner Communicatons Co
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Everything you've heard about
the Beyer M 69 is true.

EXxcept the price.

‘ You've undoubtedly seen the
curiously distinctive “flat-top” shape of
the Beyer M 69 being used by leading
artists in a variety of contemporary
musical styles and situations. And
since the M 69 is a German precision
microphone, you might assume that it
is priced well beyond your means.

We happily acknowledge the
“professional” consensus about the
M 69’s superior sound and perform-
ance, but we must also point out that it
is definitely not expensive—$165" to
be precise. Competitive mics at this
price point are hard-pressed to match
the integrity of design and construc-
tion offered by the M 69, not to
mention its extraordinary dollar-for-
dollar value—a critical factor in these
cost-conscious times.

The M 69 has an exceedingly high
output and its full, balanced sound is
characterized by a strong, smooth
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The Dynamic Decision

midrange. A clean hypercardioid
pattern insures excellent suppression
of feedback and the ability to handle
excessive sound pressure levels in
heavily amplified applications. And
because the M 69 was designed to per-
form without susceptibility to off-axis
“coloration” or changes in frequency,
it produces a smooth, consistent sound
that can be used for miking vocals,
acoustic and electric guitars and drums
with uniformly excellent results.

The elegant and articulate sonic
profile, ruggedness and supreme
versatility of the Beyer M 69 is
achieved without any compromises in
quality through design. Beyer firmly
believes that the highest standards of
performance are not necessarily a
function of the highest price and we
will gladly match the M 69 against any
competitively-priced microphone to
prove our point.
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*Manufacturers suggested list price U.S.  Beyer Dynamic, Inc. 5-05 Burns Avenue, Hicksville, New York 11801 (516) 935-8000.



JOHN LYDON'S |
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J remember when the first pic-

| tures started showing up in

the American papers. They
looked pretty bad. All those
drastically zoned-out kids
with their hair up in spikes and
safety pins stuck through their
cheeks, bondage gear, swas-
tikas, black leather, rags,
chains, noserings, purple
hair, creative scars, public
nausea, nipple cutouts, the
whole gleeful array, and |
thought that it was likely the
most pointless dramatization
of mass disaffection | had

seen, adequate perhaps to

,4'éhow the onlooking world

(and parents, | thought: par-
ents) how immedicably
wounded and distorted a de-
clining civilization had man-
aged to make them feel so

young, so butchered out of

| the body of common human-

ity. Aliens.

| wasn't on the rock scene,
but | did read the articles and
thought, well, we're gonna

see weirder things than this

|
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as the culture crumbles over the next thirty years, so you
might as well get used to it early. No birth without pangs and
no death without a rattle; we'll see which one it is in a couple
of decades when the bomb drops or humanity starts living up
toits name.

Then, one night awhile later, a friend phoned and said in a
rush that the Sex Pistols were on the radio, so | turned a dial,
found the last half of "Holidays In The Sun"—still my favorite
cut on the album—and decided in about three seconds that
no matter how useless the manifestation looked, | had it ali
wrong, because | was listening to the sound of liberation, a
furious assertion of the living and real in the face of the dead
and untrue. Also some of the greatest rock I'd ever heard.

Now, obviously the Punk Moment is not something to get all
sentimental about. In an undiseased culture we would not be
in need of such drastic purgations. And | never found another
band as vital or as revelatory as the Pistols. And scads of
people did waste their time and selves in senseless displays
of mutilation and the wearing of uniforms uniforms uniforms—
as usual in cultural convulsions, a ton of dead weight for every
ounce of living spirit. But we're still living in the aftershock. It's
part of the climate we live in, like the pollution in the atmo-
sphere and the dust in the human machine. “We're the future,
your future,” was presumptuous but not untrue.

The seventeen-year-old singer in the band was brilliant. For
an untrained street kid with no particular ambitions he worked
out one of the greatest vocal styles in the history of rock in
pretty short order. Those who think it was all fairly basic rant
'n’ scream might pay attention to the way he puts the afore-

ing to before I'd actually heard “Holidays In The Sun.” This
music was a devastated landscape scarred with trenches,
barbed wire, traces of gas attack and the remains of the
dead. | speculated about, Rotten/Lydon, that perhaps after
the ecstasy of blasting a world to bits he’d woken up in—
guess what—a blasted world, his brilliant vacation from con-
sequences over. What else could have made the originator of
one of the most powerful vocal styles I'd ever heard sing in a
frightened yelp that sounded as if he were afraid at any mo-
ment of having his balls yanked hard? What else could have
diverted him from frontal assault to obscurish modern-poetic
lyrics, avant-garde textures, in a word High Art? Or was he
simply being perverse?

Still, he seemed real, a rarity in the pop world. Someone
merely talented would have hired the right producer, put out
acceptable product and taken his happy place with the other
functionaries of the music business, with their okay records
and okay bands. Lydon wasn’t having any, and you had tore-
spect that.

Now, years later, having heard the new album, seen a
couple of videos and spent a couple of hours interviewing our
hero, I'm ready to revise my estimate upward. This /s What
You Want, This Is What You Get, though | enjoy it, especially
the Wilson Pickettish R&B chart “This Is Not A Love Song,”
more than its predecessors, didn't turn the trick for me. An ap-
proximately hour-long concert video (that intercut footage
from PiL appearances in Los Angeles and Japan) did. It
helped that, live, the band was not a bunch of gloomy, droogy
Second Avenue nihilists with Bad Hair but some good, typical

mentioned “Holidays” over the top with great line readings

“THE SEX PISTOLS NEVER CHANGED TH

like "I'm looking over the wall and they're lookin’ at me!"—hys-
teria as a first principle of style, not to mention the epochally
scabrous “"We mean it, maannn,” of the touchingly patriotic
anthem “God Save The Queen.” Then there are the songs
themselves, brilliant, radical inventions that manage to dam-
age whole cultures in three chords and four fast lines of rant.
There's the line in the middle of “Bodies” that decides once
and for all if obscene language can be used effectively in
hard rock, hilarious songs like “No Feelings” ("l look around
your house, you got nothing to steal,” etc.), and above all the
way Rotten manages to mount a hard rock attack while side-
stepping entirely the rhetorical macho heroism that had
seemed so inseparable and dull a part of the idiom for so
long. Balls to all of it!

Of course Johnny Rotten—John Lydon's first great inven-
tion—was more than a rock singer. For the audience, he was
almost pure representation, an embodiment of attitude, an in-
dividuation of a powerful and chaotic moment in time. He was
every upright Englishman’s bad dream of the Irish, a gutter-
snipe Paddy with a shiv and a too-sharp mind. The world is
full of laser-brained young men trying to write the world's
greatest rant, but they tend to spin their wheels without ever
engaging the gears of the world. Lydon intersected with his
moment in a bigger way than he could have imagined, but in
the negative, as destruction, as the massive death of illusion.
The exhilaration, such as it was, belonged to Lydon in the
freedom of the creative act, while back in the world of cause
and effect a shit-storm was building up, and Lydon decided
to get out from under fast. The Sex Pistols crashed and
burned in San Francisco, true to their central impulse, and the
rest was rubble, stupidity, exploitation and Sid Vicious dead.

Something like that anyway. As Lydon says, “The press are
going to write what they want, aren't they? It's always going to
be bigger than the truth and slightly warped.” | have, then,
performed my function, possibly in excelsis. | did, however,
retain an interest in Johnny Rotten and when Second Edition,
the American version of Metal Box finally came out here | was
terribly disappointed. The new music sounded passive, the
kind of thing I'd thought those kids in the pictures were listen-

44

rock 'n’ rollers of the old school. Still, the nub was Lydon's per-

E WORLD UNTIL WE CEASED TO EXIST.”

formance. What on record sounded like Music to Commit
Teenage Suicide By—or as a friend of mine quipped, Never
Mind the Sex Pistols Here's the Bollocks—Lydon illuminated
onstage by multiple ironies and flashes of wit. Public Image
Ltd. was, among other things, devastatingly funny. Savage
parody! Lydon tossed himself around the stage quite happily
and ripped the songs out as suited him, and | wondered why
I should have been surprised to learn that he knew how to
enjoy himself in front of an audience. | particularly enjoyed
“Religion,” a scurrilous rant—"They take your money, and you
take the lie!"—performed in blue light with Lydon wearing a
circular fluorescent tube around his neck like a lapsed halo.

Maybe keeping Johnny Rotten alive would have been a dis-
astrous mistake, the trap he'd always insisted it was. When |
think of every kind of asshole an extended-run Johnny Rotten
would have had abundant opportunity to be, | shudder. He
could have gone on as the world's leading Scandal for Hire, a
trick rabid monkey on a string, just the thing to enliven your
parties and confirm straight society's complacent vision of it-
self—"he was just a demented little hate puppet after all, how
irrelevant”—and, quick as you can say Hot Exploitation ltem
you would have had Instant Alice Cooper. People get eaten
so quickly these days. Maybe Lydon took the smart way out
and used the only means he had to get his privacy back. He
has retained his status as an outsider, stalks the music like a
conscience, and his abstention from the megastardom he
could have anytime is a powerful statement in itself.

I caught up with him in the bar of the Hotel Berkshire. He
was taller than I'd expected, and was the whitest man | had
ever laid eyes on. The white suit was nothing—I'd seen one
like it on Alec Guinness—but the phrase “waxen pallor” might
have been sitting around unused since the Victorian age so it
could be called up fresh to describe the effect produced by
his physiognomy. | would not, however, call him cadaverous.
He looks intensely vital. No doubt his veins are fairly bursting
with high-grade Martian chlorophyll. He was easy totalk to—a
very straight-ahead and undefensive sort of guy—Dbut difficult
to interview, giving short answers and declining to lengthen
them when confronted with silence and an attentive expres-




sion. His manner of speech is exact and slightly vehement,
his mind strong, clear, easily discontented, peremptory and
impatient. Usually, when people make a point of their hon-
esty, | find they're incredible, voluminous liars. He's not.

LYDON: Bloody awful, because we were broke at the same
time and people thought we were just doing it for the money.
That's the joke, see; you can get all the coverage you like in
the press and it doesn’t make your financial situation any bet-

“I'VE NEVER MADE TWO ALBUMS THAT SOUND EVEN REMOTELY SIMILAR. I GET BORED.”

MUSICIAN: Most people seem more interested in the Sex
Pistols than what you're doing now.

LYDON: People don't seem to be able to handle an ongoing
situation. Y'see, the Pistols are very good because they're de-
funct, therefore they're safe, therefore they can be handled.
What | get up to these days is very much more radicalily differ-
ent. I'm winning, slowly but surely.

MUSICIAN: / was a big fan of the Pistols, but PiL. doesn’t do it
for me, and not because it's too fragmented, dissonant. . . .
LYDON: | wouldn’t go out of my way to do that kind of stuff
deliberately. I've never made any two albums that sound even
slightly similar, and that’s not deliberate either. | get bored
and have to move on.

MUSICIAN: /In a TV interview yesterday you made a big point
about how you had changZd the music business entirely.
LYDON: | did. | did it. | changed the business, | made doors
open, | made it easier for up and coming bands. It was a Roll-
ing Stones type monopoly of the entire business. Record
companies would not sign up new acts. | opened that up.
MUSICIAN: You also needed all that money for the kind of
production they were doing at the time.

LYDON: Yes. And it made the music utterly void and useless.
I brought it back down to its grass roots again. Now the music
business seems even more confusing than it was then.
MUSICIAN: But you make a big point about how it was
you....

LYDON: No, not me. I'm part of a whole generation. | just hap-
pen to be the best spokesman of it, let’s put it that way. But we
didn’t do it to start out a bandwagon type mentality, and cer-
tainly didn’t want to be imitated. There should be many differ-
ent attitudes in music, and | think that’s what a lot of the so-
called punk movement misunderstood. The sleaziest, low-
level at the moment is the Black Flag type movement; they're
all into uniforms, they all look identical, the very things that
these people say they're against. And that's not healthy.
MUSICIAN: You were only seventeen when the Pistols
started up. What did it feel like as it began to happen?
LYDON: Very violent and frightening. | got physically injured
quite a lot. | suppose in many ways it was the same as I'm
going through now, with PiL. But with the Pistols, we were
hated, absolutely despised. There was no audience there at
all to any great extent. We sold a few records in a small
banana republic called Britain. They never changed the
world really until we became defunct and ceased to exist.
Now it's seen in quite a different light. And that's not fair.
MUSICIAN: We could tell that something large was happen-
ing over there, but it was hard to tell exactly what.

LYDON? Something was happening, but it went corrupt.
That's why it broke up. It wasn't meant to be a movement, we
didn’t want to change the world. We just wanted to change
ourselves, initially.

MUSICIAN: But something big did change. England was due
at that moment to get its face ripped off.

LYDON: And my God, didn't it deserve it. (laughs, sighs)
MUSICIAN: Not being English | can’t say.

“WE WERE HATED, ABSOLUTELY DESPISED!”

LYDON: (giving me an especially dark look in response) Dur-
ing the Pistols days ! lost many a record contract because of
the big names on the label that would just ring up the boss
and say, “I'm sorry, | den’t want to be on the same label as
that particular band.” | mean, that was bad. People like Rick
Wakeman, and that asshole from Cockney Rebel, Steve,
Steve . . .[Harley].

MUSICIAN: But how did you feel when the moment got big?

ter. Then you find that the working-class people you come
from and for whom you would like to make things better, can
be your worst enemy, and that taught me a bitter lesson: don’t
fly flags for anyone but yourself. It hurts.

MUSICIAN: Why were they the worst enemy? Because you
were breaking the rules?

LYDON: Because we were getting out of the ghetto.
MUSICIAN: And they envied it?

LYDON: Yes. Very much so.

MUSICIAN: The way you sing has changed a lot since then.
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LYDON: | employ many styles. That was a rock 'n’ roll rhythm.
I've shifted. Now I'm into backbeats. It's more souly orien-
tated. Much closer to myself. Look, Never Mind The Bollocks
was the best rock record that could ever possibly be made. It
was afull stop on a period, and the pressure from record com-
panies to continually repeat that sound was just too demand-
ing. | wouldn't have it. If I'd continued in that vein we'd be no
more serious a threat than the Rolling Stones and nothing
would have been achieved at all.

MUSICIAN: Then what is being achieved?

LYDON: I'm doing what | want. I'm just into making myself
happy and doing records that / like, and hopefully they'll be
liked. I'm not looking for number one records, | don't want that
kind of pressure. | like my latest album very much. Everything
I've done up till now has been hated on its initial release and
looked back on four years later with glee. Maybe | should hold
the next album four years and then release it.
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MUSICIAN: You're letting more elements back into the music
now, being perhaps a bit less severe.

LYDON: | had my fun with that. And that's the be-ail and end-
all. 'm going back to a more rocky, pop way.

MUSICIAN: /t suits me, not as a critic who's going to tell you
what's good or bad, but as a listener.

LYDON: Fine. That's your personal judgment then. The Brit-
ish musical ear is attuned to different things. It's quite difficult
to get that across to a lot of Americans, because you're not
brought up on reggae and the like. lt's inherent in us. Not all of
us, but most of us ghetto people. We're not into Jim Croce or
The Hissing Of Summer Lawns, it's not in us at all. The typical
L.A. vocal harmonizing stuff makes rne cringe.

MUSICIAN: So why are so many people into Boy George?
LYDON: He's safe, he's a pantomime. Liberace. He's harm-
less as that. I'll tell you what fooled all of us. Helen Terry, the
girl who sings backup for him—she's brilliant.

MUSICIAN: Who else are people listening to in England?
LYDON: I'm not sure at the moment. You know, you get to the
New York discos and they play nothing but English records,
as if that's something new and special. | hate the lot of them, |
really do. They're weak and they're wanky and they have no
hard edge to them. it's pap.

MUSICIAN: Where does Malcolm McLaren fitinto your story?
LYDON: He was the manager of the Sex Pistols, and as such,
speaking with great hindsight, told the world that he deliber-
ately set the whole thing up as a scam, which wasn't true at
all. | wrote the damn songs, not that fuckin’ asshole. It was ac-
tually Bernie Rhodes, the Clash's manager, that got the Pis-

tols together. He spotted me on the street and | looked like the
worst thing he'd ever seen. | had an | Hate Pink Floyd T-shirt
on, which he thought was highly humorous. And because |
couldn't sing, not a note, it had to be.

MUSICIAN: Between getting thrown out of your house by
your father at fifteen and joining the Pistols two years later,
what did you do?

LYDON: Squatted in London in abject poverty. | didn't work. |
refused. | never ever considered making records or even at-
tempting anything of the like, so it was a marriage made in
heaven, definitely not one planned.

MUSICIAN: What did you have in mind?

LYDON: Nothing. | had no prospects. They asked would |
mime in front of a jukebox to Alice Cooper's “I'm Eighteen,” so
| did, and surprised them that | actually knew the words. | had
bottle. And brains. Which is more than a lot of them had.
MUSICIAN: / was struck by the humor of your live in L.A. and
Japan video. It's a quality that doesn’t come across on your
PiL records, and I wish it did.

LYDON: It would be very odd when you're making a record to
be a stand-up comedian at the same time, if that's what you
mean. Songs |'ve written like “I Wish | Could Die,” come on,
how funny can you get? The last thing | want to do is die.
MUSICIAN: Those records just do not sound funny, whereas
on stage the irony is obvious.

LYDON: All right then, | have a very twisted version of humor.
An Andy Kaufman of music.

MUSICIAN: Did you go into Middle Eastern music very
deeply before Flowers Of Romance?

LYDON: No, it's not Middle Eastern. It's renaissance and
Gaelic things. | mean, | am a Paddy. It's in my blood. I'd just
come out of jail in Ireland and | was desperate to get into a
studio and | did the whole thing in a week.

MUSICIAN: Jail in Ireland? What happened?

LYDON: Grievous bodily harm. It was just a barroom brawl. |
was attacked, it was that simple, and | defended myself rather
well and went to jail for it. The album’s only connection to the
Middle East is one song, “Four Enclosed Walls,” where I'm

| 46
R

using the theme of Allah, but it's against the Middle East, if
anything. | don't believe what's going on there is healthy in
any shape or form. | like that mosque singing, though.
MUSICIAN: How many generations has your family been in
England?

LYDON: Just this, the first one.

MUSICIAN: So as an Irishman you still find religion worth at-
tacking. The song “Religion” for example.

LYDON: Obviously it's against my Catholic background.
What Catholics do in the name of religion is bloody cruel. For
one, they send you to Catholic schools, and that is torture. But
in a way it does teach you a sense of individuality. You come
out of it either broken or completely, utterly against that bull-

“ANGER IS NOT NEGATIVE IF YOU REALIZE WHAT IT IS AND FACE UP TOIT.

shit; either way you don't get religion.

MUSICIAN: /rish rebels make good, bracing haters. Jon-
athan Swift. Samuel Beckett’s still alive. You strike me as
being in that line.

LYDON: Do I? Oh dear, | suppose so (laughs).

MUSICIAN: A certain amount of revenge, of vengeance.
LYDON: Yeah, all these are emotions people don't want o
deal with and | definitely use them in songs. 1 find that more
constructive than going out and shooting someone, don't
you? | don't agree with the bombing in the North, either, it's a
real coward’s way out. Anger is not negative if you realize
what it is and face up to it. Now you said hate. Hate is based
onignorance, and that's one thing I've tried not to be.
MUSICIAN: /n essence what you attack is illusion.

LYDON: Yes. I've been labeled an anarchist; well, hold on,
check my career so far. | don't just destroy things for the sake

BUT HATE IS BASED ON IGNORANCE, AND THAT’S ONE THING I'VE TRIED NOT TO HAVE.”

ofit, | dotry to come up with an alternative way of doing things.
And even though that sometimes fails, at least | try. | wouldn’t
be an anarchist just for the pure hell of it. That's stupid.
MUSICIAN: The Irish bardic tradition, more than most, is in-
volved with humiliating and demolishing one’s enemies with
words. Perhaps you draw on that.

LYDON: Yes, | must do, absolutely. There's nothing like a
good lIrish debate, and | do love doing it verbally. It gets a
good interaction going.

MUSICIAN: So it feels active and creative.

LYDON: Yes, it does. The Irish aren't really that violent a na-
tion, not at all. Maybe in the North, but that’s because of out-
side influences. The South is perfect. It's heaven. There's no
violence there, they just want to farm. Galway, that's where my
family came from.

MUSICIAN: Why'd they leave?

LYDON: Poverty.

MUSICIAN: One feeling | got from watching the live video is
that in some of your bitterness you might be taking revenge
on your own, more tender feelings. Were you by any chance
a soft-hearted romantic sort of poof when you were a kid?
LYDON: A poof? (incredulous laughter) No. I've never been
into that kind of poetry. Maybe I'm a bit of an idealist. | do wish
people wouldn't tell lies so frequently and with such fervor. |
tell you, it's the hardest thing you can possibly do in your life,
to make sure you never tell lies. | keep sticking to that, and it
makes my life very difficult. | wouldn't call it romantic.
MUSICIAN: So you just take a dim view of things.

LYDON: | don't think | have a dim view at all. I'm just pointing
out the mistakes. | don't think that's particularly dim.
MUSICIAN: Do you still think that rock has had it, that “four
wanky turds killed it dead as a doornail”?

LYDON: Yes. It should be forgotten.about for a while, maybe
looked at again in ten or twenty years' time: “Oh, well yeah,
there were some good things in there, maybe.” The whole
idea of rock 'n’ roll, to make a fool of yourself with costumes, is
not on to me.

MUSICIAN: / really enjoyed the band you had on that L.A./
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Japanese video. Sounded like a standard, good, pretty ex-
pensive pop/rock band.

LYDON: Actually, no, it wasn't expensive at all. They were
Holiday Inn type people, they do the Jersey Holiday Inn cir-
cuit. It's a joke that they were the only people capable of un-
derstanding what the hell we were doing. We went through a
year of trying to get, you know, the usual bunch of musos from
New York to try and like . . . look, it's not your hairstyle, it's
nothing to do with that—can you just play the tune? And they
couldn't doit. Rimbaud poetry, boo. Holiday Inn cabaret, fine.
MUSICIAN: Where would you most like to perform?

LYDON: Where there’s a more fun-type approach to life, so
everyone's not so desperate to have a good time. Who the hell
needs a rock club? They don't have anything to do with youth
culture. They're about depressing people into spending
money for something that isn't worth it. They're not for me. It
seems to me to be a ludicrous way to have good fun, to stand
in a dingy, dark, ill-lit corner listening to rubbish and paying
double for drinks that you don’t want or need. And there are
always people with a chip on their shoulders, or a grudge. It's
very difficult for me, for instance, to go to any of these places
because it's, “What are you doing here? How dare you?”
You're not meant to be there, apparently, according to the
whims. | prefer the art of the individual. That's the best advice
| can give to anybody. Don't do things in gangs. It's wrong,
and you'll always be disappointed uftimately.

MUSICIAN: With a song like “Religion,” when you're attack-
ing the church . . ..

LYDON: I'm not attacking God, I'm attacking the priests. |
watched my mother die because of those bastards. He
wouldn’t come to the hospital to give her last rites because he
was too fucking drunk, the priest. He wouldn’t turn up. Terri-
ble. | mean, she believed heart and soul in this religion, and
they insulted her in this particularly bad way (eyes flashing).
They took away the last thing she believed in before she died.
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Don't you think that's cruel?

MUSICIAN: Very cruel.

LYDON: He went to a darts game. We found him later, he had
several black eyes and broken jaws, 'cos that was nasty.
That's his duty. | find it disgusting to see the priests own
houses and be property speculators and have wealth. And
it's against the idea, it goes against the grain. God must be
turning in His grave (big laugh).

MUSICIAN: Have you read much William Blake? No? He’s
very good on hating priests as the falsifiers of something real.
LYDON: Yes. For that I'd agree with him, yes. That's yes, into
essence, the purity.

MUSICIAN: So you think there’s something real back of it.
LYDON: Yes. There must be. What's the point of it all other-
wise? Not that that makes me a religious fool. | don't care
about the name you apply to it, but there must be something
better than this. You feel identity, therefore . . . .

MUSICIAN: Therefore you know there's something to which
it corresponds.

LYDON: Yes.

MUSICIAN: And you look around at the culture you woke up
in and there’s nothing for you, no reality.

LYDON: You just keep going; every bloody day can teach
you a new trick. There's two ways out. You can completely di-
vorce yourself from the human race, or you can get well intoiit.
| like to be well into it. Human beings, we're bastards. We're
dreadful! (loud laughter) We're absolutely the lowest.
MUSICIAN: /n Islamic esotericism there’s a tradition that God
said, “We created man with all the highest spiritual faculties
and realities in him, and then We brought him down to the low-
est of the low.” The deal is to find your way out, or back.
LYDON: Yes. That's a sensible piece of writing. That's seeing
it as it is. And here we go. What | believe in at the moment is
probably naive next year, and / would hope so. That's the
point of it, surely.
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HINIESTEEN

s “l n a year when both political

B parties are fighting to see
fwhich can most reclaim the
PAmerican flag and its attendant
svalues as its own, how odd to
i'see arock 'n’ roller predate them.

38 : A ROCk )n)ROIl 8 Bruce Springsteen, as evi-
S . Evange'lz‘stfor Our & denced by Born In The U.S.A’s

8 ) E introspective, even homey slice-
OSSN 7 77 120K @ i A7 17 [ (07 gt American-iife sagas, has
¥ e - ’ . . created a curious but very real
PatrZOtzsm and =rock audience that might{m-
Puritanism Ofa Eknowingly have more in common
3 s = with Cotton Mather than with
szferent Strzpe ¥ Judas Priest, with Woody Guthrie
& than with Prince. Springsteen’s
& shows, his music and his at-
By Chet Yd179]1 08 titudes share with his audiences
B a sort of New Puritanism, a sense
8 of a quasi-religious manifest des-
tiny, and a fJundamentalist ac-
" ceptance of life and its troubles,
i “along with the faith that true belief
& will bring a better way. When
. Springsteen ends his shows with
b acry to "let freedom ring—that’s
© what we're here for, even if we
* have to fight for it every day”
there are no scoffers in his rock
‘n’ roll flock, only true believers.
Springsteen has the power
and the touch. In many ways, he
resembiles the television
evangelists riding the crest of a
rebirth of religious fervor in this
country. Unlike Jerry Falwell,
though, Springsteen’s message
is that true salvation lies in a rock
'n'roll way of life. Articulating that
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way is not easy; it Seems to be an intuitive way of knowledge.
How unusual it is to hear 20,000 rock fans cheer a performer's
rap on why you should love your street and your hometown
and your state and your country. Bruce talks more about fam-
ily values than Reagan does. Yet none of this suggests jin-
goism so much as a pure yearning for a return to solid values.
Of course any value is better than no value, as demagogues
and hucksters have always known. Any shyster can flourish
in a moral vacuum, and in the past rock 'n’ roll has never got-
ten gold medals for presenting either wholesome role models
or messages to young people. So what is this all about?

Part of Bruce Springsteen’s current level of success must
be attributed to his talent as an entertainer, and the absence
of any real hard-edged competition. Even so, the oft-hesitant
New York Times has fiatly proclaimed Springsteen the “best
rock performer ever.” And there is no denying the fanatical in-
tensity he brings to a show, the evangelical zeal of the true
believer. Springsteen is the hardest-working white man in
show business. His appeal transcends traditional rock 'n’ roll
parameters, though. He's selling something unique among
rock superstars: a self-evident faith. And in performance, he
manages to project a R&R greatest hits collage: a bit of
Buddy Holly’s innocence, some of the dark sensuality of Elvis,
a bit of Bob Seger’s blue collar integrity, and the exuberance
and abandon of a Mitch Ryder.

That charisma is as strong offstage. | caught up with
Springsteen at shows in Detroit and New Jersey and found
the backstage atmosphere unusual for rock. No hysteria of
any sort, no cocker-spaniel bed-wetting exuberance. The
feeling was rather like being in a busy ant colony at work. (The
parallel to the Crusades shall go unmentioned.) People
around Bruce don't want reflected glamour so much as ap-

“I WANTED U.S.A.
TO FEEL LIKE
EVERYDAY LIFE,
NOT SOME BIG

HEROIC THING.”

proval. The Springsteen work ethic is clearly palpable. MTV
may offer its viewers a lost weekend with Van Halen—for
Bruce, it's the chance to be a roadie.

Bruce does not behave like a star either. When he met me
in his dressing room in Detroit after a show, his manner was
that of an accomplice, a confidant, a comrade. For someone
who seldom grants interviews, he was forthright, to the point,
and funny. When | told him that he finally had a big enough
constituency to either run for the Senate or start his own
church, he laughed it off: “Naw, Clarence is gonna do that.”
That breezy Jersey Shore camaraderie does not disguise a
manner that is so simple and direct that it's almost mislead-
ing. This is a man who clearly has thought out his position in
the scheme of things and has some things to say about it.
MUSICIAN: Aren’t you offering uplifting rock 'n’ roll? Isn’t
there a moral lesson involved with all that you do?
SPRINGSTEEN: Yeah, | guess. The one thing that bothered
me about the Born To Run record was that when it was initially
criticized people thought it was a record about escape. To
me, there was an aspect of that, but | always felt it was more
about searching. After that, that's what | tried with Darkness
On The Edge Of Town and The River and Nebraska. It was
like: How real are these things in people’s everyday lives?
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How important are they? | don't know exactly what I'd call it,
but | know that most of my records after the Born To Run were
somehow a reaction to the Born To Run album. To my own ex-
perience of it, which was really wild, it was really a big moment
in my life. Now, “Born To Run,” the song means a lot more to
me than it did then. | can sing it tonight and feel like it breathes
in allthose extra years. It's been, like—I wrote it ten years ago
now. But it still feels really real. Very real, for me. It's one of the
most emotional moments of the night. | can see all of those
people and that song to them is like—that's their song, man.
It's almost as much the audience's as it is mine. | like it when
the lights are up because you can see so much from people’s
faces. That's what it's about. But | like doing the old songs
now, because | really feel they let the years in, they don't feel
limiting. Like, | hear part of Nebraska in Born To Run now.
MUSICIAN: /s Born In The U.S.A. primarily about, as it
suggests, blue-collar patriotic values and rock 'n’ roll realism?
SPRINGSTEEN: That was the direction | was going in. It was
kind of hard to get there because | was just learning the im-
portance of certain types of detail, which | began to get a han-
dle on, I think, in “Darkness On The Edge Of Town.” And “Sto-
len Car” and “Wreck On The Highway,” which was kind of
country-music-influenced stuff. | wanted the record to feel like
what life felt like. You know, not romantic and not some sort of
big heroic thing. | just wanted it to feel like an everyday, Dar-
lington County kind of thing. Like in “Glory Days," it sounds
like you're just talking to somebody; that's what | wanted to
do. Wanted to make it feel like you meet somebody. The Ne-
braska stuff was like that: you meet somebody and you walk a
little while in their shoes and see what their life is like. And then
what does that mean to you? That's kind of the direction my
writing’s going inand in general it's just the thing | end up find-
ing most satisfying. Just saying what somebody had to say
and not making too big a deal out of it.

MUSICIAN: Do you feel that you have real, believable
characters now that people your songs?

SPRINGSTEEN: That's the hardest thing to do, the very
hardest. When | wrote the Nebraska stuff, there were songs
that | really didn't get, because | didn’t get the people. | had
all the detail, but if you don’t have that underlying emotional
connection that connects the details together, then you don’t
have anything. There were songs that didn't get onto Ne-
braska because they didn't say anythingin the end. They had
no meaning. That’s the trickiest thing to do and that was my
only test of songs: is this believable? Is this real? Do | know
this person? | was real lucky because | wrote almost all the
Nebraska songs in about two months. Which is really fast for
me. | just locked in and it was really different for me. | stayed
in my house. | just worked all the time. Sat at a table or with the
guitar. It was exciting because | realized that this was different
from stuff I'd done before and | didn't know what it was. But
with songs like "Highway Patrolman” and the “Nebraska”
song itself, writing like that, | was real happy with it. It just felt
real. | didn't know | was gonna do that, but | knew [ was going
somewhere in that direction.

MUSICIAN: Are those songs a reaction to what is happening
in America? To American values?

SPRINGSTEEN: | don’t know. | think that what happened
during the Seventies was that, first of all, the hustle became
legitimized. First through Watergate. That was a real hurting
thing, in that the cheater, the hustler, the dope pusher on the
street—that was legitimization for him. It was: you can do it,
just don't get caught. Someone will ask, what did you do
wrong? And you'll say, | got caught. In a funny kind of way,
Born To Run was a spiritual record in dealing with values. And
then Nebraska was about the breakdown of all those values,
of all those things. It was kind of about a spiritual crisis, in
which man is left lost. It’s like he has nothing left to tie him into
society anymore. He's isolated from the government. Isolated
from his job. Isolated from his family. And, in something like
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More bang for the buck: Brice’s marathon concerts are powered by his imaginary view from the fifth row.

"Highway Patrolman,” isolated from his friends. That's what
the record is all about. That happens in this country, don't you
see, all the time. You see it on the news. And it seems to be a
part of modern society. | don't know what anybody can do
about it. There is a lot of that happening. When you get to the
point where nothing makes sense. Where you don't feel con-
nected to your family, where you don't feel any real connec-
tion to your friends. You just feel that alone thing, that lone-
ness. That's the beginning of the end. It's like you start exist-
ing outside of all those things. So Born To Run and Nebraska
were kind of at opposite poles. | think Born In The U.S.A. kind
of casts a suspicious eye on a lot of things. That's the idea.
These are not the same people anymore and it's not the same
situation. These are survivors and | guess that’s the bottom
line. That's what a lot of those characters are saying in "Glory
Days" or “Darlington County” or “Working On The Highway.”
it certainly is not as innocent anymore. But, like | said, it's ten
years down the line now

MUSICIAN: So you and your characters are facing adult-
hood?

SPRINGSTEEN: That's kind of where I'm at right now. |
wanted to make the characters grow up. You got to. Every-
body has to. It was something | wanted to do right after Born

To Run. | was thinking about it then. | said, Well, how old am I?
I'mthis old, so | wanna address that in some fashion. Address
itasitis and | didn't see that that was done awhole lot [in rock
lyrics]. To me it seemed like, hey, it's just life, you know. It's
nothin' but life. Let's get it in there. | wrote "Racing In The
Street” kind of about that. See | love ali those Beach Boys
songs. | love “Don't Worry, Baby." If | hear that thing in the
right mood, forget it. | go over the edge, you know? But | said:
How does it feel for you right now? So | wrote “Racing In The
Street” and that felt good. As | get older | write about me, |
guess, and what | see happening around me and my family.
So that's Born In The U.S.A. Born To Run was the beginning of
that and it's funny because | always felt that was my birthday
album. All of a sudden, bang! Something happened, some-
thing crystallized and you don't even know what. And now
what are you gonna do? That’s the big question. You have an
audience; you have a relationship with that audience; it's just
as real as any relationship you have with your friends. It's
funny. | wrote “Born To Run” in 1974 and now it's 1984 and
you can kind of see that something happened along the way
That's a good feeling.

MUSICIAN: How do your rock values apply to your audi-
ence? What can you tell them of what you've learned?

e e e P e e ————— " R e —— =]

55




SPRINGSTEEN: | think it's different for every performer. |
don't think it's any one thing anymore. You really can't tell
people what to hold onto—you can only tell your story.
Whether it's to tell it to just one person or to a bunch of people.
There's nothing more satisfying to me than coming in and
playing really hard . . . and watching people—watching their
faces. And then going home and feeling real tired at the end
of the day but knowing that something happened. So, | don't
know about the question of what rock 'n' roll means to anyone.
| think every individual has got to answer that question for
themselves at this point. | don't think there ever was anyone
with an answer. it's like the difference between Jerry Lee and
Elvis. At the time, they were both great. It's just that you've got
to take it for what it is and see if you can make something out
of it. Some people, they don't even hear it. It just goes over
their heads or something. So | don't think you can really
generalize.

MUSICIAN: So, is your music just about girls and cars?
SPRINGSTEEN: That's what everybody is saying. | always
like those reviews. It's funny, because | remember that when
| was about twenty-four and | said, "I don't want to write about
girls and cars anymore.” Then | realized, "Hey! That's what
Chuck Berry wrote about!” So, it wasn't my idea. It was a
genre thing. Like detective movies. | used to compare it to
spaghetti westerns.

MUSICIAN: Or morality plays, maybe?

SPRINGSTEEN: Yeah. It's probably less like that now than it
was at one time. But | was always very interested in keeping a
continuity in the whole thing. Part of it for me was the John
Ford westerns, where | studied how he did it, how he carried
it off. And then | got into this writer, Witliam Price Fox, who
wrote Dixiana Moon and a lot of short stories. He's just great
with detail. In “Open All Night” | remember he had some story
that inspired me, | forget what it was. But | was just interested
in maintaining a real line through the thing. If you look just be-
neath the immediate surface, it's usually right there. So | like
the girls and cars idea.

MUSICIAN: But you consciously write images.
SPRINGSTEEN: Oh yeah, | always loved the movies. And,
after all, music is evocative. That's the beauty of it. Which is
also the danger of video. The tools can be great there and ob-
viously it can be used real well. But it can also be used badly
because it's an inanimate thing in and of itself. The thing

“NEBRASKA
WAS ABOUT A
BREAKDOWN IN
VALUES, A
SPIRITUAL CRISIS”

about a good song is its evocative power. What does it evoke
in the listener?

A song like "Mansion On The Hill"—it's different to every-
body. It's in people's lives, in that sense. That's what | always
want my songs to do: to kind of just pan out and be very
cinematic. The Nebraska record had that cinematic quality,
where you get in there and you get the feel of life. Just some
of the grit and some of the beauty. | was thinking in a way of To
Kill a Mockingbird, because in that movie there was a child's
eye view. And Night Of The Hunter also had that—I'm not sure
if surrealistic is the right word. But that was poetic when the
littte girl was running through the woods. | was thinking of
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scenes like that.

MUSICIAN: What about your relationship with video, from
“Atlantic City” filmed without you in it to “Dancing In The
Dark?”

SPRINGSTEEN: Well, when | did the Nebraska record they
didn'twant it. | really didn't have anything to do with the Atlan-
tic City video. The only direction | gave was to say that it
should be kind of gritty-looking and it should have no images
that matched up to images in the songs. | was really happy

“l1 REALIZED
THAT’S WHAT
CHUCK BERRY

WROTE ABOUT:
GIRLS AND CARS.

with it. | liked the way it came out. “Dancing In The Dark” was
Brian DePalma. That was interesting, working with him. | really
haven't gotten into video as of yet. We did that one around the
time we were starting the tour and putting together the show.
And that is the center of what we do. That has to be right. |
look forward to getting into video, to see what can be done
with it.

MUSICIAN: What about reactions to the blaster mix of “Dan-
cin' In The Dark?"

SPRINGSTEEN: People kind of get a rigid view of certain
things. That mix was an experimental thing initially. | heard
one on the radio and | said, “Man, that sounds like fun! Let's
do one of those.” And so we got it to (producer) Arthur Baker
and he was great, he was tremendous. | had a good time with
it. He did the whole thing. His overdubs were kind of con-
nected to my songs. He would put in something that sounded
like a glock (glockenspiel) or a twangy guitar. When | heard it
I just thought it was fun. This was kind of wild, man, this guy,
he's got an unchained imagination. | thought it was real crea-
tive. You've gotta do different things and try stuff. | figured that
a lot of people would like it and that the people that didn't like
it would get overit. My audience is not that fragile, you know.
They can take it. I'm just into seeing some different things. |
could easily go out and do just what | did before. But now
we're playing outdoors on this tour, which | hadn’t done be-
fore. And we did the blaster thing and the video thing. | want
to learn it myself. | want to just step out and see what works. If
something doesn’t work, that's okay and if something does,
great. In ten years I've built up a relationship with my audi-
ence.

MUSICIAN: 7o the point where they would support a quasi-
commercial risk such as Nebraska?

SPRINGSTEEN: Yeah! It was really well-supported by my
audience, which was real satisfying and in tune. So, | say,
hey, let's do some things, get in there. | can't stand in one
place. You've got to take some chances.

MUSICIAN: What about fans’ expectations? Especially the
assumption that you've inherited the rock 'n’ roll crown.
SPRINGSTEEN: | don't think you can ever think about that. |
certainly would never think that. All those people were my
heroes at one point or another. | still love Dylan, love the
Stones. t kind of look at what | doin a couple of different ways.
One is that it's my job and it's something | like doing and | do
itthe best that | can. Obviously I'm aware of people's expecta-
tions and you gotta wrestle with that. But at the same time you
gotta say, | write songs and we got a band, and that's who
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main guitar is
a '57 Fender Esquire. He uses
Boogie heads through a Prime
Time digital delay. He uses an SAE
third-octave equalizer and Nady
tube distortion. All his guitars are
Telecasters and all have custom
built pre-amps inside 'em. He has
an Obie F.R.C. to eliminate static.
Both Bruce and Nils use Takamine
acoustics, 6 & 12 strings.
mainly plays a '59
Stratocaster with old Bill Lawrence
pickups (they eliminate the field,
says Nils). He has a Strato-blaster
in the guitar which he keeps turned
all the way down (adds brightness,
says Nils). He plays through a Fen-
der Reverb and a Music Man run
together. “l use an MXR for distor-
tion. | keep the fuzz as low as possi-
ble and the gain on full for a thicker,
smoother sound.” He also uses a
Guild Rotoverb. Buy it if ya find it.
plays a new Guild
SB602 bass with standard EMG
pickups (“lt weighs ten pounds less
than the one from the last tour and
'm a happy man”). He uses three
MESA Boogie amps through four
Boogie 1x15 cabinets, as well as
Guild bottoms.
plays a Yamaha grand
piano, a Yamaha DX7 and a Yamaha
CS80 synthesizer. “The CS80 is
one of the warmest synthesizers,”
says Roy. “Certain synths sound
extremely electronic. That gives
them a certain coldness. For this
application the CS80 turned out to
be areal good choice. To fit the
synths into Bruce's thing, warmth
was an important quality to have.
The DX7 has a cleanness and
sometimes starkness the CS80
doesn't have.”
plays a Hammond
B-3 and a Yamaha DX7 and a weird,
hand-made glock in a box. Sounds
like a celeste, butit's actually a
glockenspiel stuck in a box and
played with keys. All attempts to
get the glock's sound captured on
synth tape have eluded musical
science.
plays three early
modei Seimer Mark 6's; his sop-
rano and baritones are Yamaha,
both new. The Big Man and music
designer Tim Holland designed a
guitar-like strap that conforms to
Clarence’s Olympian proportions
and allows him to swing the sax on
his back like Johnny Cash.
Max Weinberg plays Ludwig drums
with Remo Emperor heads and Zild-
jian cymbals.




DAVID GAHR

you are, you know? | don't think you can carry that kind of
thing around with you. | just want to do what | can do. At differ-
ent times | allowed myself to live under those types of pres-
sures, of expectations.

I think that the audience and the performer must allow each
other room to be human and to make mistakes. If not, then
they don't deserve each other. That's what | wanted our band
to be like. When I'm onstage | always feel, “What would | want
to see if | was the guy in the fifth row?” I'm watching it and
being up there and doing it at the same time. | still feel like
such a big fan myself of all music.

MUSICIAN: What happened with Steve van Zandt?

SPRINGSTEEN: It was real emotional, him going, and I'l cer-
tainly miss him. But he had to. He had written a lot of real good
songs; he had something to say and he has for quite a while.
And it was time that he stepped out and did what he had to
do. But | talk to him all the time. Nils (Lofgren) I'd known on
and off. Me and Nils auditioned the same night at the Fillmore
West in 1969. When the situation came up, | had spent some
time with him and | knew that he thought and felt about music
and rock 'n’ roll the way that | did. So that was kind of it. We

Pre-Born-again Springsteen at home in Jersey.

“1 WANTED
TO MAKE MY
CHARACTERS
GROW UP. EVERY-
BODY HAS TO.”

never auditioned anybody or anything. He really brought an
emotional thing to the band. At this point | think that the band
is the only thing that counts. It's the emotional commitment
you gotta have to get on that stage.

MUSICIAN: Are you going to vote this year?
SPRINGSTEEN: I'm not registered yet. | think | am gonna
register and vote my conscience. | don't know that much
about politics. | guess my politics are in my songs, whatever
they may be. My basic attitude is people-oriented, you know.
Kind of like human politics. | feel that | can do my best by mak-
ing songs. Make some difference that way.

MUSICIAN: You have no perfume or beer companies or any-
body sponsoring your tour. Would you ever?
SPRINGSTEEN: We get approached by corporations. It's
just not something that struck me as the thing that | wanted to
do. Independence is nice. That's why | started this. For the
independence. I'm telling my story out there. I'm not telling
somebody else's. I'm saying what | want to say. That's the
only thing I'm selling. | had a few small jobs before | started
playing but when | picked up that guitar, that was when | could
walk down my own path. That's just the way | like it. It's a lucky
feeling, you know, because how many people get to set their
own standards and kind of run their own circus?

MUSICIAN: You're doing the Rolling Stones' “Street Fighting
Man” as an encore. Is that a political statement?
SPRINGSTEEN: | don't know. | like that one line in the song,
“What can a poor boy do but play for a rock 'n’ roll band?” It's
one of the greatest rock 'n’ roll lines of all time. It just seemed
right for me to do it. It's just fun. In that spot of the night it just
fits in there. It's just so driving, man. After “Born To Run,” we
got to go up. That's the trick. 'Cause it's hard to find songs for
our encore. You gotta go up and then you gotta go up again.
It has tremendous chord changes, that song.

MUSICIAN: /s this another tour that lasts forever?
SPRINGSTEEN: Well, it's just the way we've always done it.
It's partly because the records take a while and by the time
we get out, you want to go everyplace. But that was the origi-
nal idea: this is a traveling band. You gotta bring it to people.
Up real close, as close as you can get. That's what | like to do.
'‘Cause if you want it for yourself, you gotta want it for every-
body, 'cause it’s all connected. In the end it's all part of the
same thing. Which is why Elvis’ message was so profound. It
reaches everybody, everywhere. Doesn’t matter where or
what the problems are or what the government is like. It
bypasses those things. It's a heart to heart. It's a human thing.
That's why it should go out. Somebody comes out, they shout
and yell, they have a great night, it's a rock 'n’ roll show. It
makes a difference, makes them think about something dif-
ferent. If | walk out on that stage and | feel it, there's a moment
here that can't be recaptured. This is the night that they meet
you and you meet them, head on. That chance only comes
once. One time. And you gotta take advantage of it. Some
nights, like tonight in that Detroit medley, you can hear the
scream and that captures the entire night. That's what | came
to do. That's all | wanted to say.

DAVID GAHR
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PLAYING IN THE BAND

Getting the E Street Shuffle Down Tight
By Bill Flanagan

Recording Born In The U.S.A. really depended on the
band playing at its full potential all the time,” says Max
Weinberg. “Because there was very little rehearsal. We just
went in without ever really running the songs down and re-
corded everything live. We cut seventy or seventy-five songs.
Sometimes the band didn’t even know the chords. They'd be
looking at Bruce's hands. Bruce always sings live. We really
depended on linking up.

“It was funny about this record,” the drummer went on.
“Most of it was recorded before MTV, before the Police got
really big. ‘Born In The U.S.A.," ‘Darlington County," ‘Glory
Days," ‘I'm On Fire'—all those songs were recorded in the
original sessions. This is more of a true American rock 'n’ roll
band sound. It's the way we always sounded in rehearsal.

“We hadn't played in six months and suddenly we came to-
gether and played. So it was very loose, very relaxed. We
didn’t even work it out. That makes more sense for a band like
us, trying to capture the heat of the moment. It took us ten
years to get to the point where we could really do that. We've
always tried, but it didn’t come off. That's one of the reasons |

think my drumming on Darkness At The Edge Of Town leaves
abitto be desired. You've got to make it as immediate as pos-
sible. As Bruce says, 'We don't make records, we make
music.”

It's July. Max Weinberg and the rest of the E Street Band are
in Canada to play three nights in the Toronto Blue Jays’
baseball stadium. “Dancing In The Dark” has been all over
the radio since early May. Born In The U.S.A., the new album,
has been in the stores for a couple of weeks. The Bruce
Springsteen tour, which will last more than a year, is just get-
ting underway.

Like this tour, the E Street Band has been over a decade in
the making. Organist Danny Federici has been playing with
Bruce for fifteen years. Garry Tallent (bass) and Clarence Cle-
mons (sax) came aboard before Springsteen's first album
was recorded in 1973. Weinberg and pianist Roy Bittan
started in late '74, in time to play on all of Born To Run except
the title track. The band has two new members tonight. Nils
Lofgren is a star in his own right, almost as well known for his
work with Neil Young as for his own albums. Also new is back-
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ground vocalist Patti Scialfa, a striking young woman with a
powerful voice and southern New Jersey origin. By the end of
a three and a half hour concert, it's obvious that one of rock'’s
best bands has gotten better. At a point when any ambitious
musician would be content to maintain his level, Spring-
steen’s group has made a leap forward.

“I've seen Bruce's show a lot over the last ten years,” Nils
Lofgren comments. “As good as the band has always been,
they're certainly better now. They've really matured. The first
time Bruce played the new album for me, | especially noticed
how good the band had gotten. They needed all that time, ten
or fifteen years, to all progress to that stage. There's no short
cuts to where they are. To walk into the band at this moment is
just fantastic.”

There's a wonderful moment toward the end of “Born In The
U.S.A." when the whole band sounds as if they're teetering,
about to lose it, then pull back together with the exhitaration of
an airplane pulling out of a nosedive. Compliment Spring-
steen on that track and hie says, “That's Max. Max was the
best thing on that song. That was only the second take, and
it's Max’s best ever.”

Weinberg recalls the moment: “We all thought the song was
over. | was just about to stop playing. Then we went on for
another eight minutes. There’s along jam that’s not on the rec-
ord. It was very exciting. At the point when we started record-
ing Born In The U.S.A., my style was very stripped down. |
made a conscious effort not to do as many fills. That particular
song was a real fluke because | wasn't into playing that way.
it was real late at night, the session was over, and Bruce just
started playing this guitar rhythm. That day on the way to New
York I'd been listening to a Stones tape. | had the ‘Street Fight-
ing Man’ groove in my mind. Roy came up with the line that he
plays and it just fell into place. It was the simplest, quickest
thing that I've ever had happen to me in the studio.”

Weinberg's sparser approach was influenced by his re-
search for The Big Beat, his book of interviews with the great-
est rock drummers. Talking to his heroes and studying their
work gave Weinberg new insights. Max spent a day with
Ringo, came back to the States, and played like Ringo on the
next song the band cut, “Bobby Jean.” Listening to Who's
Next led to approximating Keith Moon on the end of “No Sur-
render.” *l used to overplay terribly,” Weinberg volunteers. It's
a surprising admission from one of the most imitated—and
sought after—rock drummers of the last ten years. Wasn't that
big drum presence part of the Springsteen sound?

“| was never comfortable with that,” Max declares. “There's
certain tracks | listen to | know | could have done better on. |
played badly on ‘Prove It All Night.' | just wasn't hitting the
mark that day.”

Clarence Clemons doesn't disagree. “Like Max says,” the
sax player shrugs. "He was over-playing. He was over-anx-
ious to do everything just right instead of relaxing and letting
it happen. In the three years we were off the road everybody
grew so much, musically and emotionally. And it shows. Now
everybody’s sure of themselves, of their abilities. You just
play. It's a lot easier now.

Bruce Springsteen has grown. And not just as an artist, as
an influence, and as a commercial force. Springsteen has
GROWN. He's taller. After the first of the Toronto concerts, my
buddies and | were at the hotel pool when the Boss came out
to join us for a swim. Heavy exercise and proper diet has
transformed a once Jaggeresque physique into He-man
proportions. The word around the dressing room is that with
his new muscles, Bruce's once horrible posture got unbent,
and new inches were unfurled. The morning after one of his
marathon shows leaves him exhausted, Springsteen drags
himself out of bed and heads for the gym.

All of which brings us to the E Street Band's role as New

Prototype for rock 'n’ roll habits. People magazine compared
the clean-living band to the Hardy Boys. Intoxicants stronger
than beer can't be found backstage, and workouts are the hot
pursuit. Moms and dads who fell in love to the music and
image of the Rolling Stones must wonder what to make of kids
who celebrate being “Born In The U.S.A.,” bring American
flags to rock concerts, and make a drugless guy like Spring-
steen the country’s top rocker. Whatever happened to deca-
dence? [You wanna take that one, David Lee? —Ed.]

During intermission at one of the four-hour concerts Clar-
ence Clemons stretches out on a rub-down table and says,
“This tour, everybody's physically fit. Everybody's into being
in shape, being aware of what you're putting in your body.” To
the suggestion that, in a high-glamour era, the E Streeters
project a regular guy image, Clarence says, “That's the fun of
it. To be a regular guy and to generate such enthusiasm. And
not lose touch with your reality. We've all been around. We've
seen it. And it's no big deal. | hate that decadence. Some
bands go out and play forty-five minutes. They've got
limousines and caviar and champagne.” Clemons makes
each luxury sound like a communicable social disease.
“Forget that. | just want to do my job and make people happy.”

Confronted with accusations of temperance, bassist Garry
Tallent flops back in his chair feigning drunken incoherence.
“No,"” he smiles as he straightens up. “It's true but, especiaily

Working out: Clarence Clemons, the Boss and Garry Tallent.

since People magazine, it's become a thing. There’s a lot of
bands out there who aren’t zonked every night. We're not the
only ones. | justdon't wantitto become a big thing: ‘Oh. These
guys are straight.” That's silly. Then it becomes something
that it's not intended to be. To my way of lookin', it sort of fits.
All of asudden people are taking care of themselves, running,
working out. If anything,” Tallent smiles, “I think the times have
caught up with us. We're the band of the 80s.”

Garry Tallent joined the band in January of 1971. “Bruce al-
ways did originals,” Tallent says. “As long as I've known him.
When 1| started playing with him the idea was, ‘Strictly origi-
nals.’ And we didn't work. | think we were together nine
months, rehearsing in the garage, working just once in a
while. Then we decided to play some clubs. So we learned
some Rolling Stones songs and some Chuck Berry songs,”
Tallent laughs, “which were basically the same—so we could
fill out five sets.”

What's most different now?

“Being accepted,” Tallent smiles. “Even in the little clubs,
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LARRY BUSACCA

the acceptance has been there quite a while. This scale,
worldwide, is great. But | can't remember too many times it
was really a bummer ‘cause people didn't accept us. | re-
member a couple of occasions early on when people wanted
to hear Steel Mill (Bruce's hard rock band) and we weren't giv-
ing them that kind of stuff any more. We had trouble playing in

Max Weinberg feels bis new, uncluttered playing is bis best.

places where he was once very popular. But that was a long
time ago. What's the same is feeling that what you're doing is
great. I've always loved Bruce's writing and I've always loved
playing in a band with him. That has always been.”

It's twenty-five minutes before showtime the next evening.
Springsteen wanders out of the dining room backstage, and
toward his dressing room. Lofgren paces up and down the
hall, strumming the Chuck Berry rhythm of “Open All Night”
on an acoustic guitar. From out of a side door emerges crew
member Terry MaGovern—a big, dignified man with a gray
beard—dressed in a large foam-rubber tree costume. During
“Growin' Up” Bruce will launch into a monologue about Clar-
ence and he being lost in the Jersey woods. MaGovern has
been drafted into portraying the woods. His partner Jim
McDuiffie will represent the animal kingdom, dressed as a
bear. Roy Bittan comes out, sees MaGovern and goes into
hysterics. While Nils still strums to himself, Roy grabs his cam-
era and gets his wife Amy to pose with the forest primeval.

In the dressing room across the hall, Patti Scialfa lines her
eyes and searches for her toothpaste. “| always take my work
seriously,” Scialfa says. “But working for Bruce is real differ-
ent. | wantto be as good as | can possibly be. I've never been
as disciplined as right now. | do a voice lesson every day. |
work out. | feel a real responsibility to give a hundred percent.
Bruce makes me feel that in a very positive way.

“Some people you work for are crabby, or they have a lot of
problems that come out. That makes it hard to feel good about
yourself. But Bruce is a great leader. He's fearless.” Patti
laughs. “He gets up there and he's calm, he looks very cen-
tered. It's like, ‘This is it. This is what we're going to do.’ Work-
ing for somebody like that enables me to rise to my best. He
brings out a purity. There's nothing putting up blocks.”

Patti had seen Bruce play only once before joining the
band. She met him in the summer of 1983, while sitting in with
a local bar band, Cats on a Smooth Surface, in Asbury Park.
(She had left a gig with Southside Johnny a year earlier.) At
the beginning of the summer of ‘84, Bruce invited her over to
his house to sing with Nils, Roy and him. “We just sat around
with acoustic guitars,” Scialfa remembers. “It was very
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casual, which | thought was nice. He called about two days
later and asked if | wanted to come up and sing with the whole
band.” Patti passed the audition, and was asked to join the E
Street Band on a Sunday night. The tour began that Wednes-
day. She got through the first show using crib notes. Patti still
hasn't told Bruce that she's one of the girls who auditioned to
join the band when Born To Run came out.

Is there a greater lesson in Patti’s story? She thinks so: “You
can meet somebody nice in a bar.”

Nils Lofgren was about to start work-on an album for a Euro-
pean label when he got the cali, in May. Last winter Nils spent
some time at Bruce's house. “I'd heard these stories that
Steve (Van Zandt) might not be able to stay,” Lofgren ex-
plains. “So just for my own head, | told Bruce that if it got to the
point where he actually had to find another guitar player, to
keep me in mind. | just said it and dismissed it.”

When Bruce asked Nils to join, he jumped at the chance. “|
love bands,"” Lofgren says. “Grin had to break up 'cause we
did four albums and none of them did well enough on the bus-
iness end for us to stay together. That was a real painful thing.
It had been ten years since that break up, and to geta chance
to play in a great band was really fantastic. lt's exciting for me
to be in a band and not be the leader.”

On their night off, several E Streeters went to see Difford
and Tilbrook. As Glenn Tilbrook was ill, the former Squeeze
leaders played, with their encore, only about sixty minutes.
Afterwards Garry Tallent went backstage to pay his compli-
ments and invite them to the following night's Springsteen
concert. “I'd love to go,” Tilbrook said, “but we've got to play
here again tomorrow at eleven.”

“Well,” Tallent replied, “We go on about 8:15.”

“Oh great, then we'll come see the first part of your show
before we play.”

“Yeah,” some wise-ass piped up. “and then when you're

Regular guy Clarence isn’t into decadence.

LARRY BUSACCA



Express yourself...
with Gibson.

The Gibson Designer Series

Now you can order a unique, custom designed
finish on your new Gibson Explorer or Flying V
for that special look on stage to go with your
special sound.

Whether you choose a Custom Graphic

design or a one-of-a-kind Artist Original, you'll
have a superb, hand rubbed Gibson finish to
assure lasting value.

See your nearest Gibson dealer for the full
story. You'll like the price.

Nashville, Tennessee 37210

[/
’ésa Mcking his’rory. North and South American Offices:
» Yesterday, Today, Tomorrow.  P.O. Box 100087

International Offices:
Gibson B.V.
Giessenweg 67a
3044 AK Rotterdam
The Netherlands




LARRY BUSACCA

Nils Lofgren jumped at the chance to be in a band again.

done you can go back and see the rest.”

No one’s worked as hard to bring intimacy into arenas as
Bruce Springsteen. He stili runs all over the hall during sound-
check to check out acoustics in the cheap seats. Every time
Springsteen has moved up—from clubs to 3,000 seat
theatres, from theatres to civic centers, he's delayed the
move way past the point where ticket demand warranted an
escalation.

Rather than play one night to the whole Toronto ballpark,
Springsteen had chosen to play to part of the stadium for
three nights. But he was uncomfortable with the video screen
that was used to give those far off a good look. Although as-
sured that the muitiple cameras and sympathetic direction
had made the movie screen a valuable addition, Bruce
sighed that he had doubts about it. The whole show was an
experiment, an attempt to see if it was possible to achieve in
a ball park anything like the intimacy he'd maintained on the
slow climb from bars to arenas. Springsteen is again at a point
where his audience has gotten too big for the halls he wants
to play.

“As far as interaction with the audience goes,” Roy Bittan
says over dinner a few weeks later, “I do not feel Bruce has
lost anything. Some people say, ‘Oh, it was so much better
whenwe played inlittle clubs.’ | don't perceive any difference.
Bruce relates to the entire audience, whether it's 50 people or
3,000 or 25,000. | don't believe he increases the size of the
places we play until he feels that, sound-wise, production-
wise, and with his own particular way of performing, he’s posi-
tive he can project to that last person in the last row.

“I like sound outdoors,” Bittan continues. “It's real clear. It
has a real stereo quality about it. Technology today has
reached the point where you can play those large places. It's
not like the Beatles playing Shea Stadium with two little P.A.
columns and 64,000 screaming people. | want to see us in a
60,000 seat arena. | know people are going to react in the
same way. That interaction between Bruce and his audience
isn't going to change. I'm looking forward to that. | think it's a

positive step. / think the video screen is great. | love it. | think
you do reach a point where the visual element is reduced to a
bunch of ants on a postage stamp. That's the point where the
video screen really enhances it.”

Even at Blue Jays Stadium, the crowd hushed when
Springsteen dismissed the band to sing “No Surrender” with
his acoustic guitar. They also paid strict attention to his long
stories about growing up. Springsteen demands a lot of his
audience, and he usually gets it. He began to tell a story about
his hometown:

"When | was a kid, | lived by this park. And in the park was
a monument. My mother used to always say, ‘Where are you
going?' We'd say, ‘We're gonna go play around the monu-
ment." Then when | was fifteen and in my first band, we
needed our publicity pictures taken. We all had these plastic
leather snakeskin vests we got at the auction. And we had
these frilly shirts like the Kinks used to wear. Beatle boots. We
went down to the monument and we did all our poses. Had to
have all those poses down exactly. [t wasn'ttill | was older that
| found out there'd been this Revolutionary War battle fought
outside my town .. .."

At that point one kid yelled, “Rock 'n’ roll.” One kid out of
22,000. Springsteen instantly cut short the story and, with a
signal to the band, began playing.

The day after Labor Day, the last night of summer vacation,
Springsteen played the first of two shows at the Centrum in
Worcester, Massachusetts. “Dancing In The Dark” had lasted
a whole summer on the radio. That night, Springsteen finished
the story of the monument.

“It wasn't till | got in my late teens that | even knew what it
was a monument to. There was a Revolutionary War battle
fought outside my town. Before this tour | went down to
Washington and | visited the Vietnam Veterans Memorial. It's
a big walk and a lot of years between those two places. One
of the guys, the drummer, who was in my first band'’s name is
in the stone down there. | guess that's what monuments are
for. So that you'll always, always remember. So that you never
forget. That this is your hometown.”

Inthe summer of '75, just after he finished mixing Born To Run,
| approached Springsteen after a gig and asked him about
the buzz that he was going to be a really big star.

“| don't think about it, man,” Bruce shrugged. Then he ad-
mitted, “Well, | do think about it, | guess. But . . . you do what
you do. And whatever comes from that, then that's what hap-
pens. Whether it's a big place or a little place, it's great.” He
looked at his feet and explained, “See, what itis is, I'm always
happy when | play with the band.”
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THE NEW
PRODUCTION

It's more collaborative, a conversation
between equals. It's looser, riskier, more
energetic. New Producers are more
likely to be skilled, seasoned musi-
cians, but they don't feel compelled
to play on any and every track.
They're chameleonic, and deny
they have a “Sound.” They're
fluent engineers and love to fool
around with the latest hardware. They're paradigms of radically
changing studio values and recording techniques, but most of
them have been paying their dues for quite some time now. And,
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STEVE

LEVINE’S
CROSS-
y CULTURAL
j NEW AGE

Rob Tannenbaum

It’s a Clean Machine,
Very Clean: The
Digital Powerhouse
Behind Queen George's
Platinum Throne

Studio One, and hisreaction is like that of Woody

Allen awakening to the future in Slegper. Wilson
strums a chord on the Roland G-707 guitar synthesizer,
pushes a button, strums again, and ejaculates (“Wow").
He switches to a Yamaha DX1 digital synthesizer, playing
a delicate two-bar melody and adding different effects
("Gosh!"). An engineer suggests another setting, and the
result astonishes Carl further (“Golly!"). The man who was
involved in some of the most ground-breaking production
techniques in rock history is speechless, except for a few
wholesomely Californian interjections. He looks around
the electric sandbox- cum-recording studio and shakes his
head. “The technology in this room is really quite
amazing,” he finally exclaims.

Close your eyes and imagine the studio of your most
frivolous dreams. It's completely digital, of course, stocked
with enough effects to make a kazoo sound like the London
Symphony Orchestra, several drum machines with more
chips than a room of poker players, and prototypes of
synthesizers you've only read about. Now open your eyes,
and see if you can find Steve Levine buried among his
armory of expensive equipment in Red Bus Studios.

“I'm pioneering a new age of recording,” Levine
declares, sitting in the live area of the studio as Cail
Wilson's hushed exclamations drift through an open door.
If you doubt the heady claim of this effusive twenty-six-
year-old Englishman, just listen to his crystalline
production of the first two Culture Club albums, or the
equally immaculate sides he's produced for David Grant,
Jimmy the Hoover, the Melody Makers, and singer Helen
Terry. Levine's production successes are not merely the
result of owning state-of-the-art equipment, though; like
many of the best producers, he combines the high-tech
proficiency of an experienced engineer with the creative
ingenuity of a masterful melodicist and arranger. Heis a

C arl Wilson of the Beach Boys is exploring Red Bus
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Future shock: Levine introduces Carl Wilson to digital surfing.

prototype of the digital-age producer, and on this first day
of pre-production for the next Beach Boys album, all of
Levine's abilities are being challenged by the difficult task
of bringing that band into the modern era, of helping them
to have their first hit since they really were boys.

Levine first began to interface technology and music at
age thirteen by building a discotheque (“the whole thing—a
console and the lighting equipment”), and soon after that he
decided that he “wanted to be a producer, although at that
time | didn't know it was called ‘a producer.’ In fact initially,
| thought it was an engineer.”

And so, at seventeen, a misinformed Levine started his
apprenticeship at CBS as a tape operator. One of his first
jobs matched him with Bruce Johnston, the American who
joined the Beach Boys in 1965 after Brian Wilson quit touring.
Johnston was so impressed with Levine that he encouraged
him to experiment with producing, and so Steve and fellow
engineer Simon Humphrey began using the studio late at
night when no one was around. Levine tried to teach himself
to play guitar but found that “my hands wouldn't stand the
cutting,” so instead he beganto practice on the keyboards.

The result of this was a disco-oriented album that received
good reviews, although Levine doesn't like to discuss the
record now, and even insists that the group’s name not be
printed (hint: it starts with a D). “The contract was terrible
and | really don't want it rereleased. Still, it was good for us
to have done it, because we got ripped off straight away
and realized you've got to really be on the ball. Everyone
gets their fingers burnt; I'm glad | got mine burnt when it
didn't matter.”

Determined to work only with people they could trust,
Levine and Humphrey formed their own production company
and had some success working with Secret Affair (a soulful
neo-Mod band) and one-hit wonders the Jags before finan-
cial difficulties forced the two partners to split. By now Levine
had learned enough about playing and producing to go solo.
He started his own record label and released a 45 under
the name of Quizz. Someone at EMI| heard the song late one
night on BBC radio and was half-impressed. “They didn't
like the song,” Levine laughs, “but they liked the production.”
EMI hired him to work with the Angelic Upstarts, a punk outfit
whose loudandfast sound was softened by Levine's produc-
tion. The press slagged the resulting album, but Levine's
attention had already turned to a four-piece pop band with

a flamboyant singer named George.

Early in 1982, Levine and Culture Club recorded demos
of “White Boy" and “I'm Afraid Of Me,” and although the
producer “thought they were brilliant,” EMI wasn't impressed.
Levine turned out to be right; Virgin released Kissing To Be
Clever, a multi-platinum album with three top ten singles.
The master versions of “White Boy” and “I'm Afraid Of Me”
were “carbons of the demos” that EMI had rejected. Suddenly
Steve Levine had more offers than he knew what to do with.

He also had more money than he knew what to do with—at
least temporarily. Levine invested his substantial Club di-
vidends in sophisticated musical hardware. He may not own
Red Bus Studios, but if you removed his personal equipment
from Studio One it would be bare except for a pair of monitors
and a few dozen patch cords. The growing sophistication
of Levine's collection is reflected in the upgraded production
of Culture Ciub albums: Kissing To Be Clever was a 24-track
analog recording, while the follow-up, Colour By Numbers,
was a 48-track production mixed digitally, and the band's
new album is one of the first to be entirely digital, from start
to finish. “Digital recording is here to stay,” Levine asserts.

Levine's role in his various production jobs is dictated by
the necessity of the session. "With a solo artist like David
Grant you tend to get involved right from the songwriting.
Culture Club already has song ideas, but a lot of the arrange-
ments are done in the studio.” Levine became “closely in-
volved” in arranging “Do You Really Want To Hurt Me” be-
cause the song needed his input, and, he says, “that’s the
job of a producer. If it's necessary for you to be involved in
the arrangement, then do so.”

But whether he’s playing on and co-writing techno-funk
hits for Grant or helping to arrange four-part harmony for
Culture Club, Levine's input is valuable not because he owns
complex recording equipment, but because he fully under-
stands the possibilities it provides. “If you have the knowl-
edge and understanding of the equipment, you can get really
good musical results. That's the secret.”

As the recording technology becomes more complex, the
role of engineers and producers will become even more
important. Already, | suggest to Levine, a production team
is more crucial to the success of a record than it was during
the Spector/Motown heyday of the mid-60s. “I agree with
that one hundred percent,” he nods, “though it's in a slightly
different way. With the sheer cost of making a record, it's
looked on as important to get the right producer for the
record. That may or may not be a good thing. Second, with
the ever-increasing technology, groups are financially not in
the position to get equipment and then have the knowledge.”

This situation creates certain problems, though, for it might
soon reach the point where a few dozen producers have an
extraordinary amount of influence in the music business, and
a band’s success depends on whether a Levine, a Steve
Lillywhite, a Hugh Jones, or a Martin Rushent will work with
the band. “But it's the same in any industry,” Levine argues.
“You look at the most successful films and it's a set of five
or six people. The most successful session musicians—a
set of five or six people.”

Even the world’s top technocrats have moments of total
bewilderment in the studio, and one of Levine's toughest
problems was how to simulate the reggae dub effects on
“Love Twist” and “Do You Really Want To Hurt Me” for Kissing
To Be Clever. The recorded result came from “Just experi-
menting. | thought they did it that way.” When he went to
Jamaica to produce a record for the Melody Makers, the‘
four children of Rita and Bob Marley, Levine discovered “that
they didn’t do it that way. The quality of dub effects in Jamaica
is so [here Levine makes an unrepeatable sound, akin to a
parrot choking on static], and the Marleys said to me, ‘God
is that a really weird sound. But what a good effect.”
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Whether it's time to play it cool or play it hot, your
amp has to perform at its best. It has to cut; it has to
soothe; it must respond to your every nuance, and
most of all, it must give you the sounds you want
time after time; regardless of volume levels,

regardless of musical styles.

Intfroducing Sundown guitar ampli-

fiers. The all-tube design of Sundown
amplifiers cuts new ground for versa-
tility, response and power. Sundown
amps deliver a wide arsenal of over-
drive sounds by providing unpreci-
dented control over its multiple gain
stages and unique EQ sections. From

sweet to sizzlingly rude--you confrol the -hegt! The
“clean” sounds of Sundown are-simply second-fo-
none-smooth, powerful and studio-quiet. The
many professional features, including dual
effects loops and true channel (and EQ!)
switching, bring all of Sundown’s awesome

S - ~ capabilities under your command.
sun um“ should check out Sundown. Then just
curl up with your favorite guitar and

So if you are searching for that very
special professional amplifier, or if it's
Sundown amplifiers are manufactured turn up the heat!
in the USA by Sundown Technology Inc.

just been a while since you've really
been “amazed” by a new product, you

Sundown amplifiers are distributed exclusively by: Hoshino (USA) Inc., 1716 Winchester Road, Bensalem, PA 19020
Chesbro Music Co., 327 Broadway, iIdaho Falls, ID 83404



Taking this last confession as a chance to pry away some
of his recording secrets, | asked Levine how he managed
to get such a remarkably lustrous guitar sound on Colour By
Numbers. The shimmering acoustic guitar that jumps out of
the chorus of “Karma Chameleon,” he explains, pointing, “is
due to that microphone, the AKG Tube, which has got the
most brilliant sound on acoustic guitars and vocals. What
you've hit on is the smoothness, which is due to that mike.
And when you put that microphone on digital tape, where
there's no noise, the results are just absolutely staggering.”
One of Levine's other trademarks is a clean, one-tracked
lead vocal. “I think that's very important. When you double-
track a lead vocal it can sound great on certain things, but
you lose the identity of the voice. I'd rather have a single-track
lead vocal with multi-tracked harmonies for a more wall-of-
sound effect.”

In addition to the band’s four musicians, Culture Club fre-
quently uses a stable of studio musicians, including singer
Helen Terry (who electrifies “Church Of The Poison Mind")
and keyboardist Phil Pickett. But Levine has a personal
safeguard against using too much studio ornamentation: “|
record every [instrument] in stereo, which uses up the tracks
a lot quicker and stops you from going too mad with overdub-
bing.” Levine does not sing, and he thinks this deficiency
“stops my records from sounding ‘samey.’ Producers who
can sing tend to influence the way a band sings harmonies.
They influence vocals too much; you end up with every record
sounding the same.” If there is any sameness in Levine's
productions, it's in their very meticulous iridescence. “That's
definitely intentional,” he agrees. “A very, very highly polished
recording. Very technically clean. It's something very few
producers go for.”

Levine's success as a producer has given him the oppor-

tunity to renew his solo career, although his upcoming album,
Across The Board, is more like a group project. Many of the
songs on the record were co-written with Boy George and
David Grant (who sings on a few songs), while Mikey Craig
of Culture Club plays bass, John Alder (formerly of the Jags)
plays guitar and sings, and Rita Marley appears as a back-
ground vocalist on “Believin’ It All,” already “a medium hit"
in England. Like more and more musicians, Levine has no
desire to tour once his album is released. His one touring
experience, as Culture Club's soundman, was enough to
convince him to stay home. “I like making records and | think
touring is often a compromise of the recorded sound. It's
just a bit better than doing TV."

Steve Levine won several awards at the end of last year
as the best producer of 1983, but the biggest testament to
his talent came when his experienced mentor, Bruce
Johnston, asked him to produce the next Beach Boys album.
“I'm over the moon,” Levine says of working with the band.
“It's a very prestigious project, and there's so much potential
because it's almost like a new group.”

That, of course, depends on the Beach Boys, whose last
several albums have been less than inspired. “We're gonna
get a real fresh energy on it,” Carl Wilson says of the album,
“not just redo a tune written from some other time.” He is
polite and relaxed, almost to the point of seeming distracted
or absent-minded. It is not surprising that Carl is in the studio
before the rest of the band, given his well-publicized attempts
to get the band off of the nostalgia circuit. “The guys just
weren't into recording at that time, so | went ahead and did
a couple solo albums. It's an old story and everybody knows
it, s0 you don't need to go into it,” he laughs.

As Wilson goes back to exploring the future, Steve Levine

GREAT SOUNDS!

Digidrums digital
sound chips are now |
available for most popular:

drum computers!
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|_price is $40.00 perchip, and many

DX and Deumtraks chips contain two
sounds!-The Digidrums library of
Brumulator sound chips now includes
15 different complete sefs of alternate
sounds.

Tired of standard drum camputer |
sounds? Looking for a unique sound?
With Digidrums sound chips, you tan
compose “drum” parts cansisting of
talking drum and African percussion—
gunshots, breaking glass and barking
dogs—even a complete Latin Pergus-
sion ensemble. Digidrums sound chips
can turn your drum computer inta a
sound computer.

Drumulator

DRUMTRAKS  |D):(

continued on page 98
. Over-40-new-sounds-are now available. Suund chips can be user-installed
~—far-the Oberheim DX, Sequential-Cir- in minutes and come with complete
|_cuits Drumtraks and Linpdrim. Retail | installation instructions. New sounds

are added on a regular basis.

|_Coming soon: Oberheim DMX and Sim-

mons $DS7 saund chips. For more in-

| formation about Digidrums sound chips,

visit your local dealer or write to:

digi/drums’

100 S. Ellswarth Sth Floor

San Mateo, CA 94401

Tel: (415) 579-1514

Demonstration cassettes are avaitable: Ta
order, send a check or money order for
$3.00 (please specify make/model).

A digidesign inc. product
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Now you control
how much better youll sound!

Wait until you hear how good
you sound with a new Audio-
Technica AT831a picking up your
guitar, mandolin, violin, or other
acoustic instrument. And, if
you think all ultra-miniature
mikes are about alike, read on.
The AT831a is a cardioid
(directional pickup) microphone.
Which means it picks up more
of you and less of the stage
noise around you. It also means
better feedback control, even
when you're playingppp. It's a
more intimate sound, well

audio-technica.

AUDIO-TECHNICA U.S., INC., 1221 Commerce Dr., Stow, OH 44224  216/686-2600

balanced and smooth, with just
enough presence to clarify with-
out harshness. And the sound
stays constant no matter how
or where you move.

There'’s a major bonus only
with the AT831a. Want a “fatter,”
fuller sound? Just slide it closer
to the strings on its adjustable
mount. Want a “leaner” sound?
Simply slide the AT831a further
away. The felt-covered slip-on

* mount holds with gentle pres-

sure, so there's nothing to mar
the finish of your instrument.
—

Or you can use the traditional
“tie clasp” mount to put the
AT831a almost anywhere you can
imagine (even on a tie, if you're
into that)! And with eight feet
of super-flexible cable between
microphone and battery module,
your freedom to move is assured.

Better sound and more conven-
ience...just what you've come
to expect from Audio-Technica.
Find out more at your nearest
dealer, or write for our latest
catalog. Your audience will love
you for it!

New AT831a Directional
ultra-miniature electret
microphone with adjustable

slip-on mount.

New WIRELESS AT831a. Proved on tour
in Nady wireless microphone application
For details write Nady Systems, Incorporated,
1145 65th St., Oakland, CA 94608 « (415) 652-2411



Still Crazy After All these Years: An Unlikely Rebel Collaborates

wouldn't you expect a guy with a client list like Billy Joel,

Paul Simon, Barbra Streisand, Kenny Loggins,
Chicago, Michael Sembello, Julian Lennon, Martin Briley,
Phoebe Snow and more (he can't even remember) to be a bit
conservative? Spoiled by sky's-the-limit budgets? Maybe
thinks he has the Phil Ramone Sound? More powerful than
three Sony digital decks? Able to fix all boo-boos in a single
mix? Look! Up in the charts! It's moolah-man!

Phil Ramone is the exact opposite of each of those super-
producer attributes. He rolls the dice even while the tape is
rolling—hell, especially when the tape is rolling. He likes to
work quickly and prefers tight, feisty rhythm sections. He puts
his wide range of skills entirely in the service of his artists and
ruthlessly avoids auteur-ism. He does record in digital, but
then proceeds to plug in a forty-dollar analog phase shifter.
And all the money, the Grammies, the accolades, the growing
deluge of film projects, seem to have rolled off him like radio
warm-up jokes roll off the President. Although recently past
forty, Ramone is still very much the flexible, idealistic young
demo engineer who started making unforgettable records
over twenty years ago.

Raised in Manhattan, young Phil was a classical violin pro-
digy, beginning at age four and entering Juilliard at age thir-
teen. The best traditionai classical education did not take: at

N ot much of Phil Ramone is what it first seems. After all,

Billy Joel

Paul Simon
Barbra Streisand
Michael Sembello
Phoebe Snow
Julian Lennon

Jock Baird

seventeen, an unrepentant Ramone was tossed out of Juil-
liard “basically for playing rock 'n’ roll and jazz.” Out on the
streets, he became a jack of all trades, working one night as
an MC, another as a jazz band leader, another as a shiner of
shoes in back of major studios. He gradually fell in as a demo
engineer, striving mightily to become the *final” engineer.
When the regulars got too tired, Ramone would take over to
work sessions with the likes of Ellie Greenwich, Leiber & Stol-
ler, Bacharach & David—he engineered a good many of
Dionne Warwick's classic singles. As a top independent en-
gineer, he also did recordings for Creed Taylor, including
most of the CTI roster. His interest in live reinforcement—he
calls himself one of the earliest “fusspots”—led him not only
to sound consultation for Kennedy Administration functions,
but doing the live recording of the Band's epic Rock Of Ages;
he also did Dylan's Blood On The Tracks.

His first real production was Phoebe Snow’s understated
debut album, which became a big hit. Soon after, he was
hired by Paul Simon when his regular producer was too busy
with Art Garfunkel. The relationship has bloomed and pros-
pered right through last year's Hearts And Bones. Phil worked
with Jimmy Guercio on mid-70s Chicago. He did Kenny Log-
gins’ classic Celebrate Me Home record. In 1976 he pro-
duced Barbra Streisand’s A Star Is Born with its Grammy win-
ning single, "Evergreen”; more recently he produced Yent!.
He also did sound work for Quincy on the new Sinatra record.
In 1977 he did The Stranger with Billy Joel, a record that was
to catapult Joel into continuing superstardom in the good
hands of Ramone.

Keeping many of his older friends/clients, Ramone has
lately begun working with younger artists, including albums
for Michael Sembello, Julian Lennon, Martin Briley and Karen
Kamon, who did "Manhunt” from the Ramone-produced
soundtrack for Flashdance. That last project is a higher col-
laboration: Kamon is also Ramone's wife. Phil certainly has
had a hot hand doing rock film soundtracks: he's just execu-
tive produced a new film called Body Rocks (which includes
music written by Ashford & Simpson) and is starting work on
yet another called White Knights. With a schedule like that,
you can discern one more thing about Ramone that belies the
big-budget producer stereotype: the man works his butt off.

[ J
MUSICIAN: What's the producer’s primary responsibility?
RAMONE: The primary responsibility is to be truthful to the
artist. If you're going to sit in a producer's chair, you better
take your ego and put it someplace where it doesn't interfere
with what the artist or the writer or the musician is about. | think
a producer'’s responsibility is misunderstood for people who
say “I" alot: "I did this,” rather than, “If it wasn't for Liberty De-
Vito or Steve Gadd or some bass player who contributed
something at that moment, | wouldn't be a hero.” You start by
getting the music right; if you have to put some kind of stamp
on it, the music's probably weaker than it should be.
MUSICIAN: Are albums with some of your artists more col-
laborative than others?
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You don't have to walt til 2GD1 to get
THE BIG BASS SOUND

Sound and response from

out of this world, found only

in music stores on Earth.
Featuring multiple equalization
settings, stereo chorus and

a sustain circuit that enables
you to hold a note for today or
until the year 2001.

Using it direct, the great
sound you hear in the
headphones can be captured
on tape. As a pre-amp, its
sophisticated signal
processing will create a
stage sound that is

out of this world!

Scholz Research &
Development, Inc.
P.O. Box 191

Lincoln Center, Mass.
617-890-5211




RAMONE: Aimost everything is col-
laborative. You try to create a mirror
image between the artist and the pro-
ducer. It's hard for the artist to not be
egotistical, to have a view of the whole
forest. The structure of the relationship
is that no matter how big a star they are,
you tell them the truth. You're dealing
with a song that they wrote and love and
that you care about; they'll listen. It's
real difficult for anybody that's good to
know what they're about. You have to
take a quiet position, look at what
they're saying, and just be totally honest
about what you believe in. It's a filtering
process between yourself and them,
with you taking the objective chair. I've
never worked where someone doesn't

FUN

LIGHT TOP, MED

get the chance to say what they want to
say first. And then | think there's always
an alternative. And if you try the alterna-
tive and the original, you may come up
with something better. But you always
have to remember that their name is on
the album first and they have to live with
it.

MUSICIAN: Do you tend to work with
your artists while the songs are still
under construction?

RAMONE: Yeah. | think that's probably
the most exciting part for me as a pro-
ducer. Being handed twelve or fifteen
songs and having to choose nine is not
as much fun as having the song in
pieces and in the draftboard stage. And
| get to do that with most of my acts.

Mark King. Britain's premier funk bass player, uses and
recemmends the Superw6und 606F Funkmaster Set,
which'tsispeeially designed to meet the needs of his

style of playing

‘These gauges allow the maximum playability.

- The_piano winding adds a
brightness and depth.”

Mark King

DISTRIBUTORS INCLUDE
A.1LM., Gateway Towers. Suite 6B, Pittsburgh, Pennsylvania 15222 (412) 765 3232
Musicorp., PO Box 31053, Charleston, South Carolina 29407. (803) 763 9083
J.M. Sahlein Music Co. Inc.. PO Box 2985, 454 South Airport Boulevard, South San Francisco,
California 94080 (415) 873 3440
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After working with Paul Simon for ten
years and Billy Joe! for eight, you learn
alotabout whatitis you can do for them.
It's a very private kind of relationship.
You may work together for four months
straight and then not see each other for
two months, and the conversation picks
up like you left off at dinner the night be-
fore.

MUSICIAN:Will this exchange happen
more during pre-production or more in
the studio?

RAMONE: (laughing) | pre-produce
right inthe studio, to be honest with you.
The real pre-production is between the
writer and me, and the surprise is in the
first effort that a person plays, in the first
twenty minutes of playing the song. You
get that as your first raw architectural
drawing—it's a sketch. You may perfect
it or you may overperfect it, and the
people who are playing it will tend to
want to overdo it, until it's past the point,
maybe until it's too pristine, too clean.
Billy Joel, for instance, will write sixty or
seventy percent of his stuff in the studio.
He doesn'’t go in without a song that's al-
most done, but he could go three days
and have two songs and then be dry for
two days. He likes to work where the
pressure is on and the band’s gonna
show up and he better have a song. He
doesn’t want to be sitting there with mud
on his face—he's gotta come up with a
song. There's no star bullshit in the
studio. That's true of everybody | work
with, because if that becomes part of
your reality, you have to get rid of all the
road people and tellthemto stay out. It's
always a danger.

MUSICIAN: You're probably accus-
tomed to stardom now, but did your
pulse rate go up a little bit the first time
you worked with a Paul Simon or a
Streisand?

RAMONE: Oh absolutely. | still find if |
don't get chills, if the hairs don't stand
up on my arms every once in a while, |
think you're jaded. You really have to
realize how exciting it is when a musical
phrase or something new comes in at
the time you're working. That's the re-
ward. It's like the best love affair in the
world.

MUSICIAN: You're a string player and
Juilliard graduate. Did that help?
RAMONE: | never found any of that
worked for me, to be honest. Most of
what | needed | wish had been taughtin
a concise way. | wish I'd been given a
more adventuresome approach. What |
reject is pretty much what Billy Joel re-
jects: obviously the classical piano les-
sons paid off, but you're better off faking
a piece that sounds like Mozart than you
are trying to pretend that you can play
like Mozart, when the kid next to you is
really a killer. | don't disagree with those
schools, but | disagree with a system
that says by the time you're twenty you

continued on page 94
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It's the musicomputor that anyone can easily play the very first time  be a maestro in minutes! Musician or not, one finger is all it takes

they try! A real live combo is at your fingertips because Omni- to make music instantly.
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One Thing Leads to Another: A British Renaissance Man Hits Big

!

more than one hat in the studio, but few have worn so

many hats so successfully as Rupert Hine: artist, mu-
sician, producer/engineer, video director, soundtrack maker
...he even tried acting and stunt work. It was as producer of
the Fixx that his name began appearing last year on the
Billboard Hot 100 charts—in the crucial parentheses right
below the song title. Hine has since regularly returned his
name to those parentheses with tracks for Chris DeBurgh,
Howard Jones and Tina Turner, with the Fixx's third LP, Phan-
toms, just unleashed.

Hine's own new solo album, The Wildest Wish To Fly (Is-
land), may not join that more notorious crowd in Hot 100
heaven, but that's no reflection on the record’s virtues. It's a
shimmering song cycle, built on skilled, original synth tex-
tures and altered real-world sounds. Hine's penetrating, mus-
ical rasp delivers a set of ambitious, often inflammatory lyrics
by poet/film editor Jeanette Obstoj—the titie track, for exam-
ple, is an anti-war requiem for an R.A.F. pilot downed in the
Falklands War. The album’s tight, cinematic focus and slab-
of-sound intensity is vintage Hine.

Regrettably, neither the album nor the single/video “Mis-
placed Love" has given the thirty-six-year-old Hine American
stardom, but after all, he already knows how it feels. In the
early 70s, great records by Hine and his band Quantum Jump

There are a growing number of top producers who wear

RUPERT

The Fixx

Tina Turner
Howard Jones
After The Fire
Yvonne Elliman
Chris DeBurgh

Jock Baird

on Roger Glover's Purple label transformed Hine into a British
cult figure, culminating in a semi-satiric top-three hit, “The
Lone Ranger.” Hine struck up a subsequent partnership with
all-world rocker/talent scout Robert Palmer, with Hine co-writ-
ing a song and doing all the keyboard work on Paimer’s Pride
LP, recorded at Hine's Farmyard Studios (Palmer repays with
a guest-shot on Wildest Wish). Hine's first producing client,
over ten years ago, was Yvonne Elliman, followed by the likes
of After The Fire, Kevin Ayers and Camel. Following his 1981
solo LP Immunity, whose central theme was viewing the world
from a removed, interior space, he began working with the
Fixx, producing their debut LP, whose central theme was re-
markably similar.

Hine's relationship to the Fixx remains about as close as a
producer can get. Though they came to him as pliant clients,
they are now weekend friends and mutual idea laboratories,
sharing an acute interest in film. Hine was and is present at
the conception of much of the Fixx's music, and they in turn
have influenced Wildest Wish—guitarist Jamie West-Oram
plays on two cuts and other Fixxisms abound. Hine also uses
his two-way connection with the band to good advantage as
their video director; his tasteful, understated clips include the
nuclear nightmares of “Red Skies At Night” and “Are We QOur-
selves?” and the kinetic minimalism of “One Thing Leads To
Another. Anthropologists would be hard pressed to find a
more perfect specimen of 80s Renaissance Man Producer.

o

MUSICIAN: What are a producer’'s most important and most
overrated functions?

HINE: The most overrated function would be drum sounds. |
think the producer’'s primary responsibility would be to
achieve the best record possible at any given time, the record
that brings out that artist's particular idiosyncrasies, which
means less of the producer’s ego and input and more extract-
ing of every last ounce of the artist’s individuality.
MUSICIAN: What if the artist seeks out the producer espe-
cially for his particular sound or musical statement? The Fixx
have said they came to you because they admired your rec-
ords with Quantum Jump. Did you bring more input to that
situation than usual?

HINE: The Fixx had the right motivation when they came to
me, that is they first and foremost had ideas that they wanted
toturn into songs. Ideas—and believe me, ninety-five percent
of alt records put out are not born out of ideas—are the crucial
starting point for me. There’s no mystique in spotting whether
someone has real motivation or whether their songs are sim-
ply born out of doodling. And I'm not interested in the latter;
I'm only interested in music that's used as a means of com-
munication. The Fixx were like that as people, that was their
motivation. They may've lacked some of the experience in the
studio to achieve that. They also lacked the objectivity to
criticize their own writings, as most artists do. That was really
my job with them and we grew very much together as friends.
| see them a lot on a social level, therefore conversations
about what's going on in the world-the real world, not the
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It carries a price that’s a cut below.
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nal operating level, the Series 200 at
+ 4d B conforms to industry standards
when interfacing with VTR’s and
multi-tracks, for post production and
a variety of other demanding profes-
sional applications. Additional
sound improvements include a
1kHz oscillator for external align-

At Soundcraft, the tradition of build-
ing mixing consoles like no one else
can, continues.

The Series 200 represents a com-
plete redefinition of what you can
expect from a four buss mixer. And
where you can expect to use it. Post
production editing, video sweeten-

ing, club installations or on location. ments, electronically balanced mic
So revolutionary that it is suited to and line inputs and long throw faders.
more applications than any other portable system. As with all Soundcraft consoles, the Series 200
And perhaps most impressive, it's priced to suit the is distinguished by 4 band EQ’s so
tightest budget. musical it sets the industry on its ear. However, for
Available in an 8 input rack mount or 16 and 24 all the sonic breakthroughs, there is one sound
channel sizes, it is as versatile as you are talented. you'll be pleased not to hear. Contamination
When used in 8 track recording, the separate moni- caused by distortion and limited headroom. And,
tor section allows you to monitor all 8 returns indi- an outboard power supply eliminates any trans-
vidually in creating your mix. With 4 auxiliary sends former hum.
(2 pre and 2 post) it has twice the capacity of com- Offering features like these that are a cut above
parable consoles making it ideal for small clubs, PA other mixers, for a price that’s a cut below, might
and broadcast requirements. sound amazing to our competition. To our custom-
Unlike semi-promixersthathavea—10dB nominal ers it sounds unmistakably like Soundcraft.
Soundcraft Electronics Canada, Inc. Soundcraft Electronics Soundcraft Electronics Limited
1444 Hymus Blvd 1517 20th Street, Santa Monica, CA 90404 5-8 Great Sutton Street
Dorval, Quebec, HIP 1)6 (213) 453-4591 Telex 664-923 London, ECIVOBX, England

(514) 685-1610 Telex: 05-822582 Telephone: 01-2513631. Telex: 21198



music industry—get talked about and ideas for songs can
grow from that. We have a parallet understanding.
MUSICIAN: What's the difference between producing your-
self and producing others?

HINE: Obviously objectivity is the one thing you can't possi-
bly achieve easily. The only knack I've managed to put to-
gether over the last three solo albums is making the album
over a period of time, never doing more than about four days
in the studio at a go, and using the time in between to involve
myself in all the other kinds of projects that keep the brain
freer but still active. And when returning to listen to the prod-
ucts of the last bout, be a lot more critical because you're not
just constantly sitting in the build-up, the Rolling Stones fac-
tor. But objectivity is the hardest single thing about self-pro-
ducing.

MUSICIAN: /s there any temptation to go back to being just
an artist and not a producer or video director?

HINE: Not just an artist. | wouldn't like to be just an anything.
The best way of getting the most out of the individual things
you do is not to become systematized. If you do any one
single job continuously, your attitude will become more and
more refined, and like sugar, refinement is taking the good-
ness out of things. The natural element in what you do when
you come to something for the firsttime is very hard to sustain,
but the closest simulation of that is to make sure that you zip
in other directions and do other things, and each time you re-
turn, you have the experience in other fields to then put back
into that same idea.

MUSICIAN: Do you see a great difference between Amer-
ican and British production styles?

HINE: | think it's exemplified by the studio trade magazines.
In America they're full of articles about how engineers re-
corded a particular session, the instruments or console set-
tings. They're to do with the precise details of something

that's already occurred and been a hit. The English equiva-
lent of those magazines have no such articles. They're always
talking about new pieces of equipment and what might be
achieved on them. There's very little analysis of what's gone
before. It reflects the fact that from a technical viewpoint, pro-
duction is much more spontaneous in England. There's much
less planning, much more improvisation, and essentially al-
bums are made much more quickly and with more energy. |
think there's far too much calculation in the States, far too
much emphasis put on how you record, how many channels,
whether it's digital or analog. These things are so secondary
to the music.
MUSICIAN: Does that mean less pre-production?
HINE: No, | think that a lot of pre-production is essential, to
make sure everybody has a total understanding of what each
song is going to be doing, what we're attempting to communi-
cate to an audience at the end of the day. We go over what we
feel the overall effect of the album should be, both emotionally
and dynamically, what are going to be the most prominent
moments and what are going to be the very essential low-key
moments. Once all that’s decided, then we go into the studio
with the maximum energy and spontaneity as far as ways of
recording, which are so secondary. Usually | try something
for ten minutes and if it doesn’t happen, | switch. | have only
one rule in the studio: | never do more than three takes of any-
thing at one time.
MUSICIAN: There are several songs on The Wildest Wish To
Fly that have a psychedelic, "Strawberry Fields Forever” qual-
ity to them. Did you listen to a lot of that stuff?
HINE: | did. | mean, it's hard to say whether it was specifically
an influence; what | liked about it was that it was a form of
music that inevitably people had to categorize, and the things
that became “psychedelic” by category were invariably the
continued on page 96
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The new ProLine™ from Ultimate Support
Systems. ... an exciting series of black keyboard,
speaker and equipment stands that support
your sound in style.

Like our best selling silver stands, the ProLine

systems are constructed of aluminum alloy
tubing and glass-reinforced polycarbonate
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...s0 they’re completely portable. And
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But the only thing you'll notice when the
spotlight hits the stage is the beauty of black.

ProLine from Ultimate Support Systems. For
a look that’s as professional as you are.

*USS stands are available through fine music dealers in
your area. For a catalog, send $1 1o

Ultimate Support Systems, Inc

P.O. Box 470-M, fort Collins, CO 80522
(303) 493-4488

In Canada (B.C.) (604) 270-6626
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Hooray for Hollywood: A New Breed Producer Goes Big Budget

MICHAEL
OMARTIAN

ichael Omartian, in the last few years, has assuredly
Mtaken his place among the inner circle of Hollywood

pop producers. Like the tight roster of his producer
peers—David Foster, George Duke, Jay Graydon and the al-
mighty Quincy—Omartian amassed experience in other ends
of the music business before settling squarely in production
work. Migrating from his hometown of Evanston, lllincis to Los
Angeles in 1970, Omartian the aspiring songwriter begat
Omartian the studio keyboard player (remember the grand
piano pearl in Steely Dan's "Aja"?) and staff producer for ABC
and Warner Bros. in the late 70s. Omartian’s balance of pop
concision with subtle aural sophistication bore fruit with Chris-
topher Cross’ wildly successful debut album in '79. But it
wasn't until this past year—during which Omartian produced
parts of albums by Jermaine Jackson and the upcoming
Kenny Loggins record, Rod Stewart's latest and the new
Donna Summer work—that Omartian has secured his status
as one of the most sought-after producers on the West Coast.
In addition to his commercial work, Omartian, an ardent born-
again Christian, continues to put out records in the alternate
musical universe of the gospel market.

[ J

MUSICIAN: How would you trace your path to the producer’s
chair? Was that a through-the-side-door affair or a long-
standing ambition of yours?

Donna Summer
Rod Stewart
Jermaine Jackson
Kenny Loggins
Christopher Cross

Josef Woodard

OMARTIAN: Well, I think I, along with a lot of other musicians,
gottothe place where we got called upon by various produc-
ers to contribute more than just as players. Producers were
taking keyboard players and guitar players and saying, “Hey
look, why don't you write up some charts?” So I'd get involved
on that level, and pretty soon they'd say, “Why don't you be
around when the vocalist is here to make sure everything is
going down right?” Eventually all of us felt like we were being
asked to kind of co-produce without getting credit forit. That's
basically what got me into it-finding myself in situations
where | was contributing more than what | was being paid for,
being acknowledged for. That opened up a whole 'nother
thing, which | wasn't at all ready for-being a psychiatrist also.
MUSICIAN: There seems to be a new breed of producers
working now, most of whom were decidedly players initially.
OMARTIAN: It's a healthy trend as far as I'm concerned. The
only thing we all need to learn, being musicians first, is the
business end of it, which sometimes eludes us because we
don't want to bother with it. Then you realize that you have to
build relationships with promotion departments and various
record people. To me, that's the painful side of it. It doesn't
come really easy for me, but it's a part that you really have to
devote time to in order to cultivate those relationships which
really are necessary.

MUSICIAN: Are you consciously pursuing a kind of pop
sound you could call your own?

OMARTIAN: | would have to say it's intuitive. And the thing |
try to prevent is making everybody's records I'minvolved with
sound the same, but it's difficult because someone asks you
to put your musical personality on what they're doing. It's a
constant fight, because it's so easy to go for the same synthe-
sizer sound. | don't want to interject a certain type of sound,
even though people are now starting to tell me they can iden-
tify a record that I've done, just like they can identify a David
Foster track or a George Duke track or whatever.

MUSICIAN: Do you have any fundamental concepts or
ground rules about what your role is as a producer?
OMARTIAN: That changes, for me, according to whether the
artist wants just strictly an overview, or if they want me as a
player or a writer as well. Consequently the requirements
change from album to album. But I've seen a trend, especially
this last year with the co-writing of "She Works Hard For The
Money,” most of the people calling me want writer input. I'm
always very cautious about that, too, because | don't want ev-
erything coming from one place there, either. There are so
many great tunes roaming around. As a producer, if you're
overseeing the album, playing on the album, writing on the
album with the artist, you can get into some dangerous territ-
ory if you're not allowing an artist to express themself, number
one, and you're imposing too many of your own ideas, and
also if you're not exploring the kind of material the artist needs
atthe moment because you feel you need toimpose your own
material on them. It's a delicate balance.

MUSICIAN: / know there was a sort of moral skirmish over
Rod Stewart's tune “Bad For You.” Has your Christianity re-
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Introducing the Simmons
digital sampler and EPROM
blower, the SDS EPB.

it can accurately record

a percussive sound and if
desired, "'blow’’ it into a chip
of solid state memory called

an EPROM.

Hence owners of the
revolutionary SDS 7 electronic
drum kit can build up

a library of personally sampled
sounds to replace those
installed in the factory.

The result is a truly creative
percussion instrument, totally
unique to you.

In the coming months,
we will be giving some
suggestions of places which
provide a rich hunting ground
for the "'percussive sampler’’,
but in the meantime,
here's a good place to start.

SIMMONS)
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sulted in many working conflicts before?
OMARTIAN: No, it really hasn't. A lot of times you cut a track
and it's sometime later that the lyrics come forth. With Rod,
it sort of threw me for a loop. If you're standing for something,
and you violate it, you come off looking like a hypocrite. |
feltl had to add adisclaimerthat | don't condone the Ivrics.
MUSICIAN: Could you give a rough sketch of how you go
about building a track?
OMARTIAN: In the last year, basically, if the song happens
to be an up tune-medium to up-the way I've been doing al-
most everything is by getting a drummer with me in the room
and keyboards and a drum machine. Then | use elements of
the drum machine with the live drummer and starting with the
keyboards, build up from there. I've never had more than
maybe two or three people in the room at the same time to
start. I'm not sure if that's going to last very long, because you
get tired of the way you do things; you've got to move on.
It seems to be a formula that various people are using
right now—to cut with as little stuff as possible and build from
there. For me, being a keyboard player, | start getting a little
bored with the same things all the time. I'd like to get involved
in more guitary things in the future just for a change of pace.
I don't claim to be a guitar player, but | did play a track on
the Donna Summer album. I'd like to work closely with some-
one like a Mike Landau, to come from a different place.
MUSICIAN: Do you like to use certain engineers and studio
players consistently to keep the operations running
smoothly?
OMARTIAN: My problem is that | have a low threshold; | get
bored spending hours and hours on something. So | work with
an engineer-we don't even have to talk to each other. He
knows basically where to go in a song to punch in something.
He knows where the mistakes are. Even though I'm not into
rushing through an album, | think certain stages don'’t need to

PO. Box 4394

We have the necessary top
quality hardware:
Corners, handles, catches,
aluminum, extrusions, cables,
connectors, vinyl and speakers.
Write for free 60 page
brochure and price-list.
Please send 2 $ for postage.

fcC

FCC-Fittings

Santa Rosa, CA 95402 Hawthorne, NJ 07506
(707) 525-9941 Postbox 356 ¢
Phone: 201 423 4405 475 OAKLAND AVE. « STATEN ISLAND, NY « 10310

take forever. Listening to loud rock 'n’ roll guitar and synthe-
sizers hour after hour gets really tiring. | like to work with cer-
tain people who | know can do all kinds of stuff. In drummers,
| like Mike Baird and John Robinson.

The basic feel of it, I'm not as locked into one person as
much as | am in some of the overdub stuff. A variety of drum-
mers and bass players is good. | find myself doing a lot of
synth bass lately. | haven't gotten to the point where | use
other keyboard players yet, though | should consider doing
that, to get some outside input. | don't consider myself much
of a synthesizer programmer, so | believe in getting some-
body out to help get sounds.

MUSICIAN: You were talking about time efficiency. Do you in-
dulge in much experimentation with synth sounds?
OMARTIAN: That I'll spend some time on. But we don't do the
kind of thing some people will do, where you put down forty-
eight tracks of things and then just select what sounds good
in various spots. As we go along in the recording end, we find
something and say, "Yeah, that's great, iet's go with that.”
MUSICIAN: Who would you like to produce who you haven't
had the chance to yet?

OMARTIAN: What | would like to do is a brand new group
again. | would go crazy to be able to do something that no-
body’s heard and just start from scratch and get that energy
going again that you feel when you get a band that's hot to do,
and there's no preconceived notions, no image they're trying
to live up to, no second album they're trying to better the first
with. That's what I'd really like to do.

My Favorite Omartian
Roland Jupiter 8, PPG Wave 2.2, Yamaha DX1 and DX7, Prophet
5, Minimoog, Oberheim DMX, Neve console, Mitsubishi X-800 32-track
digital deck, Quantec room simulator, Lexicon 224X, EMT reverb,
Publison and AMS delays, Zendite harmonizers, Scamp rack

PAT NO. 4,192
OTHER PATENTS PENDING

WHEN
YOU’RE READY.
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(212) 447-7500 FREE BROCHURE
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The advent of a truly classic instrument is a rare occurrence. sounds can be routed through a versatile group of filter controls,
The sort of instrument that revolutionises the musician's art and providing an incredible range from real drums, through the
leaves it's mark on the music of an era. The SDS 5, the world's classic "'Simmons sound’’ to outrageous percussive effects.
first electronic drum kit, was such an instrument. It's successor The *'programmer pad'* enables one hundred different
would have to embody it's pioneering spirit while taking full *"drum kits"* to be compiled giving a total of twelve hundred
advantage of relevant advances in technology. The SDS 7 isa  user programmable sounds and a choice of sixteen of these pre-
system fully equipped to shoulder such a responsibility. programmed ‘‘drum kits'' can be recalled by striking the
The rack can house a maximum of twelve modules. Each appropriate section of the "'selector pad™.

has two independent sound sources; the analog section which The newly designed drum pads feoture a specially
generates the classic ''Simmons sound'* and the digital section developed, "'softened"" playing surface, reoching new heights in
which is a recording of a real drum, stored in dynamic control.
memory. ; We started a revolution. Ask your dealer

A variable level of either or both of these ‘ for demonstration of the next step.

Group Centre Inc.
Unit B, 5115 Douglas Fir Road, Calabasas, CA 91302 Tel: 213-884-2653



Dr. Eddy Loud, Guitar Specialist for the American Wave
G

ED
vSTASlUM

gleeful Swimming Pool Q's lead singer Anne Boston

as board wiz Ed Stasium straps on a Strat to join the
Q's onstage at Atlanta nightspot, 688. Taking a break from
his official role as Ass(ociate) Prod(ucer) of the Q's major
label debut LP being recorded at Axis Sound Studios, an
obviously pumped-up Stasium burns through note-perfect
leads onthe Hendrix classics “Fire” and “Manic Depression.”

Hendrix? What does the avant-guitar god have to do with
a guy who honed his studio chops engineering carefully
proportioned soul tracks (including Gladys Knight's “Mid-
night Train To Georgia") with vet producer Tony Camillo and
who earned his control room rep committing the early new
wave twitches of Talking Heads and the Ramones to vinyi?

“Hendrix knocked me out from a sonic point of view and
a musician's point of view," the thirty-four-year-old New Jer-
sey native explains. "Other people take drugs to get where
| got on that first Hendrix album. The feedback! | would sit
in my room when | was sixteen with my Strat and an old
Gibson amp and make what | called ‘car noises.” And this
guy was doing it on a record! Knocked me out.”

Versatility is an easy virtue for the blond, stocky Stasium,
who arrived in Atlanta to work with producer David Anderle
on the Q's sessions hot off five and a half months behind
the console for Peter Wolf's funk-fired solo debut, Lights Out.

! nd now we'd fike to bring up our Ass Prod,” announces

The Ramones

Peter Wolf

Talking Heads

The Swimming Pool Q's
Gladys Knight & the Pips
Martha Reeves

Anthony DeCurtis

While the stakes and intensity of engineering the Wolf ses-
sions packed a high-wired kick—"Peter knew he had to make
a record that was better than anything he had done before
with the Geils band"—Stasium got just as up to work with
the Q's, whose only previous LP was the funny/edgy 1981
indie release, The Deep End.

“On Pete's record | provided technical direction,” Stasium
explains. “I was only in charge of the engineering depart-
ment. Since | was brought in from a production point with
the Q's, | had a specific type of sound, specific arrangement
changes, and a specific recording technique that | had pre-
planned. In that sense, it was artistically very gratifying for
me to work with them.”

Because the Q's are a guitar band and "Eddy Loud,” as
Stasium was called in his performing days, wields the axe
himself, much attention was devoted to the band's twin-guitar
attack squad of Bob Elsey and Jeff Calder. "My main concern
was getting different guitar sounds, mostly through using
microphone positions,” says Stasium. “"During two weeks of
pre-production with the Q's, we broke down alt the basic
guitar parts of the songs we wanted to do. There were a lot
of excellent guitar parts, but if they're played all at one time
in one sound they could all go by you.

“For example, there's a sneaky little snake guitar by Bob
that starts off ‘She's Bringing Down The Poison.’ That’s a di-
rect sound gotten through a (Shure) SM57 placed close to the
amplifier, and | used a slap tape and timed it to the beat of the
song—an old trick | learned from Phil Spector. Then Jeft
comes in with another, separate sound. When Jeff goes to his
rhythm right after that, we got a different sound for that. Each
part has to be heard equally, with its own specific sound.”

Although he got his first tape recorder at age eleven,
Stasium'’s engineering career did not formally begin until after
his band Brandywine broke up (they made one record in
1971). Stasium met Tony Camillo and ex-Motown engineer
Tony Bongiovi, who were just launching their Venture Sound
studio in Somerville, New Jersey. He hung out, helped as-
semble the room, and eventually became chief engineer,
working on discs by the likes of Gladys Knight, Martha
Reeves, the Chambers Brothers, Barry Miles and Sha Na Na.

After tiring of the sameness of his work at Venture Sound,
Stasium snapped up a gig as staff engineer at Andre Perry's
Le Studio Morin Heights in Quebec in 1975. Along with pick-
ing up his first production credits with a popular French Cana-
dian combo called Garalou, Stasium got exposed to new and
valuable influences at Le Studio. “"One producer who really
impressed me was Roy Thomas Baker, who came to Morin
Heights to do a band called Pilot,” Stasium recollects. “His
techniques really turned me around. | was just used to close
miking techniques, one mike on a guitar amp, and getting a
really tight sound. In walks Roy Thomas Baker and tells me to
put the mike on the other side of the room. He'd say, ‘Get
some of that lovely room sound in there!” We'd put up the
drum mikes and then throw six other mikes around the room
and mike the back of speaker cabinets and all these other
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bizarre things I'd never heard of before. With the Q's | set up
eight different microphones and moved them around for
every different part we’'d do, and | have Roy Thomas Baker to
thank for that.”

While still on staff at Le Studio, Stasium came to New York
and again ran into Tony Bongiovi, who was looking for
an engineer for a new studio he was starting up with his Media
Sound cohort, Bob Walters. So Stasium returned to New Jer-
sey and began rounding up equipment and scouting Manhat-
tan with fellow engineer Bob Clearmountain for a suitable
studio site. ‘Finally we found this abandoned TV studio at 53rd
Street and 10th Avenue. Oh man, it was incredible,” says
Stasium. “Four stories, big old room. Bongiovi was with us and
he said, 'We could put 12-foot ceilings in here and put some-
thing else up here....," and I said, ‘Nah, Tony, let's make a big
room, let's make a pyramid, a dome-type of room.' Thus was
born the famous Dome Room at the Power Station.”

Meanwhile, Bongiovi had been asked to produce Leave
Home, the second Ramones album, and called in a mystified
Stasium to engineer: “| said, ‘The Ramones, huh?' Tony said,
‘Just think of being assaulted by a locomotive.™ Stasium hop-
ped that locomotive and worked on seven straight Ramones’
records—a streak that included the chance to engineer for
ido! Phil Spector on 1980°'s £End Of The Century. With the eter-
nal boy-genius of the Wall of Sound at the helm and the kings
of noise on the other side of the glass, communication was
predictably byzantine: "I was the go-between between the
Ramones and Phil, both ways," reports Stasium. “We got ev-
erything done that way.” The confabs with Spector also
turned Stasium on to one of the maestro’s key stratagems:
“Phil’'s echo techniques! It all came into focus—all the Ronet-
tes stuff and the Crystals stuff. He used to time the echoes
with the beat of the song by using a snare drum. He said, ‘Al-
ways have your echoes in time and you'll have a hit.” And
that's what he did. They used to put foam in the room so it

would decay in a certain amount of time and be in measure.”

Stasium is currently in Media Sound with the Ramones pro-
ducing their new LP with former Ramones drummer Tommy
Erdelyi. (Eurythmic Dave Stewart will also be co-producing a
track.) Stasium makes no bones about what we can look for-
ward to from “da brudders”: “We're basically doing a live set-
up—we're going for the throat here. I'm putting the drums in
the room with the guitar amps. The bass amp is slightly, but
not completely, isolated. Media Sound is an old church so it
has a wonderful ambient sound to it. We’re miking them close,
but not with a lot of isolation, so we get the band just roaring
through the room. We're getting all the tracks in one or two
takes, not a iot of overdubs. It's raw.”

Stasium'’s background as an "unschooled musician” who
never trained to be an engineer helps him hold the reins on
his fascination with what studio technology can accomplish.
He's no circuit junkie. “I'm not saying that being technical
and being an engineer is bad,” Stasium reasons. “But | don't
have a technical outlook of it. What | do, | do because it feels
right and sounds right. | know there are transistors and chips
in there, but if | open it up and look at it, it just looks like
going to L.A.X. | know that if you turn it up it's louder, and if
you turn it this way it's brighter. | think of an overall balance
of sound. But as far as technical, forget it.”

Stasium Stuff
Urei-813A monitors powered by a Mclntosh 2500; Yamaha
NS10Ms powered by a Mcintosh 2505; a Neve 8068 recording
consoie; a Studer 800MK {11 24-track at 30 ips, no noise reduction:
a Teletronics LA-2 limiter; a Neve compressor/limiter; a dbx 160
compressor/limiter; and Puitec and Lang equalizers.

“For mixing, a Solid State Logic 6000E console; a Studer A-80
VU half-inch two-track at 30 ips, Kepex 2 noise gates; EMT 140
plate reverbs; Lexicon 224X digital reverb; Lexicon Prime Time
2, Eventide 910 and 949 harmonizers; AMS digital delay and
reverb, and a Publison digital detay/pitch shifter.”

COMPUTERIZE YOUR STUDIO
WITH SMPTE TIME CODE FOR UNDER $1,000!

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

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

DAUM MACHINE

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

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

SMPL is unprecedented. Nothing else provides all these
features at this remarkably low price. More information?
Send for our brochure. Can’t wait? call (405) 842-0680 for the
name of the dealer nearest you.
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system designed only for “traditional™ =
sounds can't live up to the powerful leve
and complex timbres of electronically-
created music.

That's why we created the 380SE.

Total Transparency—and
Psychoacoustic Satisfaction, too.
The 380SE is a clean and powerful three-
way speaker system. Electronic reeds and
strings, flutey and brassy tones, percussive
accents, special effects . . .all sounds at all
levels come through with exacting sonic
accuracy. The 380SE illuminates subtle
variations in pitch and level, whether
handling one note at a time or a full
synthesized chorus,

Attention to Detall

The digital wizards must master every
detail of their technology. A speaker
designed for electronic music gives them
the freedom to concentrate on sound
creation rather than sound reproduction.

So we paid attention to every detail of the
sound system. That's why the 380SE is
constructed entirely from our own high-
quality components. With continuous
power handling of 360 watts. Full range
inputs. Bi-amp and tri-amp connectors.
Four bridging connectors. Mid- and high-
frequency level controls, flush-mounted
where you can get right to them.,

And as you can see, we didn’t overlook the
visual details. The 380SE's appearance is
visual confirmation of its class. The

380SE's performance proves its ability to__

handle electronic music.

TOA Electronics, Inc.
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So. San Francisco, CA 94080
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In Canada: TOA Electronics, Inc.
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'BEST BUYS

velopments in the pro recording

field is a bit like asking Carl Sagan
what his favorite planets are. You'll hear
about some interesting ones, but you
know there'll be a lot more he has to
leave out, including some still being
created. For this October, the newest
planet is Otari's MX-70. It's an attempt to
get the best of Otari’'s $38,000 MTR-90
24-track deck into a $15,000 1-inch 16-
track format, adding RS232 or RS422
ports for computer control and SMPTE-
based editing. (An 8-track version goes
for $12,500.) Like its older brother, the
MX-70 comes with microprocessor-
governed constant tension transport,

Trying to pick a few new product de-

Otan MX-70

timed-bias ramping for seamless in-
serts, and logic-interlocked controls.
More affluent home recordists and
video post-production houses will want
to investigate closely. Another reel-
world addition from a top-of-the-line
house is Revox's update of their PRI9 2-
track mixing deck; it's now got an LED
real-time counter, varispeed control,
zero and address locate functions, and
auto repeat capability. List is $2,250.

If you can't get a mortgage to buy an
SSL board, you may be able to live with
the alternative. More and more quality
16-track desks are popping up. Some of
the most impressive? The Ramsa WR-
820 ain't too shabby, with its twenty in-
puts, lots of patch-reducing features,
and metering options, all for five grand.
We also had a lot of fun at N.A.M.M. with
the new Tascam M-520 16-track mixer
with its multiple-input in each channel,
8-subgroup capacity, flexible monitor

% Ramsa WR-820

controls, PFL, multiple auxiliary mixes,
and long-throw faders. The layout of the
M-520 seemed particularly logical for
complex patch configurations. Then
there’'s the Yamaha RM1608 with its
microscopic noise and crosstalk specs
and equally serviceable layout.

The continued vigor of John Simon-
ton’s aptly named SMPL (pronounced
simple) is fortuitous for those who want
to take advantage of automatic com-
puter-operated, SMPTE-based editing
work without much of the astro-budget
gear. Adapted from a Commodore VIC
20, SMPL is part synchronizer, part
robot engineer, part track-combiner,
and it's a must for artist/producers. Still
under a grand after debuting last Janu-
ary at Winter N.A.M.M., you're going to
see a lot more of it. Another less ambiti-
ous computer-linkup is an option on
AHB’s System 8 mixing console; it too
uses a Commodore.

And now the outboard part of our
program. Here's a cross section of es-
sential mid-budget rack staples by cat-
egory. In the compressor/limiter derby,
there’s the $425 Mode! 412A from
Orban, with attack and release time,
ratio and threshold controls, feedback
and gain suppression circuitry, and out-
put clip LED. The stereo model 414A is
$799. The digital reverb heat includes
the Ursa Major StarGate 323, with eight
pre-tuned simulated rooms and lots of
parameter control on the front panel. A
non-encoding/decoding noise reduc-
tion system from MICMIX Audio called
the Dynaflex is one of the season's best
buys has set trade mag reviewers buz-
zing. Another noise squelcher, this one
a gate, is just out from Furman; it's
called the QN-4 Quad, and employs
variable pulse width modulation to gate
four channels, each with its own
threshold and fade time controls. One
enterprising little device from Rane is
being billed as the “Swiss Army mixer";
it's ahighly adaptable 6-channel splitter
and sonic switching device for three
bills that will ease the pain of not having
some of the boards mentioned above.

They're still talking about Peavey’s
Digital Energy Conversion Ampilification
(or DECA) power amps. Boasting a re-
markable ninety percent efficiency, the
system is so new it's got six patent ap-
plications pending. There are no large
transformers, heat sinks, humongous
power supplies or related circuitry. The
drawback is that you'll have to stop
heating your studio with your monitor
amp. If 300 watts per channel for seven
hundred bucks isn't enough power for
you, Hartley Peavey and the folks in Mis-
sissippi will soon have even bigger
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Peavey DECA amp

ones available.
In the rapidly developing studio

monitor sweepstakes, JBL/Urei has
come out with the 811B speaker. Not
only did they double the sensitivity,
raise the high end to 17.5 kHz, and beef
up the power handling to 150 watts, they
incorporated  Urei's renown Time
Aligned system to correct for “time
smear.” Standard equipment are JBL
2425H drivers and high-end horns with
a diffraction buffer for smoother re-
sponse and slots to eliminate midrange
shadowing. For those who don’t want to
blast their eardrums all day, T.O.A.
makes a nice little reference monitor
pair called the RS-21M that sounds bet-
ter than impressive.

But the most potentially revolutionary
pro audio product this season has to be
the Soundfield speaker system from
dbx. Developed over the last two years
by M.LT. psychoacoustic specialist
Mark Davis, the Soundfield is designed
to eliminate the single “sweet spot” in
any pair of stereo speakers, giving com-
plete stereo imaging at any point in the
room. Davis used a computer simula-
tion of sound localization clues to build

x Soundfield speakers
a working model of what someone will
hear anywhere in the room. His solution
involves four drivers and midranges,
and six tweeters per speaker column,
all augmented by an outboard analog
signal processor that adjusts for differ-
ent arrival times. The imaging on Davis’
Soundfield system is said to be incredi-
ble. If you want to know more, dbx has
reproduced a fascinating seventeen-
page explanation written by Davis him-
self—ask for one by contacting dbx
Inc., P.O. Box 100C, Newton, MA 02195.
If you're getting heavy into digital and
rapidly outgrowing your conventional
monitors (or if you have to draw lots to
see who gets to sit in the best chairs for
a playback), these are the speakers for
you. Of course, you don't even want to
know what they cost. — Jock Baird
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Ramone from page 78

could be a has-been before you've had
a chance to say what you want to do.
Someone says, "You can't have parallel
octaves or parallel fifths, that's not
right,” and then two years later some-
body says, "Well, that's okay if you're
past Bach.” So for me, it was kind of an
enigma rather than a great help. | had to
unlearn all of it.

The creative side of it was that | al-
ways objected to being restrained, and
| was just one of those little brats who
wanted to mess around with quadruple
overdubs when there wasn't such a
thing available. A lot of my early ex-
perimentation was based on my rebell-
ion against rules. People like Quincy
Jones and George Martin were a great
influence on me, to hear that they would
do things that were bizarre and oblique
to the actual thing that one was record-
ing. That's why | love the interaction be-
tween jazz and a fine musician sitting in
the middle of a funky rock 'n’ roll track. |
learned a lot from engineering all those
Creed Taylor records.

MUSICIAN: Are you ever tempted to
simply pull out a violin or dash off a writ-
ten arrangement to show people what
you want?

RAMONE: God forbid! it's the one in-
strument that doesn't work in any form.
No, I'll humiit, sing it, bang on a drum or
percussion, any which way other than
presenting myself as a musician to
them. | can do an arrangement very
quickly, because | was trained to do
that, but that's not what I'm about.
Therefore | took away the training and
said, "I'd rather go with my ear,” and if |
have to hunt and peck with two fingers
on the keyboard, I'll do that. Everything
with me is in my ears and my head. |
hear orchestrations, | hear all the lines
and the inner lines constantly. But for
me to sit and write them down | think is
almost ludicrous.

I've always felt that you should take
the true producer’s role. I've written a
couple of songs, but | don't try to be a
singer/songwriter. If | felt that was my
forte, | would've done it. The most im-
portant thing in all of it is to be true to
what they've brought to you. A drummer
may take another hour to find out what
you're really talking about, but I'm not
going to go out there and crash his cym-
bals and play him a lick better than he
can. If | was in that bad shape about it,
I'd hire a different drummer.

A lot of my attitude dates back to the
fact that people hired me when | was
real young as an engineer, when | was
seventeen or eighteen. The fact that you
care and you try and you experiment is
what makes the difference between
mediocrity and something that just
shines. Given the chance, the musician
can express a lot more of himself if you
don't intimidate him. It's the same with

an engineer. | could sit down and en-
gineer arecord. Many times | sit and im-
patiently wait while they try to find the
sound, sothat | don't destroy the very in-
itiative that makes them what they are.
Somebody gave me a chance; why
shouldn't | give someone else a
chance? And if they're in trouble, you
step in and help them. It's kind of like a
chief surgeon.

MUSICIAN: How do get so much out of
your rhythm sections?

RAMONE: | don't use the same people
all the time. | tend to try to pick the right
players...like a baseball manager—put
the right lineup with the right song. The
key thing is not to have an all-star game
on your hands. That's really difficult. |
just don't believe that four .300 hitters
are going to make a home run. | gener-
ally only cut with three or four people,
and | prefer the singer be there right
from the beginning, even if it's just with
blah-blah lyrics, so the inspiration is
given by the artist, not by the producer
thinking, “That's a clever lick,” or "That's
a good one, I've used that before.”

You must get as close to the finished
song as possible, even though you may
redo the vocal. Then you have a
Polaroid of what you're looking for.
Quincy Jones does it that way; | thinkit's
much healthier. I'm not a good raw track
producer. If you're dealing with a song,
which has to have an intent and a mo-
ment that you either hit somebody's in-
tellectual or emotional side, you gotta
have that intent early, so you know what
to build around it. Otherwise you're
building a building with no core. And for
me the artist is the core of the whole
thing. | don't care how great the piece
of production is, you just can't throw
somebody into it. It just doesn't work.
MUSICIAN: You've also done some
pretty elaborate, orchestrated produc-
tions.

RAMONE: I'm just not heavy into the
highly overproduced things. Stylisti-
cally, | still believe in the song first, and
the performance of the song. Then there
are fun things, like Nylon Curtainor Let's
Go Crazy After All These Years [sic)
where you can do anything you feel. But
generally | just don't like to do that. |
think that the combination of the four or
five elements in a basic rhythm section
make the song work. Anything else is
like a great bouillabaisse: you can make
it work through good sauces and stuff,
but you gotta start with the quality.
MUSICIAN: You sound more like a hun-
gry, young, miracles-on-a-shoestring
producer than a mainstream big-
budget one. Do your techniques trans-
cend budget?
RAMONE: | think they're fundamental,
because they have to do with immedi-
acy. They have to do with the honesty,
with what the band believes in. If you
continued on page 98
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Hine from page 82

most adventurous kinds of music in
terms of atmosphere, space and less
rigid form, and they were often called
psychedelic when one had the feeling
that the writers or originators hadn’t
seen a tab of acid in their entire lives,
but were simply creating freer music.
MUSICIAN: /t seems like there’s a con-
flict between that sense of psychedelic
adventurism and being a mainstream
producer? Obviously we're using a
loose definition of "psychedelic”....
HINE: Well, | think it's the looseness of it
that's the key. If one made it too strongly
in that area, you would lose it. It is ulti-
mately a question of balance. As long
as one’s only really bringing in effects

and sounds and atmospheres that are
relevant to the song and are not just ex-
treme for the sake of it, you might find
that balance happens quite naturally.
MUSICIAN: Does a keyboard player
have a natural advantage when it
comes to producing?

HINE: The keyboard is, and has always
been, the most complete compositional
instrument. But I'm not a trained musi-
cian-I've never had one musical lesson
in my life. I've tended to use only what |
hear. | started concentrating on
keyboard in 1970, using the big Moog
and the Arp 2500 and 2600, which were
all complex instruments; you had to
know the basics about the eight primary
modules involved in a modular synthe-
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sizer, which | think is essential. It's unfor-
tunate that all the synths now are basi-
cally sophisticated electronic organs,
because most bands would prefer to
buy a preset synth than actually learn
the essence of what you can do with
electronics. For the last four years I've
used a PPG Wave 2.1 and then a 2.2.
The essence of the waveforms, the way
they've constructed their partials, is
really interesting to me. You can con-
stantly surprise yourself-it'll pop up and
give you things out of the blue. | also like
using a Prophet T-8 as a master
keyboard, MIDI'd up to two Yamaha
DX7s. The DX7 by itself is far.too over-
used, but if you manipulate some of its
sounds together with analog oscillator
centers, you get something quite stag-
gering. | first discovered that on Howard
(Jones') record.

MUSICIAN: Can you think of other over-
used sounds you avoid at all costs?
HINE: In England we've had a constant
bashing of this hugely live ambient
snare drum sound and it's just as tedi-
ous now as the classic disco snare
drum. Any sound which becomes used
for its own sake is undesirable. The first
really high-profile, really ambient drum
sound was David Bowie's Sound And
Vision and you're talking about a good
few years back now. It just shows most
people’s lack of imagination. If it repre-
sents this month or this year’s current
flavor, that's what they’ll go for. They're
not thinking, not using their own mind
power; they're just borrowing.
MUSICIAN: So what's next for Rupert
Hine? A tour? More work with Robert
Palmer? New clients?

HINE: Nothing's planned, but every-
thing is possible.

Down on the Farmyard
Farmyard Studios in Buckinghamshire
uses a Solid State Logic main board and
Studer 24-track and mastering decks.
The monitor system is a custom job con-
sisting of JBL and Altec components.
Hine's favorite pieces of outboard gear
are AMS digital delay units, which he
uses for sampling and literally every over-
dub. He also likes Lexicons. Though
Farmyard has a complete range of mikes,
he prefers the AKG-414. He insists on
Dolby noise reduction for everything
even though he records at 30 ips. Prefer-
red drum machine, while he'll “use any
and all of them," is the LinnDrum, but he's
currently trying a German-made SMPTE-
reading Friendchip unit. Tape of choice is
Ampex 456.

Because the Farmyard is getting so
busy Hine has to book sessions five
months in advance, he has a home studio
at his London digs based around a 24-
track Soundcraft board and deck (“it's
excellent, a tremendous value; it saved
me £3,000"). His five monitor systems are
all Visonik-David speakers and Technics
amps. He also keeps a Sony condenser mike
around the house for his signature “strained”
vocals.
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Ramone from page 94
spend seven hours on a song, some-
thing is not working, and maybe you
have to bring it back a week later. But
the actual take is like the actual love af-
fair—it is planned and not planned and
then the inspiration happens in certain
areas one night. People have to digest
the material. | don’t want the drummer
and the guitarist playing something
they’'ve done on someone else's date. |
want them to understand the song.
Budgets are not what people think
they are. A huge budget is a huge
budget by the mere fact that they have
to spend a lot of money to get it out
there, promote it, and pay the proper
royalties, but you still try to make a re-

Showand Sound.

cord within a reasonable sense that the
artist and the record company both
have a chance to recoup. So the more
prepared you are, and the less studio
time you waste, the better off you are. |
mean, | can't overprepare, because it
depends on the artist’s time.
MUSICIAN: /s there an unspoken as-
sumption by the record company that a
big name producer will maximize the
commerciality of the project? Would you
consciously steer a song toward some
kind of airplay category?

RAMONE: No. (laughs) No. You couid
become absorbed in this terrifying pro-
ject of (rapidly) what's gonna sell, how
it's gonna be, who's gonna marketitand
what they're gonna say. Your mind will
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not design properly if you're not simple
and honest and direct about what
you're hearing. You could just defeat
every inch of what you're trying to do.
Besides, if you walk down the hallways
of any record company, you're going to
hear many opinions, and the advantage
of having a one-to-one relationship with
the artist is that the record company en-
trusts you with the job of being close to
continued on page 107

Levine from page 72

anticipates the coming weeks. "I didn't
know that the Beach Boys used to use
studio musicians. When | found out, |
said to Carl, ‘See, with all these instru-
ments, there's no need to call in outside
people.” We've got the benefit of all
these machines, plus you've got the
greatest vocalists in the world. It's the
ultimate, really.”

Levine’s Machines
The centerpiece of Levine's recording
equipment is a Sony 3324 digital 24-track
recorder, “the greatest thing in the world.”
It's supplemented by a Sony 1610 digital
audio processor, a Sony 110 digital audio
editor, and the Sony F1 digital recorder.

“Each synthesizer has a different role
to play,” Levine explains, justifying his
enviable collection. His current favorite
is the Yamaha DX1 digital synthesizer.
"The feel of the keyboard is unbelievable.
I've never heard a synth sound so good.”
He also has a Fairlight CMI, a PPG 2.3,
an Oberheim OB8 ("great for lush
chords”), a Prophet T8, a Prophet 5 with
MIDI, a Roland SH-101 and Jupiter 8, a
Minimoog, an Emulator digital sound
sampler, and a Korg Delta. The sequ-
encer collection ain’t too shabby either.
There’s a Roland MSQ-700 MIDI sequ-
encer, a Roland CSQ 600, a Roland MC4
microcomposer, a Sequential Circuits
Commodore 64, and an Oberheim DSX.
There’s also very little room to move
around in the studio.

For a guy who says “The fidelity of a
real drum kit is vastly superior to that of
a machine,” Levine still has a decent
number of drum machines. He prefers
the new Simmmons SDS7 digital/anaiog
drum synthesizer, but still speaks fondly
of his Linn LM-1 and LM-2 (including
“thirty or forty chips"), and his Roland TR-
909. The AKG Tube is Levine's choice
for miking lead vocais ("it suits George’s
voice a treat”), while the Sanken CU 41
is used on background vocals. He also
uses the Sony C48, C34P, and C36P.

The studio effect he is proudest of is
a one-of-a-kind AMS DMX 1580 digital
delay with lockable 25-second delay. He
also relies on an AMS RMX 26 digital
echo/reverb, an AMS DM2 20 flanger, a
Quantec QRS room simulator, a Drawmer
noise gate/compressor, and a Dynaflex
dbx post-event noise reduction. That’s a
lot of equipment, isn't it, Steve? “London
is a very good area with regard to tech-
nical equipment,” he blushes. “Our re-
lationship with Japan is very good, and
we get a lot of things before America
does.”
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urning Point:
U2 mixes textural
growth with thematic
ambiguity in a view
of Mythical America.

U2

 The Uhfo;ge?table Fire
(Island)

his isn't the U2 record anybody

would have expected, and it's prob-
ably the better for it. Certainly, the band
hasn't lost any of its fire—the jubilant
vigor of “Pride (In The Name Of Love)"
is proof enough of that—but neither do
they feel compelled to burn at peak in-
tensity throughout the album. And
though not every chance the band
takes pays off for them, this is an unmis-
takable turning point for U2.

To begin with, The Unforgettable Fire
is utterly intent on making a point, but
at the same time, equally determined
not to make a big deal out of doing so.
Thus, the album is given a potently
metaphoric title, but counteracts that
with a blithely solipsistic title song. It
doesn't quite neuter the album’s sense
of purpose, but it does incline the lis-
tener to be cautious when leaping to
conclusions about What 1t All Means.
Which, | suppose, is only fair, because
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a great deal of the album focuses on
America, a subject which Bono & the
boys are better off not being decisive
about. After all, part of the strength of
the American myth is its indeterminacy,
its underlying mystery, and by doing lit-
tle more than dropping clues and mak-
ing allusions, U2 manages to be more
evocative than if they’d been specific.
This is breathtakingly true of “Pride
(In The Name Of Love),” which side-
tracks its tribute to the-Reverend Martin
Luther King's non-violent struggle for
civil rights through brash sloganeering.
In a way, it's almost a slap at their earlier
songs, in which the desire to say some-
thing subsumed the message itself,
until it sinks in that King died for ideas
as basic as these slogans, a realization
that’s as invigorating as it is frightening.
U2 doesn't manage that level of reve-
lation very often, though, and the album
as easily lapses into the rambling reflec-

ECORD REVIEWS

tions of “Elvis Presley And America,” a
song that couldn’t possibly live up to its
titte (and God help Bono if he thinks it
does, because he ought to know more
about both). Still, where the power of
the lyrics sometimes wavers, the
dynamism of the music never falters.
Part of this is because the Edge has
expanded his keyboard forays to in-
clude synthesizer, an instrument he
plays with the same sensitivity to texture
as he does the guitar. He makes “4th
Of July” wonderfully wistful, and adds
a cinematic sweep to the middle of the
title tracks that's the album's most
majestic moment. Of course, the treat-
ments producer Brian Eno has added
help, too, although drummer Larry Mul-
len seems to benefit most from the
sound-sculpture. Best of all, Bono him-
self has begun to use his voice to orch-
estral effect, playing with texture and
phrasing as he layers his vocals, so that
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he can deliver everything from the as-
sured power of "A Sort Of Homecom-
ing” to the raw agony of “Bed"” to the
raspy reflection of “Elvis Presley And
America” with the expected verve.

It's that last, by the way, that makes
me want to ignore the album'’s flaws,
and which seems likely to ultimately put
this band over the top in America, be-
cause it's the same unassuming confi-
dence that has been a hallmark of all
great rock acts. And if it comes through
this strongly on an album that clearly
falls short of their potential, just imagine
how bright they'll burn when they do
reach that peak. — J.D. Considine
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LINDSEY BUCKINGHAM

Go Insane
(Elektra)

very band needs its weirdo, and

Lindsey Buckingham fills the bill in
Fleetwood Mac. After providing the im-
petus for the sprawling bizarritudes of
Mac's Tusk, Buckingham runs even
farther afield on his second solo outing
than he did in his 1981 one-man project
Law And Order. Happily, much of this
dizzying and risky venture skirts self in-
dulgence—Go /Insane is one of the most
unusual and ravishing pop collections
in recent memory.

The lanky guitarist works nearly
single-handed, playing the recording
studio like a Stradivarius, and sculpting
some of the richest and miost unex-
pected sound collages since Van Dyke
Parks' Song Cycle. There's a lot of pro-
duction sturm und drang here, and the
album sometimes threatens to slide
under an avalanche of sound effects,
phasing, percussion, and synthesized
zings and whirrs. But Buckingham is
also a pop classicist who takes Brian
Wilson as his major influence, and, like
Wilson at his best, he manages to main-
tain a delicate balance between bright
melodicism and arty experimentalism.
The resulting work often sounds like an
album-length extrapolation of “Heroes
And Villains.”

Go Insane is energetically thought
out—it's practically a concept album
about the distances created by love,
estrangement, loss, and death. The

songs veer from rhapsodic release to
dreadful tension: the funky jubilation of
“Slow Dancing” and the airy swing of
the Beach Boys-like “Bang The Drum"
are counterpoised by the nervous un-
dercurrents of the title track and the furi-
ous Arabic drive of the two-part “Play
In The Rain.” Even at its most prickly,
Buckingham's music is buoyed by his
unescapable humor: “| Must Go,” a sting-
ing number about the drug-induced
dissolution of a love affair, bounds along
on sprung rhythms, boosted by a pul-
sating sing-along chorus.

Nowhere are his capabilities for
warmth and humanity more apparent
than in "D. W. Suite”; the elegaic trip-
tych to Dennis Wilson which closes the
album contains all of the sweetness and
gentle generosity of the music that in-
spired it. The suite concludes with two
heart-tugging bursts—the Wilsonian
positivism of "The Prayer” (with its
memorable lyric, “Pray for guidance
from above/ Shadow all your hopes with
love,” framed by swooning Beach Boys
harmonies), and the ebullient Highland
fling instrumental, "Reflection.” Few art-
ists have so effectively mated technol-
ogy and feeling since Sunflower.

Buckingham stumbles here and
there—the stereophonic showboating
on “l Want You” nearly sinks a service-
able melody, and the musique concréte
nuttiness of “Play In The Rain" wears
thin after a few spins—but the electronic
playfulness and emotive depth of Gp
Insane triumph in the long run. By re-
turning to his California roots and
exploring the fringes of Brian Wilson's
sunny surfin’ psychedelia, Lindsey
Buckingham is forging an original
vocabulary for the 80s. Chalk this
one up as a brilliant surprise. ~ Chris
Morris

KEITH JARRETT

Flying
(ECM)

Colleagues and other criminals of
opinion tell me | liked Jarrett's last
album with Gary Peacock and Jack De-
Johnette, Standards, better than was
good for me, but | persist in finding it a
refreshing and often inspired entertain-

ment, an opportunity to hear a fine
pianist at his unstuffiest and least op-
pressive, teamed with two ideally re-
sponsive virtuosi.

For most of its two-tune length, the
new album applies some of the logic of
Jarrett's solo concerts to trio playing,
and the results are less successful. This
is an awfully good trio and it should have
come off better, but most of side one
offers little more than Jarrett noodling-
till-ready on one chord over a rapid
pulse and drone. His touch is exquisite
and four bars at a time it sounds marvel-
ous—these are very elegant, very ex-
pensive noodles—but it goes on for
acres, Peacock and DeJohnette light-
ing little campfires of event here and
there, without finding either sufficient
adventure or home. There are lovely
episodes of course, especially one just
before Peacock’s solo, but the lack of
development is pronounced and it
doesn't make me want to trance. The
side ends with a lovely, unaccompanied
passage, so short.

Side two is pretty durn good. A 6/8
kicks in, Jarrett consents to actually
solo, sounds fine, sounds better than
fine, only why, just when he gets to his
best playing on the date, does he have
to start that damn singing? Nasal, whin-
ing, LOUD and a real distraction. De-
Johnette takes a rousing solo, things
go uptempo with good work from all
hands, tonality is ruffled and scattered
for a crisis effect | find perfunctory and
the piece ends with a few spare chords
and DeJohnette trying to tease the band
into some kinda funk. No answer, fade.
That was “Flying.” The much shorter
“Prism” closes the album, a pretty bal-
lad, the playing full of exemplary in-
terplay—this is, of course, a superb trio.
| liked Standards better—is there
another album’'s worth in the can
maybe?—but then | generally prefer
Jarrett in his lighter, less momentous
moods. — Rafi Zabor

.
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FRANK SINATRA

L.A. Is My Lady
(Q-West)

In the autumn of 1964, as the Beatles
sailed up the charts with Something

101




GRAMAVISION

High-tech, scintillating fusion
from Japan's top guitarist,
teamed with Sly Dunbar, Robbie
Shakespeare, Marcus Miller,

Steve Jordan and Michael Brecker.
Two LP's. GR 8404 & GR 8406

{John Scofieid/Electric Outlet

"The finest guitarist in modern
jazz" (Chicago Reader), Miles
Davis's lead guitar steps out
with help from saxophonist David
Sanborn: jazz-rock at its elec-
tric best. GR 8405

JAMAALADEEN TACUMA
RENAISSANCE MAN

&

"The baddest electric bass vir-
tuoso in years, Jamaaladeen has
learned to fuse rhythm with risk
..." (Musician), joined by
Ornette Coleman, Bill Bruford,
Vernon Reed, David Murray on

this powerhouse LP. GR 8308

Gramavision
Records and

Gramavision Records are audio-
phile pressings using the highest
quality compounds. Gramavision
cassattes are recorded on Chro-
mium Dioxide (CrO2) BASF tape.

260 West Broadway
New York, NY 10013

Distributed by PolyGram, Inc.
in the USA.

102

New, another LP burning up the top fif-
teen was a lovely piece of work by
Sinatra and Count Basie and his or-
chestra, It Might As Well Be Swing.
Though a fine showcase for the playful
side of Basie's sinuous economy and
the trombone-like flow of Sinatra’s sa-
loon crooning, there was a third element
that made these sessions sparkle—the
arrangements and conducting of one
Quincy Delight Jones. His elastic tem-
pos and sure-shifting moods, by turns
creamy and piquant, on tracks like “Fly
Me To The Moon,” "I Wish You Love"
and "The Best Is Yet To Come,” helped
ensure that these songs would remain
staples of Sinatra's concert repertoire.

Memories of former Sinatra-Jones
successes were stirred by LA, Is My
Lady, unquestionably the Voice's best
outing since the first two records in his
1980 Trilogy package. For a generation
little exposed to the glories of his Colum-
bia years (preserved on The Frank
Sinatra Story In Music), his tenure
(1953-1961) at Capitol and his many
grand slams at Reprise (All The Way, /
Remember Tommy, September Of My
Years, etc.), L.A. Is My Lady is a timely
reminder of the fabulous journey await-
ing any souls, temporarily hoodwinked
by the Julio Inglesiases of the world,
who really want to experience trenchant
jazz-inflected pop balladry at its apex.
It can hardly be said too often: to jour-
ney through the Sinatra catalog is to
steep the head and heartstrings in the
saga of the greatest singer in American
popular music.

People have been counting the man
out since Columbia let him go in the
early 1950s in the wake of failed forays
into novelty tunes (under Mitch Miller's
tutelage), yet he turns up thirty years
later on MTV with this record's title track!
The bracing dynamism of “It's All Right
With Me,” “Until The Real Thing Comes
Along,” as well as the bonhomie of “The
Best Of Everything” make for saloon-
wooing music of dependable impact.
And it would be a damn shame if a pick-
to-click like Woman's lovely, street-
wry treatment of “Teach Me Tonight”
couldn't prove out on the charts.

This energy is generated in no small
part by Quincy Jones, who brings the
vivid textures of his award-winning film
scores (In Cold Blood, In the Heat of
the Night, etc.) and the controlled com-
bustion of Grammy-gaining solo LPs
(Walking In Space and Smackwater
Jack) to the task, evoking yet beautifully
updating the Big Band brawn and end-
of-the-bar intimacy that have always
helped Sinatra shine.

This is an era in which Billy Joel
breaks arena attendance records with
performances that echo the Tin Pan
Alley punch Sinatra first inserted into
the popular musical lexicon, and Linda
Ronstadt scores a smash with Sinatra

field marshall Nelson Riddle. Do your-
self a solid—let the old master himself
teach you tonight. — Timothy White

TALKING
HEADS

TALKING HEADS

Stop Making Sense
(Sire)

hey could have called it Start Mak-

ing Cents. Recorded on last year's
Speaking In Tongues tour, this obliga-
tory soundtrack to yet another rock con-
cert documentary captures Talking
Heads at the height of their MTV appeal,
radiating the confident glow of a band
with a real hit record ("Burning Down
The House") to supplement the ac-
cumulated devotion of student hipsters,
bohemian patrons and coffeetable
punks. It also follows too closely the
1982 live retrospective The Name Of
This Band Is Talking Heads, which pro-
vided a more panoramic view of the
Heads' evolution from nurd punk scien-
tists to third world party people. Di-
vorced from its film, though, the album
is still an engrossing succession of
quiet surprises and guilty pleasures.

Not the least of these is "Take Me To
The River,” a second big band reprise
which radiates a celebratory glow much
closer to Al Green'’s original Dixie Bap-
tist undertow, and without negating
David Byrne's earnest white soul. The
frantic locomotion of “Life During War-
time,” another repeat from The Name
Of This Band..., is also more approp-
riate to the song’s mix of half-comic
apocalypse and light-headed confu-
sion, with Edna Holt's and Lynn Nabry's
background hurrahs adding some gos-
pel zing.

More unexpected is Byrne's acoustic
“Psycho Killer" at the top of side one;
it's adisquieting intro to the dark anxiety
central to Byrne's subsequent trips into
the heart of funk, and his campfire strum
jerks with a cagey malevolence. The
song's comic obverse “"Swamp"—
campy John Lee Hooker-style blues
with a Volga boatmen chorus and car-
toon Byrne vocal—relieves some of that
tension. Essentially a trimming and fine-
tuning of Remain In Light's Afro-brain
funk complications, Stop Making Sense
succeeds by striking a nervy balance



between Byrne's private disturbances
and the band'’s streetwise bop.

The charm of Stop Making Sense is
the way they toy with that balance.
“Once In A Lifetime” lightens up with a
sunny vocal chorus and spare muscular
propulsion. Jerry Harrison and Bernie
Worrell synchronize their synths in
“Burning Down The House” like a rogue
New Orleans horn section. "What A Day
That Was,” one of the Heads-like high-
lights of Byrne's Catherine Wheel score,
takes on a lively character of its own
here, faster and less formal.

The way those little things add up
makes Stop Making Sense welcome.
But the ratio of two live albums and four
offshoot records to only gne fully-
realized studio work in three years is
plenty. After Stop Making Sense, Talk-
ing Heads should stop marking time.
— David Fricke
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VARIOUS ARTISTS

Every Man Has A Woman Who Loves Him
(Polydor/PolyGram)

hatever one thinks of Yoko Ono—

sorceress/ saint, dabbler/ genius,
bearer/exploiter of her late husband’s
legacy—this album sounds more vital,
varied and with-it than anything recently
released by any other ex-Beatle re-
cently. And make no mistake about it,
Yoko Ono is an ex-Beatle, perhaps The
Ex-Beatle, toiling in the Fab Four's
shadow every bit as much as Paul,
George or Ringo.

Every Man Has A Woman was origi-
nally conceived by John as a fiftieth
birthday gift to his wife, with other artists
covering Yoko's material in an attempt
to get her music across to an indifferent
or hostile public. The result is at once
a celebration of the woman and her
man, an often emotional potplourri that
showcases Yoko Ono's underrated
skills as a lyricist and musician, skills
previously obscured by people’s preju-
dice against the singer.

The LP's major highlight, of course,
is John Lennon’s title track, originally
sung by Yoko on Double Fantasy. Like
his posthumous songs on Milk And
Honey, Lennon's living, breathing voc-
als are almost too much to bear. But
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the healing sets in quickly with Harry
Nilsson's version of “Silver Horse” (from
Season Of Glass), one of three Nilsson
covers and a moving tribute to his oid
drinking buddy.

The rest of the record offers marvel-
ously eclectic interpretations, from
Eddie Money's AORave-up on “I'm
Moving On" through Rosanne Cash's
gently faithful crooning of “Nobody
Sees Me Like You Do" to Elvis Costello’s
TKO Horn-punctuated soul reading of
the dynamic “Walking On Thin Ice.”
Yoko's avant-annoying side is also
given full rein on the synthétique con-
créte of “Dogtown,” submitted by a
novice L.A. artist named Gui Man-
ganiello under the name Alternating
Boxes, along with a robot manqué ver-
sion of “Wake Up,” performed by the
Klaus Voorman-recommended German
loonies, Trio. And while the album first
summons the memory of Yoko's late
husband, it ends very much in the pres-
ent, as son Sean’s improvisatory rap on
“It's Alright” reaffirms life in the wake of
loss.

If anybody still takes the spirit of what
the Beatles and John Lennon rep-
resented seriously, it's the much
maligned Yoko Ono. “A dream we
dream together . . . is reality,” sings the
all-children Spirit Choir on “Now Or
Never.” No, the dream isn't over; thank
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lending early 60s R&B crack, beat-

poet lyricism and cabaret jazz
ease, Rickie Lee Jones’ best tracks turn
the tough trick of using entirely familiar
elements to disorient listeners’ expecta-
tions. Her infinitely elastic voice is the
main instrument of this aural upset,
wrapping itself around everyday words
and feelings in ways that restore their
meaning and wonder.

For example, the lines, “Hey, baby,
you're my favorite boy/ And | think about
you all the time,” probably don't do
much for you on the page. But when
Jones effortlessly bends the two end-
words into a slant rhyme on “Jukebox
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Fury” from her new LP, The Magazine,
the effect awakens a cliché with mystery
and feeling—and subtly reminds us of
the strange renewals love makes possi-
ble.

The Magazine teems with such smail,
powerful pleasures, but one gets the
discomforting sense that Jones is striv-
ing for more with this record. Ambition
unmistakably rears its swelied head
with two sensitively titled instrumentals
(a rather lovely piece called “Prelude”
and the brain-deadeningly pretentious
“Theme”) and a three-part suite that in-
cludes, ahem, a recitation.

Not that such urges for seriousness,
or “Gravity” as onetitle here puns, aren't
welcome from this songwriter, particu-
larly after her release last year of the
slim Girl At Her Volcano, an “interesting”
but pretty much inessential collection of
outtakes, live takes and covers. The up-
beat, word-charged bop of her 1979
eponymous debut LP and the soul-stir-
ring emotional sophistication of 1981's
Pirates have already proved that Jones
handles the weight as well as anyone.

In fact, the strongest cuts on The
Magazine each distinctly recall one or
the other of Jones' first two albums. In
their floating seductiveness and pas-
sionate force, “Gravity,” “It Must Be
Love,” “Magazine” and “Deep Space”
call on the virtue of Pirates. Meanwhile,
“Jukebox Fury,” “Real End” and
“Runaround” (with its catchy “hide your
heart” tag copped from Laura Nyro)
evoke the debut’s horn-pumped street-
rhythm raunchiness.

So, Rickie Lee Jones, a major talent
who always seemed at least half-
tempted to throw her talent away, is
back and working near the height of her
power. The Magazine fall short of its
greatest artistic goals, but its many
achievements wouldn't have meant so
much within the context of any less full-
hearted effort. — Anthony DeCurtis

HERBIE HANCOCK

Sound- System
(Columbia)

Don't make the mistake of turning up
your nose at this because it's
“another goddamn rock record.” Don'’t




even fall for the line that Sound-System
is nothing more than Rockit, Vol. 2.
Granted, it makes no apologies about
being a dance record, but then, neither
did “One O’Clock Jump.” Above all, this
album marks the final revitalization of
Hancock's recording career.

If that last claim strikes you as a bit
extreme, think back a bit to his work
from Mwandishi to Sextant, arguably his
most creative period as a leader. The
music he made then was dense, color-
ful, rhythmically inventive and culturally
eclectic, but the subsequent success
of Headhunters led Hancock to aban-
don his attempt to merge funk and jazz
on his own terms, and to pursue a dual
career as would-be funkstet and part-
time jazzbo.

Sound-System, like Future Shock be-
fore it, returns Hancock to a sort of mus-
ical universalism, but where the latter
was too inclined to either/or construc-
tions (the jazzy "TFS” versus the dance
smash "Rockit”), the former finds him
fusing his influences. This is most obvi-
ous with “Karabali,” "Junku” and the title
track, all of which mix in a healthy por-
tion of percussive African all-spice to
lend the brew an all-embracing tang re-
dolent of Crossings. But it isn't just a
matter of mix-and-match, either, be-
cause the real key to Hancock’s suc-
cess lies in the way the electronics of
Bill Laswell's futuro-funk approach al-
lows him to layer sounds for rhythmic
complexity the way he once layered
chords for harmonic depth. The heart
of “Hardrock” and the other street-beat
numbers is their interlocking pulse pat-
terns, not the simple melodies Hancock
has stitched over the groove, and once
you start listening on that level, and then
home in on touches like Wayne Shor-
ter's lyricon in “Metal Beat,” it quickly
becomes clear that this is remarkable
music indeed. — J.D. Considine
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THE EVERLY BROTHERS

EB 84
(Mercury)

espite a totally uninspiring title,
EB 84 represents an auspicious oc-
casion: the Everly Brothers' first album
of new material in over ten years. Last

year's London concert reunion (and
subsequent live LP) of the once-battling
brothers showed their gorgeous vocal
blend had survived intact. Could the
golden-throated Everlys sound relevant
as well?

EB 84’s producer Dave Edmunds has
made the relevance question irrelevant
by depositing the brothers in an echoic
Twilight Zone. A heavy hand on the re-
verb knob is an Edmunds trademark;
here the echo and compressed
dynamic range don't recall 1950s rock
'n’ roll so much as blur boundaries be-
tween voices and instruments. Ironi-
cally, the Everlys’ forthright vocals and
simple arrangements on their hit oidies
have a lot to do with their timeless ap-

peal.

The album’s song selection is also
curious. EB 84 breezes in with Paul
McCartney’s charming “On The Wings
Of A Nightingale,” which sounds cus-
tom tailored for Don and Phil. (It's the
least Macca could do after the Everlys’
influence on Beatles part-singing.)
Other tunes don't always serve their
need for melody, ard the brothers’
cruising elevation drops accordingly.
Frankie Miller's “Danger Danger” is
stompy and undistinguished, Jeff
Lynne's “The Story Of Me” a mawkish
ballad. Bob Dylan's “Lay Lady Lay” is
an oddball choice, though its wealth of
whole notes allows close inspection of
the Everlys’ harmonic alchemy.
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Music software is one of the most exciting
developments on the scene. Rah, rah! In
this column, expect to hear about applica-
tions for passive and interactive listening,
learning, performance and composition.

Now: you've probably wondered about
all those red and yeliow MIDI packages
from Passport that you may have seen in
stores or ads, and what they could do for
you. MIDV/4 operates like a 4-track tape
deck for your MIDI-equipped instrument.
Polywriter prints out whatever you play into
standard musical notation. You also need
an Apple or Commodore computer, and
an interface card/cable which lets your
equipment communicate.

If four MIDI tracks are all you need (re-
member Sgt. Pepper?), MIDI/4 will do
you just fine. A key question is: "Does it
record velocity information so that you
can play with dynamics?” The answer is
yes. You may find that you've outgrown
four tracks rather quickly, however, and
soon find yourself casting a longing eye
at the 16-track software that's just
around the bend.

Polywriter is beautifull You get to
select format. Someone put a lot of
thought into providing for differenttypes
of scores, from standard piano notation
to SATB with the inclusion of text. Okay,
so you don't really get publishable
music. But it's readable, and automatic
transposition lets you score and print
the parts for an entire orchestra if you
want. On the realistic side, the charts
will be pretty long, as you can't get a lot
of bars on one page. But you can print
sideways!

Now the bad news: a lot of people
were very disappointed when they got
their MIDI/4 and Polywriter home and
found that Passport didn't provide a
way for the two applications to work to-
gether! You can't record your master-
piece with MIDI/4 and then see it printed
out with Polywriter. C'mon, guys!

The hippest idea I've heard in a long
time came from Paul D. Lehrman in the
Alpha Syntauri booth at N.A.M.M. Their
MIDI recording software, Metatrak, runs
sixteen voices on the Syntauri synthe-
sizer at the same time as MIDI. Think of
what you can do with that?

By John Amaral

UINDSEY LOCH




Ramone from page 98

that artist, which they may not have time
to do, and then you and the artist to-
gether work as a team with the record
company.

MUSICIAN: You did “Maniac” and the
ill-fated Automatic Man album with
Michael Sembello. What went wrong
there?

RAMONE: | think it was what happens
at times in the record business when
there's a major change at the label and
the record gets washed in with the
wrong video and the wrong television
appearances. It's just unfortunate.
Sometimes the images that are thrown
out for a person like that are too hard to
live up to right away. Michael wasn't
given a chance to perform. There was
so much time spent on having to getthe
album together quickly and making vis-
ual appearances before he was ready;
sometimes it's just too taxing on the art-
ists. | think to make a consummate art-
ist, for all these new young people that

the months, not rush the record out, and
make sure about what their live appear-
ances and their videos will be like. |
have to be a much bigger participant
than | used to be. I've always been in-
volved with people's live shows, but
now | realize that working with good di-
rectors and video production is as
much a part of the record as what | did
originally.

MUSICIAN: You're producing Julian
Lennon’s first album. Is it somewhat
Beatlesque?

RAMONE: Well, | mean he's twenty-
one years old. Whatever he heard of his
dad is what he heard. It's in the genes
but | think one has to give credit to his
own individuality. | think the pure indi-
viduality of the guy and his ability to

write is what | believed in, otherwise |
wouldn't do it. I'm not interested in a
novelty—and neither is he. Except for
one track, it's all original material. On
Nylon Curtain, we were also accused of
stealing from the Beatles, of course,
and that was all junk. Everybody looks
to throw flak.

MUSICIAN: We've recently read in the
Stone that Billy will have a new studio
album out in early fall.

RAMONE: | don't know anything about
it. The guy just came off six months of
touring; | think you should give him a
rest. But there'll be another new con-
cept, whatever it is. You can'’t predict
what's gonna happen two months from
now in your life. And you start from
there.

We Reduced the

Price of Admission

Until now, Hi-Band wireless systems were limited by price to a

small number of top acts. Now Samson’s new Concert Series opens
the door for everyone to have the freedom of wireless and the security
of perfect Hi-Band reception.

We’ve borrowed from the technology of our famous Broadcast

Series Hi-Band System to bring you clean, natural sound and 300 foot
range even under adverse conditions, all at the unprecedented low
price of $475. This includes the same sleek transmitter used in our
Broadcast Series, topped by a superior quality mic element plus the
crystal controlled receiver. Also available with a Shure SM58 element

I'm working with now, you have to spend

Phil in the Blanks
“I am a bit of a toy freak, but it's only be-
cause I'minterested in the next particular
piece of gear that's been built. If some-
one wants to experiment, I'm usually the
idiot they bring it to, from early digital to
(laughs) late digital.” Ramone works in so
many different studios, though, it's hard
to pin him down to what he prefers. He
does bring a rack with him for his assort-
ment of “tape slaps and live chambers
and craziness that I'm always looking

for." The rack has a Lexicon Prime Time,
a Sony reverb, and a number of Audio
Design noise gates and “vocal stress-
ers." He adds that “I'll use an MXR phase
pedal as much as I'll use something that
costs $20,000." He wouldn't like to pick
his favorite board, “because at this mo-
ment we're in a very major change. I've
had wonderful success on Necam and
Solid State Logic desks, and those are
the two | use for automation. But we're
going to have to make some more
changes, getting the spirit of the digital
format into more interplay with us. The
key will be to not make it so expensive
that you can't work."

His preferred decks are Studer, Mit-
subishi and Sony (“a lot of Sony"). If he
can afford it (giggle, giggle) he'll do an
analog and a digital mix, so he can A-B it
later to make sure the record is mastered
correctly. His tape is Ampex 456 (“it holds
up"). His preferred mikes are Neumann
and Fostex; he's especially bullish on the
latter: “I like the RP series a lot. | started
with Fostex headphones, and | really
loved them—there was a twenty percent
improvement in the studio once | stopped
hassling with the headset mix. Once |
began to see how they manufactured that
stuff, | believed the mikes could be in that
same category.” Ramone even forgoes
the Neumann for Billy Joel's vocals, using
instead a Fostex RP88. He also uses Fos-
tex gear at home, including a 4-track cas-
sette X-15 and 8301 Personal Monitors.

for $575. Up to 9 compatable channels.
If you’ve never

experienced the freedom of

wireless, or have used a

49 MHz system and are ready

to step up to Hi-Band, visit

your Samson dealer NOW.

‘““We Took The Worry
Out Of Wireless”’

124 Fulton Avenue

Hempstead, New York 11550

(516) 489-2203 * Telex: 5102221630 W
IN CANADA: OMNIMEDIA CORP.

9653 COTE DE LIESSE

DORVAL, QUEBEC H9P 1A3

TELEPHONE (514) 636-9971

107




The Church — Remote Luxury (Warner
Bros). With their melancholy melodies,
jangly guitars and affectless vocals, the
members of this Church could easily be
taken for born-again psychedelic roc-
kers. In a way they are, but rather than
succumb to the orthodox revivalism of
the California psychedelic sects, this
Australian quartet opts instead for the
reformed approach of Echo & the Bun-
nymen, although minus the guitar wor-
ship. The Church’s canon emphasizes
strong songs, so much so that each of-
fering from these charismatics is utterly
infectious. Once you've heard the call,
you'll be playing it religiously.

Black Uhuru — Anthem (Island). Unlike
earlier efforts, which matched Michael
Rose's righteous Rasta wrath against
the slippery kineticism of Sly & Robbie,
this album finds that the fix is really in the
mix. While on the one hand that softens
Rose’'s thorny delivery, it adds em-
phasis to the warmth of his voice and
the cool comfort of Duckie Simpson and
Puma Jones' harmonies. Mostly,
though, it shifts the focus of the album
from vision to sound, especially with
Eric Thorngren’'s remixes. While that
may occasionally demean Rose's literal
meanings, it ends up adding to the
music’s impact on a level that goes
beyond words.

J.J. Cale - Special Edition (Mercury).
Listening to this exemplary greatest hits
collection, | was struck by the realiza-
tion that, great though these perfor-
mances are, none of them were really
hits. Oh, sure, “Cocaine” was a smash
for Eric Clapton, as was “After Mid-
night,” but how many people ap-
preciate how downright inferior those
cover versions were? Point is, J.J. Cale
is an American original, as noteworthy
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in his way as Robert Johnson, and if you
still haven't given him a listen, this is the
no-lose sampler you can'tafford to pass
by.

Jools Holland - Jools Holland Meets
Rockaboogie Billy (IRS). A bit of every-
thing here—imitation rockabilly, droll
New Orleans piano, superficial cover
versions and plenty of guests from Hol-
land’s last two bands, the Millionaires
and Squeeze. It's that last which ulti-
mately pulls the album through, though,
for between Chris Difford’s whimsical
lyrics and Gilson Lavis' no-nonsense
drumming, Holland never quite ends up
in dutch.

Birdsongs of the Mesozoic — Magne-
tic Flip (Ace of Hearts). Instrumental
rock groups are usually undone by ex-
cess ability; rock is, after all, a music of
basics. Which wouldn't seem to bode
well for these brainy Bostonians, who
write tunes like “Terry Riley's House”
and cover Stravinsky's “Rite Of Spring.”
But because the Birdsongs approach
their avant-classical inclinations with a
gung-ho minimalism that has more to do
with surf music than the Soho scene,
they rock just fine, thanks. Of course, it
helps that the album’s other cover ver-
sion is the “Theme From ‘Rocky And
Bullwinkle.” (P.O. Box 579, Kenmore
Station, Boston MA 02215)

12" singles continue to purvey some
of the best music to be heard these
days. Take, for example, the Afrika
Bambaataa/James Brown collabora-
tion, “Unity (Pts. 1-6)" (Tommy Boy). Not
only is this meeting of the funkmasters
everything you could hope for in terms
of groovemanship, but it quite neatly
demonstrates that hip-hop is nowhere
near as ahistoric as its technofetishes
might suggest. Memory is anironic con-
cept for such a “disposable” medium,
but that's also an undercurrent in Gil
Scott-Heron's biting election-analysis,
“Re-Ron” (Arista). “Would we take
Jesse Jackson?" he asks, over Bill Las-
well's Material-isms. “Hell, we'd take
Michael Jackson.” Darker by far, and no
less chilling, is “Two Tribes” (Island/
ZTT), the melodramatic anti-nuke an-
them that has raised Frankie Goes To
Hollywood up out of the ranks of
novelty, and demonstrates that Trevor
Horn's sound can be more effective
than mere artful noise. Finally, those
who believe that it's the /ack of money
that causes us grief ought to adopt

RﬂcKsnom TAKES

Chuck Brown & the Soul Searchers’
“We Need Some Money” (T.T.E.D.) as
their anthem. A rollicking go-go style
throwdown that would do Barrett Strong
proud.
Julio Iglesias — 1700 Bel Air Place
(Columbia). According to the industry,
Iglesias is the most popular singerinthe
world, outside of the United States. Yet
another reason not to trust foreigners.
Tracie — Far From The Hurting Kind
(A&M). The funniest thing about Bri-
tain’s current fondness for 50s-style hep
is the blind determination with which
they've resurrected the sort of tuneful
treacle rock reacted against in the first
place. Tracie Young, like Tracey
Uliman, has a pretty voice but little else;
give her a song as sweetly melodic as
Elvis Costello’s “(I Love You) When You
Sleep,” and she'll give you back a hit, as
would any good singer. But if it's depth
you want, stick with Cyndi Lauper.
Harold Budd - Abandoned Cities
(Cantil); With Brian Eno — The Pear/
(Editions EG). There seems to be some-
thing almost evasive about the way
Budd's music tries to lead the listener
away from simple song structure, but
it's less a matter of trying to hide any-
thing than an attempt to refocus our at-
tention away from the melodies and
onto the melodic diffusion. On The
Pearl, that's simple enough, as Eno's at-
mospheric soundwash highlights the
harmonics in each evanescent chord.
Butit's Abandoned Cities, with its dense
electronics and forlorn romanticism,
that really hits home, because it man-
ages its melancholy like a downsized
Bruckner symphony. Take that, Wind-
ham Hill! (Both available from Jem, 3619
Kennedy Rd., So. Plainfield, NJ 07080).
Richard James Burgess — Richard
James Burgess (Capitol). Given that
Burgess produced such glitz-fests as
Adam Ant's Strip and the first two Span-
dau Ballet albums, it wouid be fair to ex-
pect his solo debut to be flash worth
panning. As it turns out, though, RJB is
immensely likable, because though
content isn't exactly Burgess' long suit,
popcraft is, and his affinity for irresisti-
ble hooks is almost frightening.
Kansas — The Best Of Kansas (CBS
Associated). Why did | expect this to be
blank on both sides?
Hank Williams —40 Greatest Hits
(Polydor). They don’t make 'em like this
anymore, and more's the pity. Hank Will-
continued on page 114

J.D. Considine




MASTERPIECE

As a modern percussionist,
vou’ve worked hard to express
vour own musical ideas, further
vour individual abilities and
advance your originality. Now
that you've finally arrived, you
need a drum set that sets you
apart from the crowd. That’s
why Tama has created our Al
new Custom Division. Our &

designers and you willwork %
together to design a drum(p /.
set that is truly unique. Y ,‘H}
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THE MODLRN JAZZ' QUARTET 1984 - TOGFTHER AGAIN

in

Modern Jazz Quartet — Echoes (Pab-
lo). It should come as no surprise that
the MJQ's first album since their re-
formation sounds as fertile and imagina-
tive as their first record must have
sounded three decades ago, because
the integration of soloist into ensemble
that represents the band's clearest
strength is a virtue both timeless and
ever in peril. To call Echoes one of
1984's finest releases hardly does it
complete justice—this has been a great
year for good records but a miserable
year for great ones. To say, however,
that the three new John Lewis pieces in-
cluded here rank with his seminal work
of the past in reconciling the primal and
the elegant. .. well, that begins to
suggest this album’s majesty.

Bobby McFerrin — The Voice (Elektra/
Musician). if you think the only “real”
jazz singers are those who eschew
lyrics to use their voices as horns,
McFerrin is your man. But even if you
agree with me that vocalese is generally
a tiresome novelty act, McFerrin could
make you change your mind. He's an ir-
resistible one man band, blessed with
such a natural pop sensibility (encom-
passing doo-wop, hip hop, the blues, and
American popular song) that any at-
tempt at selling out would probably
limit, rather than broaden, his appeal—
a lesson E/M seems to have learned, to
judge from this gimmick-free a cappella
concert recording, the first to capture a
measure of this remarkable performer’s
range and perspicacity.

Chico Freeman - Tangents (Elektra/
Musician); Morning Prayer (India Navi-
gation). Any record that lists eight differ-
ent studios and gives no clue of which
musicians are playing on which tracks

S'HORT

figures to be uneven, and Tangents cer-
tainly is. But the inspired far outweighs
the mundane. The aforementioned
McFerrin persuades the sometimes
overly solemn tenorist to lighten up on
three tracks, and two titles written by
and featuring pianist Mark Thompson
infroduce a starting new talent.
Freeman'’s own playing is fluent and ad-
mirably streamlined throughout. Mean-
while, the India Navigation is the first
U.S. release of a 1977 session from
Japan, notable for Henry Threadgill's
fierce solos, as well as the leader's.

Ran Blake — Suffield Gothic (Soul Note/
PolyGram Special imports); Don Pul-
len — Evidence Of Things Unseen
(Black Saint/PSl); Tommy Flanagan —
Thelonica (Enja/PolyGram Classics);
Junior Mance & Martin Rivera — For
Dancers Only (Sackville); John Hicks —
John Hicks (Theresa); Michele
Rosewoman — The Source (Soul Note/
PS!); Denny Zeitlin — Tidal Wave (Palo
Alto). The best of this month's piano re-
leases, ranked more or less in order of
preference, though you can't go wrong
with any of them, not even the Zeitlin
(which boasts an indelible Zeitlin-Char-
lie Haden duet on “"Chelsea Bridge,” as
well as a meandering quartet with John
Abercrombie and Peter Erskine). Even
within an idiom that prizes originality
above all else, Blake is clearly a
maverick. He's still pondering the im-
ponderable in his owlish solifoquies, but
the miracle of his style is that he's
learned to voice even his most twisted
musings in an airy, balanced man-
ner. And tenor saxophonist Houston
Person’'s unexpected transcendence
on three duet tracks and an incandes-
cent reading of Blake's “Vanguard” jus-
tifies the price of purchase all by itself.
The most striking quality of Things Un-
seen is its boundless variety—remarka-
ble given the presence of just one per-
former, and evidence of Pullen's com-
positional acumen as well as his color-
sensitive improvisational touch. Flana-
gan's tribute to Monk (with bassist
George Mraz and drummer Art Taylor)
is one of the most warmly personal in
what is rapidly coming to constitute a
sub genre. The delightful Mance ex-
udes soulfulness without indulging in
soul cliché, and bassist Rivera paces
him beautifully. Hicks' innate lyricism,
sometimes put on hold when he's back-
ing horns, comes to the fore on an

T-A-K-E-S

album of solos, duos, and trios with vib-
ist Bobby Hutcherson, bassist Walter
Booker and pianist Olympia Hicks (the
leader’s wife). Rosewoman is a forceful
soloist and a composer of slithering,
serpentine themes whose debut album
is further enlivened by the jabbing solos
of trumpeter Baikida Carroll and the em-
phatic thrust of bassist Roberto Miranda
and drummer Pheeroan Ak Laff.
Giants of Jazz — (George Wein Col-
lection/Concord Jazz); Thelonious
Monk — Blues Five Spot (Milestone). If
the Giants of Jazz date had been re-
leased shortly after it was recorded in
1972, it might have been subjected to
criticisms that seem irrelevant now.
Who could have known then that this
would be Monk's last date with horns?
It's Monk's sensibility that pervades, al-
though there are fine solos by Gillespie,
Stitt, Winding, and Blakey as well, and
so what if this all-star aggregation never
quite succeeds in sounding like a
band? (N.b. — Dizzy'sfeature is Gil Ful-
ler's venerable “| Waited For You," not—
God forbid-"1 Will Wait For You," as
listed on the jacket.) The Milestone col-
lects hitherto unissued odds and ends
from the late-50s, including two charac-
teristic unaccompanied piano solos
and some great stuff from the Five Spot
date with tenor saxophist Johnny Griffin.
Errol Parker — Tentet (Sahara, 1143
First Ave., New York, NY 10021). The
pianist’'s notions of polyrhythms and bi-
tonality are so renunciatory and so
peculiar that it was inevitable he would
want to be his own drummer, and under-
standable that overdubbing would pro-
vide a temporary solution. But while the
added horns are clearly responsible for
some of the expansion one senses
here, what finally gives this album more
color and bite than its predecessors is
Parker’'s decision to abandon keyboard
altogether in order to give his band the
benefit of an interactive real-time drum-
mer. Parker is one of the most stimulat-
ing figures in jazz today, and this is a
record you don't want to miss.

Robert Watson & Curtis Lundy -
Beatitudes (New Note/N.M.D.S.). Alto-
ist (and ex-Messenger) Watson and
bassist Lundy's New Note sounds a lot
like & Blue Note, which | guess was the
idea and which is more than okay with
me. A solid, invigorating album, also
featuring pianist Mulgrew Miller and
drummer Kenny Washington.
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The

Working Musician

Musicians at work need instruments that work as hard as they
do. Sequential understands this. We've built a reputation for providing
musicians with premium instruments to express their music.

Like the incredible Prophet-T8. It's completely touch- sensitive.
Velocity and pressure are individually articulated for each note you
play onits extended, six octave keyboard. Our Prophet-600 provides
you with full front-panel analog programming, “assignable”
arpeggiator, and two VCOs per voice that can be synced together for
that unmistakable Prophet sound. Or maybe you'd prefer our new
Six-Trak, a multi-timbral, six-voiced synthesizer with a built-in,
multi-track recorder that lets you “overdub” six separate musical lines
for simultaneous playback.

Team any of our keyboards with Drumtraks, the only drum
machine now available that lets you program both volume and tuning
individually for each of its 13 digitally recorded sounds.

New products on the horizon from Sequential include our
MUSICWARE™ expansion software packages that give you
unprecedented artistic flexibility via home computers!

We Listen to Mustcians.
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Fora complete SCI catalog including decals, send $2.00 to: Sequential Circuits, Inc.,
3051 N. First St., San Jose, CA 95134.
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information! Write today. BATES MUSIC- MM, 2717
Aldrich South, Minneapolis, MN 55408.

ANNOUNCEMENTS

PAN—THE PERFORMING ARTISTS NET-
WORK OF NORTH AMERICA. is dedicated to
helping performers reach their full potential,
regardless of thewr level of artistic development.
Available services include: Booking Contacts for
clubs, colleges, and agents. Computer Services,
like the Independent Record Release Index,and the
only 24-Hour Electromic Bulletin-Board in the
industry. Press Release and Mailing Services
Cable and Sateliite telecasts of air-quality videos
Etc., etc., etc. For immediate delivery, send $1.00 for
newsletter PAN—THE PERFORMING ARTISTS
NETWORK OF NORTH AMERICA, P.O. Box 162-M,
Skippack, PA 19474. (215) 489-4640.

BOOKS & PUBLICATIONS

ROCK MUSIC BOOKS at DISCOUNT PRICES.
PRIEST Defenders of the Faith $9.95. ORIGINAL
BLACKMOORE $7.95. BARK AT THE MOON $9.95.
VAN HALEN 1984 $10.95. OZZY OSBOURNE
Songbook $8.95. ZEPPELIN Complete Guitar $9.95
SABBATH Shattering Sounds $7.95
CUSTOMISING YOUR ELECTRIC GUITAR $7.95
Electroni¢ Projects For Musicians $14.95. RUSH
Complete $19.95. IRON MAIDEN SONGBOOK
$12.95. FIX YOUR AXE $7.95. Guitar Techmiques of
RUSH $6.95. MOTLEY CRUE Songbook $9.95.
FREE CATALOG: DISCOUNT MUSIC
WAREHQUSE, PO Box 212M. Lindenhurst, NY
1757.

MAKE MONEY COMPOSING JINGLES—
Save yourself years of "hard knocks.” Send $9.95
for how-to book. JINGLE COMPOSER, Dept. MM-2,
Box 53, Harrison, NY 10528

BOOKINGS

NATIONAL CLUB AND COLLEGE CIRCUITS
Now in operation. Major sponsorship and promotion.
Over 5,000 listings for all types of acts. Agent con-
tacts also. For immediate delivery send $1.00 for
newsletter. PERFORMING ARTISTS NETWORK OF
NORTH AMERICA, PO Box 162-M, Skippack, PA
19474. (215) 489-4640

EMPLOYMENT

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

INSTRUCTIONS

GUITAR INSTRUCTION BOOK. The Right
Touch—the art of hammering with the right hand,
(Van Halen technique) $8.95. Scale Power (modes)
$5.95. Teach Yourself Lead $6.95. Teach Yourself
Rock Bass $6.95. Bass Guitar Complete $9 95.
Guitar Tricks $5.00. More Guitar Tricks $6.00.
POWER CHORDING $5.95. SCALES AND MODES
IN THE BEGINNING $9.95. THE HEAVY GUITAR
BIBLE $10. STEP-BY-STEP ROCK GUITAR $7.95
CHORD CHEMISTRY $8.95. Free catalog:
DISCOUNT MUSIC WAREHOUSE, P.O. Box 212M,
Lindenhurst, NY 11757,

The Muslic Business Institute
A CAREER PROGRAM IN MUSIC' course includes
recording. studio. concert and wideo production; artist
representation and management; retaikng and whole-
saling; record promotion and marketing: Copyright and
music industry law; songwnters and musiC publishing:
and more. Employment assistance. Accredited tinancial
aid available. Write for free brochure and career guide
MBI, Dept. M, 3376 Peachtree Rd.. N.E., Allanta, GA
30326. (404) 231-3303.

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

PIANO TUNING

Learn Piano tuning and repair with
easy to follow home study course.
Wide open field with good earnings.
Makes excellent "extra” job. Write

American School of Piano Tuning

17050 Telter Dr.. Dept. “A"" = Morgan Hill. CA 95037

ADRIAN BELEW

*’Electronic Guitar”’

VIDEO LESSONS
WITH THE PROS

Call or write

DC1 MUSIC VIDEO

541 Avenve of the Americas
New York, New York 10011 (212) 924-6624

PLAY ANY SONG OR SOLO by ear instantly!
Guaranteed! IMPROVISE LIKE THE MASTERS
Exciting new method makes it easy. Free
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INSTRUMENTS

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

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

EFFECTS—STRINGS: Al 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 list. LARK STREET MUSIC,
221 Lark Street, Albany, NY 12210. (518) 463-6033
except Saturday. Always buying used instruments.
We ship everywhere.

STRINGS, PICKS, PICKUPS at Discount Prices!
We carry only high quality name brand mer-
chandise. FREE price list. Mail Amenca, P.O. Box
8939, Battimore, MD 21222.

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

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

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

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

MUSICIANS

1985 MUSIC BUSINESS DIRECTORY — Com-
plete current listing of over 1,000 Record Companies,
Music Publishers, Producers, Managers and Book-
ing Agents. Send $9.95 check or money order to:
TOP TEN MUSIC, 130 West 72 St., New York City,
NY 10023.

ROADIES—Sound Techs, L.D.'s, Stage Techs;
new service lists available techs, sent to all major
management and production companies. Details
send $1.00 plus S ASE. to: “GIGS,” PO Box 70,
Birmingham, Ml 48012.

VERSATILE FEMALE SINGER WANTED:
Preferably with some guitar abihty, for national

recording group from mid-west with major label
release commitment. Cassettes to: COLOR, 333
East 43rd Street, Suite 310, NYC NY 10017.

MICROBAR SLIDES—These half-inch brass
slide bars allow full bending of all four fingers so you
can play slide leads between chords without stop-
ping and without tearning open tunings. Send $3.95
to A.T.D., 10206 Lakemere, Dallas, TX 75238. Spec-
ity small or large.

Lead Master

LEAD GUITAR SLIDE RULE

“"Move It

EASY TO USE!
ANY STYLE OF MUSIC!
CONTAINS SIX DIFFERENT
MOVEABLE GRAPHS! +
SHOWS FINGERING POSITIONS! MODES'\(@
NOTE NAMES! CHORDS! TRANSPOSES!

A LIFETIME TOOL FOR GUITAR!

Send 85.98 to LEAD MASTER

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

MISCELLANEOUS

SATIN PANTS. SPANDEX JEANS, LEATHER
jeans: for musicians, entertainers, etc. SATIN
SALES. Dept. 34, 7 South Sth Street, Minneapolis,
MN 55402. (612) 333-5045

PUNKS AND NEWWAVERS—Share your
thoughts and musical interests with penfriends: per-
sonal service for only $2.00. WRITER'S CRAMP, PO
Box 8205, Fort Wayne, IN 46808

A SINGER'S DREAM!

REMOVES VOCALS FROM RECORDS!
Now You can sing with the world’s best bands!
The Thompson Vocal Eliminator can remove
most or virtually all of a lead vocal from a standard
stereo record and leave the background!
Write or call for a free brochure and demo record.

LT Sound, Dept. MU, P.O. Box 338,
Stone Mountain, GA 30086 (404)493-1258

OPPORTUNITIES

HOW TO GET A RECORD DEAL. CPAspends
2 years researching current methods of successful
record industry clients including producers, A&R
people and label executives. Satisfaction
guaranteed. For FREE information, send self-
addressed stamped envelope to: MUSIC
BUSINESS PUBLICATIONS 18, 10900 NE 8th,
Suite 169, Box 97008, Bellevue, WA 98009.

PHOTOS & POSTERS

COLOR CONCERT PHOTOS! Huge selection,
hundreds of rock, country, southern bands. Send
$1.00 for beautiful Illustrated photocatalog. Mention
your favorite. SMILE PHOTOSLTD., Box 15293-M, -
Chesapeake, VA 23320-0293.

RECORDS & TAPES

FREE sample issue...

of GOLDMINE, the world’s largest record
collector's publication! Thousands of records for sale
in each issue. All types of music from all eras. Plus
articles on recording stars of the rnsl and present.
Rock, thythm & blues, reggae, fotk. New jazz section
and expanded country western coverage. Published
every two weeks. Sample free. 13 issues ('; year) $22.
GOLDMINE ,Circulation Dept. A2, 700 E. State
St., lola, W1 54990.




ISBN 0-939 458-00-4

SING g:ﬂdly Power

Vocalists suffering from =
fatigue, hoarseness, and

the inability to realize SINGING ENERGY
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a new dimension in o
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utilizing the Gan-Tone SALES
Method.

The Gan-Tone Method
described in this book
revolutionizes the traditional
beliefs for producing the
singing voice by revealing the

natural laws that unify the ROBERT GANSERT

S g LLUSTRATIONS by he AUTHOR

body power!
The Gan-Tone Method will Aboutithe Atithor:

enable any sincere seeker to
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“It’s the loudest
bass drum head
there is, and I
can’t break it.”

Rod Morgenstein

Breakthroughs in drumming

1984 Pro-Line Guide

» Before you buy a Guitar, Amp, Mixer, Speaker
or P.A. System, get the 80 page CARVIN Color
Catalog! See top groups like Pat Benatar,
Roy Clark, Heart, Jefterson Starship, Mar-
shall Tucker, and Frank Zappa play CARVIN
because it's the best!

» Compare Carvin's exceptional values. Buy
DIRECT at Pro-Net prices — saving you hun-
dreds of dollars.

« Hundreds of models to choose from in-
cluding double neck guitars, exotic wood
guitars, fretless basses, guitar amps,
equalizers, 800w power amps, CrosSovers,
concert speaker systems with JBL, Magna-
Lab, EV and Celestion speakers, pro mixers,
mics and guitar parts.

Write: CARVIN, Dept MP83, 1155 Industrial Ave.
Escondido, CA 92025. PH 619-747-1710
— e e v CARVIN CATALOG == e cm cmm e
Send $1 for Bulk Mail $2 for RUSH 1st Class

Name I
I Address I
l City I
L e s M

114

Everly Bros. from page 105

Considering the Everly Brothers are
excellent songwriters themselves, it’s a
pity their contribution is limited to three
Don Everly numbers out of a stingy ten
tracks. Two of them—the 3/4 time “Fol-
lowing The Sun” and wistful “Asleep”—
are EB 84's most challenging songs,
combining shimmering vocals with
starkly depressing emotional content.
On these cuts the Everlys aren’t nostal-
gic relics or a mere vocal novelty, but
disturbingly contemporary.

Next time, guys, take as long as you
want and write all the songs. There will
be a next time, won't there? The Everly
Brothers are more than a pretty voice.
— Scott Isler

Rock Shorts from page 108

iams was as much a proto-rocker as he
was the Great Ancestral Country Out-
law, and this exquisite anthology follows
him from the hillbilly boogie of “Move It
On Over” to the posthumous lament of
“| Saw The Light.” If you think you don't
have any use for C&W, prepare to be
proven wrong.

Joyce Kennedy — Lookin' For Trouble
(A&M). From her early days with
Mother's Finest, Kennedy has been a
victim of packaging. This time out, it's
the Sex Machine Outfit, complete with
single-entendre numbers like “Watch

SAVE BY BUILDING
OUR RACK MOUNT

STUDIO
EQUIPMENT

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

HYPERFLANGE/CHORUS — the

cleanest, widest range, most versatile

flanger anywhere at any price.
WO BT8O . ale diisinise nimes $149.95

VOCODER — unmatched perfor-
mance in a versatile, low cost rack

package. no.6710.......... $99.95
HOT SPRINGS — user's agree, short

of studio plate systems, you won't
find a better reverb at any price.
no.6740 $5

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

P:A Electronics, Inc.

Direct mail orders and inquiries to: Dept. 11m
1020 W. Wilshire , Oklahoma City, OK 73116 - (405)843-9626
Ask for your free catalog.
CHARGE TO VISAORMC TOLL-FREE
1-800-654-8657 9AM to 5PM CST MON-FRI

My Body” and treacly love duet with
producer Jeffrey Osborne. The hell of it
is, Kennedy has such a great voice that
she doesn't need packaging—what she
needs are songs.

_ PHOTOS & POSTERS
PUBLICITY PHOTOS COPIED. 500 B&W
glossy Bx10s for $69.95. Free price list & paper

samples. MUSICIAN'S PHOTO SERVICE, 706 N.
76th, Seattle, WA 98103.

SONGWRITERS

LEARN SONGWRITING & COMPOSE MUSIC.
Professional instruction by mail. For course descrié)-
tion: AMERICAN CORRESPONDENCE INSTITUTE,
Box 31021-F, Cleveland, OH 44131.

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

T-SHIRTS

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

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

CLASSIFIED: $1.50 per word, 25 word mini-

mum. DISPLAY $110 per column inch. Please

enclose payment, your street address and

phone number. MasterCard/Visa/American

§1x1press accepted. Call Cindy at (617) 281-
0.

READER SERVICE

The following companies would love to send you information on
their products and services Just send along this column with
your choices checked and we'll do 1herest. Allow 6-9 weeks for
delivery

1.Korg, pg. 2.3

2. Roland, 4

3. Tama Electronic Drums, 7
4_Technics Organs, 11

5. Ibanez, 12

6. Fostex, 14, 65

7. Martin Guitar, 15

8. Shure Bros., 18

9. Yamaha Guitar, 19. 21
10. Rhodes Pianos, 22, 23
11. Peavey Effects, 24

12. AKAI Mixer/Recorder 27
13.GLI, 28

14, Decillinox, 28

15. Octave Electronics, 29
16.JBL, 33

17. Beyer Mics, 41

18. Markley Amps, 47

19. Celestion Speakers, 48
20. MPC Electronic Drums, 49
21. Kurzweil Synth, 50, 51
22. ibanez, 59

23. Gibson Guitar, 63

24, Sequential Circuits, 66, 67
25. Boss Effects, 68

26. Ibanez Sundown Amp, 73
27. Digidrums, 74

28. Audio Technica Mics, 75
29. Scholz Rockman, 77
30. Soundcraft Boards, 81
31. Crown Power Amps, 83
32. Simmons Drums, 85, 87
33. Audiotek, 86

34, Tascam, 89

35. Simonton, S0

36. TOA, 91

Name -

Address .
City . -
State

37. DOD Effects, 93
38. The Stick, 94

39. Calzone Cases, 95
40. Astatic Mics, 96
41. Suzuki, 97

42. Nady Systems, 98
43. Anvil, 105
44.Samson, 107

45, Ibanez, 109

46. ADA Effects, 115
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_Electronic Psychi

the control of a guitarist,

AL MULTIAEITEOTS
exhibits an extreme casé of split personality, i.e.,under
engineer, the Digital Multi-Effects will:

an, or recording

ﬁ%‘gﬁrADA DIGIT.
SYMPTOMS < Patient

keyboardist. goundm
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b) flangeé and echo. ..
The Digital Multi-Effects 18 the first
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(415) 548-1311 Telex: 470 880 ADA Ul
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