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KORG AUTOMATIC DIGITAL 
TUNING IS NOW AVAILABLE 

IN ASSETTE. 

Korg, the world's 
leader in instrument 
tuners, now offers the 
ultimate in digital tun-
ing precision and flexi-
bility in a sleek and 
compact cassette format 
that travels anywhere— 
the new DT-1Digital Auto 
Chromatic Tuner. 

Having already set a world 
standard with the AT-12 Auto 
Chromatic Tuner, Korg now 
uses digital technology to cre-
ate a new level of accuracy and 
convenience in electronic tun-
ing. The DT-1's innovative 
"automatic" design eliminates 
the need to "dial up" notes be-
fore checking pitch. Just plug in ruse the sensitive built-in mic 

acoustic instruments), play a 
note and the DT-1 delivers in-
stant visual confirmation of that 
note and its exact pitch on the 
easy-to-read digital LED meter. 
The DT-1 employs a quartz crystal 

oscillator reference for the highest stan 
of reliability and accuracy. Unusually flexib 
easily handles a super wide 7 octave frequency 
range (32 Hz to 3.9 kHz) including any acoustic or 
electronic instrument from contrabass to piccolo. 
The Korg DT-1 can also produce 4 octaves of reference 
tones through an external amplifier. 

Calibration (pitch of middle A can be set 
anywhere from 438-445 Hz in 1 Hz steps), 

Slow (for instruments 
with unsteady pitch) 

and Fast (instant 
response to pitch fluc-
tuations) Modes offer 

greater control flexibility,. 
A special ByPass/Sound 

Out jack lets you "hear" what 
you're tuning. 

All of this tuning accuracy 
and convenience is built into a 
cassette-sized format that slips 

easily into your pocket or 
instrument case. 

The Korg DT-1 proves that the 
evolution of electronic tuning 

continues. Our commitment to 
the highest standards of perform-
ance has allowed us to create the 

first major development in digital 
tuning. The standard has been set, 

the rest is up to you. For a full color 
Korg Catalog and DT-1 Brochure, 

send $1.00 to Unicord, 89 Frost St., 
Westbury, New York 11590. 
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he fully professional, digitally programmable, 
MIDI-interfaceable, surprisingly portable, 
unbelievably affordable Korg Poly 800. 
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KORG POLY 800 
The new Korg® Poly 800 literally creates an en-

tirely new category of professional synthesizers. 
Korg's constant refinement of synthesizer technol-
ogy allows us to bring you a totally programmable 
polyphonic synthesizer, loaded with sounds and 
features, that sells for less than $800. 

II VOICES —PROFESSIONAL SC UPI DS 

The Poly 800's unique architecture makes possi-
ble an extraordinary variety of sounds, colors and 
textures that are a basic part of today's music. 

Fat brass, expressive strings, distinctive lead 
patches and unusual special effects give you a full 
repertoire of possibilities to enhance your perform-
ance. And of course, the kind of organ, piano and 
day sounds that any professional would expect. 

In fact, the Poly WO's powerful layering mode 
can give you two different sounds for each note. 
This means even thicker textures and more com-
plex voic-ings. 

64 PROGRAMS —50 PARAMETER CONTROL 
The Poly 800's Digital Access Control System 

(DACS) lets you call up any sound instantaneously. 
Each sound can be altered in terms of 50 different 
parameters. High-resolution control enables the 
most precise fine-tuning of patches. 
The Por 800's digital envelope generators utilize 

six individual envelope parameters (most others 
offer only four). This feature is a significant im-
provement over common ADSR-type envelopes, 
allowing more expressive control. 
Your patches can be saved in the Poly 800's mem-

ory and off-loaded to tape in 14 seconds. You can 
even rearrange your programs into a specific order 
and recall them in live perfbrmance via a foots-witch. 

THE MOST SOUGHT-AMR IPROFESSIOPML FEATURES 

The Poly 800's built-in polyphonic sequencer 
lets you store anything from bass lines to chord 

patterns. You can solo over the sequencer and write 
any pattern onto tape. 
A Noise Generator with individual articulation 

circuitry lends realism to sounds such as flute, 
other wind instruments and dramatic special 
effects. 
An on-board programmable Stereo Chorus adds 

extra depth and richness to the Poly 800 sounds. 
A 4-way joystick controls pitch bend, vibrato 

and filter mod. 
The Poly 800 is also equipped with the new 

MIDI interface, which provides an external link-up 
to other MIDI-equipped synthesizers or computers, 
for greatly expanded sound and performance 
capabilities. 

13 LBS —THE MOST PORTABLE POLYPHONIC 
All of the versatility offered by the Korg Poly 

800 fits- into an amazingly light and compact 13 lb. 
package. AC and battery power means you can 
attach a strap to the Poly 800 for full freedom of 
movement in live performance. And the headphone 
jack lets you practice anywhere. 

If you want to expand your keyboard set-up or 
you've been held back by the high price of poly-
phonic synthesizers until now, investigate the unbe-
lievably affordable Korg Poly 800 at your local Korg 
dealer. Or send $3.00 (check or money order) to 
Unicord, 89 Frost St., Westbury, New York 11590 
for a Poly 800 demo record, color brochure and 
poster. 
For the name of the Korg dealer nearest you call: 

(516) 333-9100. Outside N.Y. call: (800) 645-3188. 

e Exclusively 
Distribt.ted by 

...we put it ail together Unicord 
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Digital sounds, sounds, digital display, the new Roland TR-707 delivers dynamite drums. Perfect 
timing starts with perfect percussion timbres. So the TR-707 gives you 13 real drum sounds 
that will breathe life into your rhythm track. A mixer section and separate audio outputs for 
each sound, as well as stereo outputs, let you tailor your drum track to suit your taste. And 
with the TR-707's Flam and Shuffle functions, you're no longer restricted to a robotized "drum 
machine" feel. That time is long past. With its handy graphic window, the TR-707 gives you a 
beat-by-beat readout that makes programming easy. During playback, it counts measures 
and keeps track of tempo for you— so you'll always be right on time. Whether you prefer the 
spontaneity of real-time tap-programming or the accuracy of Roland's well-known step 
programming, the TR-707 has got your number. Create and store up to 64 individual patterns 
and assemble them into 4 different songs. With the optional Roland M64C Memory Cartridge, 
you can add even more memory to the TR-707, increasing its total capacity to 192 individual 
patterns or 12 different songs, all WR instantly accessible. Timely is the 

  oland i 
word for the TR-707's interface capabilities, covering today's pop-

Memory Cartridge 

ular interface options including M-64C MIDI, Sync 24, programmable Trig-
ger Out, and full Tape Sync facil- ities. You'll be able to access ex-
ternal sound sources, sync up with a multitrack tape or an external 
sequencer. The TR-707 is ready for you—and with a list price of just 
$595.00 chances are you're ready for it too. For more information, 
contact: RolandCorp US, 7200 Dominion Circle, Los Angeles, 
California 90040 ( 213) 685-5141. Roland 

'11.11111111111111111.11now 

1 - 

alceS 

beffladingidibi I ••••••1»•1. 



W
A
N
I
N
G
 A
B
B
O
T
i
 

A BILLBOARD PLIBL CATION 

MUSICIAN 
FEATURES 

GRAHAM PARKER  38 
More songwriting power per square inch 
than any comparable ex-pub-rocker. 
By Mark Rowland 

GETTING SIGNED  46 
A bold new alternative for young bands 
getting their first deal. 
By Jock Baird 

COLUMN:S 

'TIL TUESDAY   II 
Facing temptation, winning the 
world, guarding their souls. 
By Bill Flanagan 

JOHN ZORN   17 
Raw, funny, nasty new music 
from a structural radical. 
By Peter Watrous 

DAVE EDMUNDS  26 
Too busy to rock: A hot guitarist finds 
studio life after roots. 
By Scott Isler 

WORKING MUSICIAN 

STEVE STEVENS 
Billy Idol's guitarist, the musical muscle 
behind the image 
By Rob Tannenbaum   70 

SUGAR HILL HOUSE BAND 
By John Leland . 77 

ALAN GORRIE 
By Jock Baird  86 

NEW GUITAR AMPS 
By Josef Woodard   9 I 

CLUB LIGHTING 
By Alan DiPerna  99 

Cover Photo by Gilles LarrainiRetna LTD. 
JULY 1985 NO. 81 

STING goes jazz? Maybe the surprise here 
is that he's been doing it all along. In the 
first part of a double-barrelled epic, we take 
you behind the scenes, and the mind, of a 
pop star who can't rest on his record, Police 
or otherwise. 
/5',' Vic Garbarini 

DEPARTMENTS 

LETTERS . . 8 

FACES  32 

SOFTWARE CITY 
By John Amaral 

DEVELOPMENTS 

96 

102 

. RECORD REVIEWS 104 

ROCK SHORT rAKES I 14 
By J.D. Considine 

JAZZ SHORT TAKES 116 
By Francis Davis 

VICE() SHORT TAKES 118 
By Michael Shore 

READER SERVICE 110 

CLASSIFIEDS 121 

56 

BACK PACE: 
NYUK ROCK 
By Bill Flanagan ... I22 



Miles newest album 
is armec with songs of the 
highest calibre. Featured 

is Miles' distinctive 
interpretation of the 

Cyndi Lauper hit, 
"Time After Time"— 

also released as his first-ever 12" single. 

A new milestone in a career that's 
already covered it all. 

On Columbia Records, Cassettes and Compact Discs. 

Picsduced Dy Miles Davis and Robert Irving III. Executive Producer: Dr George Butler. Ile 

"Columbia,- are trademarks of C85 Inc. 51 1985 CBS Inc.   
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NOTHING LETS YOUR BASS 
PUNCH HARDER THAN 113L. 
No speaker lets your bass guitar command authority 

like the remarkable 1BL E- I40. 
That's because the E-140 doesn't merely accommodate 

bass, it was built for it. 
Built to punch harder. Longer. And deeper than any 

other speaker ever made. 
With multi-purpose speakers, low frequency sounds 

can die half-way into the audience. Or distort your sound 
into incomprehension when you crank it up. A lot of 
your audience either won't know that you exist, or wish 
you didn't. 
JBLs E- I40 is not for the general musician. It's for the 

MIL 
IBL. Incorporated 
Harman International 
8500 Balboa Boulevard 
Northridge, CA 91329 

Avadatée in Canada through Gould Marketing 

bass guitarist who wants to take his music to new highs, 
by driving it to new lows. To make it surge with an 
explosive bottom-end. To make it come alive with a 
full midrange that hits like a hammer, and gives fire to 
snap and pop techniques. A rugged, ultra-efficient 4" 
edgewound voice coil, exclusive SFG magnetic struc-
ture, and 400 high-powered watts, drive your sound to 
every part of the room with unparalleled force. 
Punch up your playing with the biggest, clearest, 

most durable sound in the business. The 1BL E- I40. 
Feel the power at your local IBL dealer today. 
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The Rascal Is Back 

The article on the Rascals 
was extremely well done and 
helped to answer some nag-
ging questions about this 
tremendous group. As an 
early teen, I happened to 
catch the band at a little roller 
skating area in Portland, Ore-
gon in '66. Many " larger" acts 
later blew through town: the 
Stones, Hendrix, the Doors, 
and dozens more. The 
memories of those concerts 
are less vivid today than . 
Cavaliere and Brigati wailing 
away on "Good Lovin'." A 
reunion might not be the 
same, but I'd be first in line 
to buy a ticket. 

Paul Kaza 
Shelburne, VT 

Anyone who ever saw their 
live show knew that on any 
given night Felix & the Ras-
cals could blow anyone off 
the stage. To say they were 
ahead of their time is an un-
derstatement; remember, 
they were using Hubert Laws 
and Chuck Rainey on record 
in 1966! Make no mistake, 
the Rascals were hot! 

Richard Neumann 
Las Vegas, NV 

This is just a short note to 
say that I truly enjoyed your 
excellent article on the Ras-
cals. Your article mentions 
six albums by Felix Cavaliere 
since the breakup of the Ras-
cals. I have both Bearsville 
releases, the solo Epic and 
the Treasure album—what 
are the other two? 

William Migicovsky 
Montreal, Quebec 

[Mr. Baird was speaking of 
Felix's six albums since the 
original Rascals broke up, 
including (besides those 
four) Island Of Real and 
Peaceful World.] 

While you are certainly jus-
tified in claiming that the Ras-
cals were one of the most 

important American bands 
of the 60s, they were hardly 
the only one besides the 
Beach Boys to compete 
against the British Invasion. 
Even defining the Rascals in 
the narrowest sense, as a 
self-contained band, still al-
lows Paul Revere & the Raid-
ers and the Lovin' Spoonful 
to share the hit honors with 
the Beach Boys; all had 
seven hits in the top twenty 
in the period the Rascals 
placed nine. Expanding the 
category to include any re-
cording group means includ-
ing the Supremes (eight 
discs in the top twenty), 
Temptations (eight), Four 
Tops (seven), Mamas & 
Papas (seven) and Monkees 
(seven). The Four Seasons, 
Tommy James & the Shon-
dells, Gary Lewis & the 
Playboys, Simon & Garfunkel 
and the Turtles all placed six 
hits apiece in the top twenty 
between early 1966 and late 
summer 1968. 

Ed Osborne 
East Brunswick, NJ 

[Ed — Nice work Ed. Wanna 
job in our research dept.?] 

I was disappointed with the 
cheap shots aimed at Gene 
Cornish and his musical abil-
ity. Felix would do well to re-
member that it was Gene's 
rhythmic style of guitar play-
ing that gave the Rascals 
their first few hits. If Felix was 
all that concerned with the 
musicianship of his band, 
perhaps he should re-
examine his own lounge 
lizard style of playing, typical 
of the Holiday Inn circuit. It 
was a group effort to be suc-
cessful, thus enabling Mr. 
Cavaliere to be a has-been 
instead of a never-was. 

John Weiss end 
Lawndale, CA 

Page Plugs and Pans 

Never have I learned so 
much about Jimmy Page as 
I did from Max Kay's article 
in your April issue. It's always 
a big deal to find out what 
Page's views on music are, 
because he is so elusive. 
There's no doubt that he's 

one of the world's greatest 
guitarists. 

Blake Gehbauer 
New Orleans, LA 

In his interview with Jimmy 
Page Max Kay quotes Page 
as saying that he had sent a 
Les Paul to Clarence White 
for the installation of a Par-
sons/White Stringbender. If 
Page really said that, I would 
be interested in learning his 
secret; White died a number 
of years ago. My guess is 
that Page actually said he 
had sent the guitar to Gene 
Parsons (mentioned later in 
Kay's article), who currently 
lives in northern California 
and customizes guitars with 
his and White's modification 
(not only to the B-string, but 
to the E-string as well). 

Debra Brackett 
San Francisco, CA 

[Ed. — Somebody musta 
goofed. Sorry Clarence.] 

It's no wonder it took Max 
Kay four years to get an " in-
terview" with Jimmy Page. 
Those questions he asked 
Page and Paul Rodgers were 
ridiculous. Anyway, the Firm 
deserves every bit of suc-
cess they get. Good luck 
guys! 

Steve Taber 
Tulsa, OK 

'Mats Backers 

It's about time my favorite 
magazine did a piece on the 
world's greatest rock 'n' roll 
band, the Replacements. 
The Replacements don't just 
play rock ' n' roll, they define 
it. Pity they couldn't have 
graced your cover instead of 
what's-his-name. Come to 
Minneapolis, folks. There is 
life beyond Prince! 

Lou Santacroce 
Robbinsdale, MN 

Critics have always placed 

emphasis on the rebellious 
streetwise attitude of rock, 
so it's not unusual that Re-
placements have found a 
place in the heart of the rock 
crits. What is unusual is that 
with all the excellent musi-
cians we have here in Min-
neapolis, I should read about 
Replacements in a magazine 
called Musician. Ironic. 

Mike Michalski 
Minneapolis, MN 

He's Boss 

When I was twelve years 
old, I found myself mes-
merized by a young musi-
cian; his band, the Rolling 
Stones, were the rebels of 
the music industry. When the 
Stones appeared on the Ed 
Sullivan Show, they so of-
fended Mr. Sullivan that the 
man swore he'd never have 
them back. He had to eat his 
words a year later when the 
band became too big to ig-
nore. Mick Jagger is now a 
megastar, an astute busi-
nessman, a knowledgeable 
musician and a legend that 
you've honored with your 
April cover story. Thank you 
Bill Flanagan for this wonder-
ful article. 

Debra Johnson 
North Adams, MA 

Many thanks to Bill Flanagan 
for writing about Mick musi-
cally with such insight and 
expertise. His descriptions 
of the modes of communica-
tion between the musicians 
involved in She's The Boss— 
verbal, danced or shrugged 
—was fascinating. 

But no thanks whatever for 
Mark Rowland's clumsy re-
view. Mr. Rowland sounds 
as though he wouldn't know 
a melody if it hit him over the 
head. His review was unin-
formative, uninformed and 
plain bitchy. 

June Schneider 
Atlanta, GA 
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'TIL TUESDAY 

BILL FLANAGAN 

VOICES CARRY-
BUT SOME 

VOICES CARRY 
MORE THAN 
OTHERS 

W
hen people tell you you're 
just being selfish and 
democracy is the way to go," 
Aimee Mann says, "you have 

to have a lot of confidence in yourself 
to realize that's not true." 
Mann is sitting in a restaurant in New 

Orleans, talking aoout being the leader 
of ' Til -Tuesday. "There's nothing wrong 
with being ambitious, with wanting to 
maKe your own way in the world. Its 
rot a natter of ego; it's a matter of get-
ting the job done" 

Mann's se-confidence and ambition 
have caused her some hard times per-
sonally, but are starting to pay off. 'Til 
Tuesday were unknown outside of Bos-
ton wnen their debut album, Voices 

Carry, was released in March. By early 
May they were firding fans all across 
America's boondocks and backwaters. 
The MTV led popularity of their "Voices 
Carry" video was pusring sales of the 
single and album up the charts in great 
leaps, forcing radio to play catch-up. 

"At this point we've sold more records 
than the radio play would lead you to 
believe," says keyboard player Joey 
Pesce. 'We get the most yells and 
screams in areas where MTV is 
strongest. In Lincoln, Nebraska we 
couldn't get our van out of the building 
because there was a whole troop of 
people out there." 

It's no wonder. 'Til Tuesday have all 
the pop star attribubs good looks, 
good hooks, slick procLction and a 
striking video—that lead teens to frenzy 
and more jaded observers to cynicism. 
But if attention to style meant lack of 
substance, the Beatles would've been 
forgotten by '65. There's a lot of depth 
under 'Til Tuesday's cool facade. 

Musically, ,the band has two hearts. 
Pesce's keyboards, emphasized by LP 
producer Mike Thorne. set Mann's care-
ful melocies and open-hearted lyrics in 
moody aural washes. In live perfor-
mance, though, attent on is shifted to 
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Robert Holmes' rougher, more sharply 
phrased guitar riffs. The record is pre-
cise and gracious. but 'Til Tuesday 
kicks a lot harder live. 

1 can imagine us going in a !eery 
different direction on anothei album," 
Holmes admits. " I can see saying, 
'Yeah it's distorted—but it sounas good 
so crank it up!' I con't think I could get 
away with overplaying in 'Til Tuesday. 
When I hear somebody else overplay-
ing now it embarrasses me. Its so 
MeMeMelVteMe. I say, 'God. doesnt 
that guy want to shut up?' You should 
just support the song." 

Supporting the songs, submerging 
individual to collective egos, has been 
a reason for 'Til Tuesday's creative suc-
cess and a source of personal frictior. 
Aimee Mann assembled the band two-
and-a-half years ago to play her stuff 
her way. The lyrics are all credÉted 
Mann, muàc to all four members. This 
socialist distribution of riches was de-
signed to open all songs to contrioution 
by all members, avoid squabbles, and 
divide the wealth. But the effect has 
peen less utopian Pesce, who was 
leader and songwriter of his own pre-
Tuesday band, has felt he's not gotten 
all the credit he deserves. Mahn has 
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responded by deciding to just do all 
the basic writing herself. " I would rather 
do more of the work and get less than 
my share of the publishing," Mann 
sighs, "than have somebody else feel 
they're getting less than their share." 
Which brings us back to ego and am-

bition: "You shouldn't let yourself be in-
timidated by people," Mann says, "just 
because they say you're egotistical. I 
get that in this band, too. People say 
'You always want your own way.' At first 
I denied it, and then I realized I started 
this band because I wanted my own 
way and I think my own way is right. 
And—just incidentally—I think my own 
way is what's going to bring all of us to 
success. 

"Constantly trying to deny you're am-

bitious is just a false humility. It doesn't 
get you anywhere. You have to be able 
to say, 'Yes, I am ambitious.' If you're 
not, then feel virtuous about it. But I'm 
ambitious and I want to work, so don't 
get in my way." 

Most of the audience at New Orleans' 
Riverfront Stadium have come to see 
Hall & Oates. But as 'Til Tuesday tear 
through their opening set, groups of 
girls scream at "AA-MEE!" When that 
fails to get the singer's attention they 
try "JOE-EEEY!" 

After their half-hour set, when the 
band heads out the arena's back door, 
flashbulbs pop and autograph books 
are offered. These kids paid $17.50 to 
see a thirty-minute set by 'Til Tuesday, 
and left before Hall & Oates came on. 

The man who produced 
Duran Duran 's "WIN Boys" «,logle 
and "Reflex" 12" EP... 

The man who co-produced 
David Bowie's "Let's Dance". 

The man who atranged 
"Adult Education" 
with Hall and Oates 

The man who's played with 
Jeff Beck, Brian Ferry, Madonna, 
Peter Gabriel and other top stars 

The man who's broken producer 
records for the most titles in 
the top ten 

The man for all seasons uses 
D'Addano XL Reds 
"For my particular style of playing I 
need the brightness and clarity that 
D'Addano XL Reds provide can 
always count on their consistency" 

vmd arke 
E. Farmingdale, NY 11735 USA 

tkodetem 

'Til Tuesday got the call to open on 
the Big Barn Boom tour after Daryl Hall 
saw their video on TV. Now, with the 
tour winding down, their manager gets 
a call asking if the group would be will-
ing to go out with Tom Petty. He says 
sure, although it means turning down 
Don Henley. 
Summer will be over by the time 'Til 

Tuesday have a chance to get out and 
headline on their own. Meantime they're 
criss-crossing America in a rented van, 
playing to 10,000 people a night. 

"It's sheer self-indulgence to let your-
self get nervous," Mann says. "You can't 
do it. You have to say, 'This is my bus-
iness!' Besides, it's fun. So many 
people stop themselves from having 
fun. In a myriad of ways." 
Mann says her idea of fun doesn't 

include drugs or sexual flings. " I can't 
get into the rock 'n' roll lifestyle," she 
says with just a tinge of regret. " It holds 
no attraction for me. If I could I'd be all 
set, but I know it's not what real life is 
about. It's not what's important. Some-
times I'd like to just get drunk," she 
laughs. "But I know if I drink my skin 
will break out, I'll put on weight. 

"In this...structure...you have to have 
either no conscience or a huge consci-
ence, because nobody will ever tell you 
you're doing anything wrong. They sup-
port whatever stupid whim you come 
up with. If you want drugs, fine, you 
have drugs. If you want roadies to go 
get girls for you, they're there. 

"You're allowed to be wasteful in a 
thousand little ways. You can order a 
meal and then change your mind and 
not eat it. Nobody ever reminds you of 
how many starving people there are. 
Sometimes when we go into our dress-
ing room, after dinner, I look at that big 
deli platter and go, ' I can't eat this—it's 
going to go to waste.' I feel really guilty 
about that. If you have a big conscience 
you start to feel terrible. Sometimes I 
wish that I were of a temperament that 
I had those other things to fall back on. 
I wish I could lose myself in drugs or 
stupid, mindless relationships." 
When it comes to strange bedfellows, 

ambition and compassion pull each 
other's covers right off. Mann is cursed 
with a conscience as developed as her 
career drive; while she can put her foot 
down and assert leadership, she can-
not not care if feelings get hurt. 
Her openness to emotions—other 

people's and her own—is part of the 
personality that makes her songs so 
moving. The common denominator in 
almost all 'Til Tuesday's songs can be 
summed up in two words: Have mercy. 

"If I had the chance to talk to a lot of 
people," Mann explains, " I always 
wanted to say, 'Be nice to each other.' 
It's not the kind of thing I can really talk 
about in a song, which is too bad. I think 
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70M PETTEAfireARTBREAKERS 

Southern Accents 

1985 SOUTHERN ACCENTS TOUR 

115111' 

The Tom Petty Southern Accents Tour 
Will kick of in...Xeadowlanda,1117 
on 8/15 and proceed to the Performing 
Arts Center in Saratoga, Mir on 6/16, 
Blossom Music Hall in Cleveland, OX 
0n6/ 18, Music Sports Center In 
Indianapolis, on 6/19, Pine Knob 
in Detroit, MI one/ 21, Poplar Creek 
in Chicago, IL on 8/22, Alpine Valley 
in E. Troy, WI on 8/23,, C 'Arlo Center 
In St. Paul, MN -in 6/25, Civic Arena 

WalVé 

in Omaha, ra on 6/28, Mohawk Park 
in Tulsa, OX an 8/29, Lloyd Noble 
Arena in Norman, OX on 7/2, Frank 
Irwin Center in Austin, TX on 7/ 3, 
Union Hall in Dallas, IX on 7/6. The 
Summit in Houston, TX on 7/7, Omni 
in Atlanta, (111 on 7/ 11, Sun Dome in 
Tampa, na on 7/12, Coliseum in 
BeatVe, WA on 7/24, Greek Theatre 
11 Berkeley, CA on " / 28-27, Forum 
1- Los Angeles, CA o n 8/1-3. 

Tom will be performing selections 
from Southern Accents Including 
"Don't Come Around Here No More," 
"Make It Better (Forget About Me)," 
and "Rebels." 

.PACA RECORDS 
DELIVERING THE MUSIC OF Tiff SSS 

TOM PETTYANDTHE HEARTBREAKERS 

AVAILABLE ON MCA RECORDS. CAS-
SETTES, AND COMPACT DISCS. 

MUSICIAN MAGAZINE MANAGEMENT: TONY 0 IMITRIADES, LOOKOUT MANAGEMENT 



it's a serious flaw in my character to not 
be able to do that. I can't write about 
the Big Picture. I have to translate it into 
personal things. 'Winning The War' is 
like that. It's easier to write about some-
thing as if it were a personal relation-
ship." 
"Winning The War" (and losing every 
battle) is about lovers who destroy 
what's best in their love by trying to 
come out on top. "Voices Carry" is 
about a woman unable to be herself, 
and a man unable to understand what 
she wants. "He said shut up," the song 
goes, "Oh God, can't you keep it down? 
Voices carry." 

All Mann's love songs have a sad 
twist, a dark lining in even the brightest 
cloud. The only song on ' Til Tuesday's 
album in which the love expressed is 
unblocked is "Sleep," in which the per-
son loved is dying. 

"I've seen Aimee have a bad experi-
ence with somebody," says drummer 
Michael Hausman, "write a song the 
next night and it's there. Sometimes it's 
very autobiographical." 
Hausman and Aimee were living to-

gether when they formed 'Til Tuesday. 
They broke up as the band was catch-
ing fire. It's easy to imagine that many 
of Aimee's songs are about their re-
lationship. "Some things that happened 

with us turned into songs," Hausman 
admits. Then he smiles. "Actually what 
kind of sucks is that they're not all about 
me." 
A half hour after driving away from 

the stadium Hausman backs 'Til Tues-
day's rented van into a parking space 
in New Orleans' French Quarter, an 
adult wonderland of music, gin joints 
and hoochie-coochie parlors. The band 
members walk only half a block before 
a taxi squeals to a stop and disgorges 
two teenage girls with lnstamatics. 
They've followed the band all the way 
from the arena, a long trek of side roads 
and cul-de-sacs. The four group mem-
bers pose with the girls while the taxi 
driver snaps photos. The fans talk to 
Aimee a bit, and leave so happy they're 
close to tears. 
As they walk along Bourbon Street a 

few swamp-billies make cracks about 
Robert's eye make-up or Aimee's wild 
hair, but a startling number, black and 
white, come up to say how much they 
like ' Til Tuesday. Hausman and Aimee 
take a seat in a honky-tonk where a 
singer/guitarist is belting out country 
soul. When he takes his break he heads 
over to their table to tell them he's a fan 
of "Voices Carry." 
Hausman credits MTV with breaking 

more than his band; he notices a big 

shift in small town acceptance of rock 
'n' roll oddballs. " Even if people don't 
like the way you look," the drummer 
says, " if they think you're weird or a 

continued on page 30 

Equipment Box 
Robert Holmes' two Strats were ripped off 
recently, so he's getting used to a 
Washburn G35-K and a Kramer Focus 
3000. He plays on G HS Boomers through 
a Marshall and a Roland JC120 with JBLs. 
He uses a Roland SDE 3000 echo, a DOD 
delay and a Boss overdrive. 
Joey Peace's keyboards include an 
Oberheim 0138, a Roland Juno 60 and a 
Yamaha DX7 for which he made all the 
patches—which vanished in New Or-
leans, breaking his heart and testing his 
stamina. He uses a Roland SDE 1000 
echo, a Studiomaster mixer, AB Systems 
Precedent 600, an Acoustic EAW cabinet 
and JBL bottoms. 
Aimee Mann's basses walked off with 
Holmes' guitars. "A Fender Precision is 
all I will play," Mann says, and though 
the band pretends the black electrical 
tape covering one "adds warmth and 
tone," it's really just to make it look cool. 
She plays through a Gallien Krueger and 
a Fender Dual Showman. " I get the 
biggest, heaviest brass bridge I can find 
and stick it on " Strings: GHS Boomers. 
Michael Hausman plays Sonor natural 
beechwood drums, except for an old 
Tama wood snare and Zildiian cymbals. 

Oh, 
Gadd 
Part II 

"In Session," the long awaited second 
instructional video tape from Steve Gadd, 
is here. 

It features Steve in the studio with re-
nowned session players Will Lee, Richard 
Tee, Eddie Gomez and Jorge DaIto. 

Steve's parts are featured throughout 
and he explains his technique in detail. 

For either VHS or Beta 
send $6495 plus $4 for shipping to: 

mi. 

e WWI 
MUSIC VIDEO INC. 

541 Avenue of the Americas, N.Y. N.Y. 10011 
Credit Cards Accepted call 1-800-342-4500 

Jaco 
The most influential electric bass player 

of all time has ¡ust produced his first instruc-
tional video tape, "Modem Electric Bass." 

In it Jaco reveals many of his tech-
niques that have revolutionized bass play-
ing. He performs both solo and with a trio. 

Also available from DCI Music Video, 
Adrian Belew's, " Electronic Guitar." 

For either tape specify VHS or Beta 
and send $6495 plus $4 for shipping to: 

MUSIC VIDEO INC. 
541 Avenue of the Americas, N.Y. N.Y. 10011 
Credit Cards Accepted call 1-800-342-4500 
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Are you .he best uns_gned 
loand rica? 

H
ave you ever been told your 
music sounds great, or 
that the band is really 

going places? Well, if you're 
as good as they say, we'll 
guarantee it! Between now 
and February 1, 1986, JBL 
Professional and MUSICIAN 
Magazine invite you to send 
us a tape of your best song and 
performance. Four winners 
will be chosen over the 
next eight months by 
MUSICIAN to each 
win over $6,500 of JBL 
Professional sound equipment. The four 
finalists will then be judged by a music 
industry panel, including Jay Boberg, IRS 
Records; Steve Baker, Warner Bros. $ 

Grand Prize 
• Air fare to and from Chicago, June 
14-17, for the 1986 NAMM conven-
tion, plus hotel accommodations 
and ground transportation. . An 
all-expense paid recording session 
at Chicago Recording Company. A 
state-of-the-art, 24-track automated 
recording studio.. Opening act at 
the NAMM concert. 

IM IMM Ma UZI Mil MIR NM MIMI MN 

RULES OF ENTRY 
. No purchase necessary . One song per cassette • En:er as 'many cas-
settes as you want Each entry must be a oifferent song. • Each sang entered 
remains in the contest for the entire duration, no matter what month it is re- Address 
ceived. . All music must be original. • Judging criteria: 50% crigiiality, 50% 
performance • An equipment must be picked up at a local JBL dealer at the 
winner's expense. • Name, age and address of each baud member, plus 
photo of band or artist must accompany each cassette and entry form. 
. Travel and hotel accommodatioes wil be limited to only the musicians listed 
with entry. . Bands must still be together to be efigibe far the grand prize. 
. Artists or soloists must assemble a band at their own expeeseto ne eligible 
for the NAMM performance. • Tapes become the property of MUSICIAN 
Magazine and JBL ProfessiDnal and veil not be returned • Artists will retain 
the rights to their music. • Void where prohibited. • All decisions are final. 
. Employees of JBL Professional, MUSICIAN Magazine, and an taled com-
panies are not eligible. . Band/Artist cannot be signed to a major label. 

595. 

Records; Sam Holdsworth, 
Billboard Magazine; 

and artist/producer Felix 
Cavaliere. Grand prize in-

cludes a weekend in Chicago 
for the 1986 NAMM show 

(National Association of Music 
Merchants) free studio time 
plus the opportunity to open 

for a national recording 
artist. So, if it's a "BIG 

BREAK" you've been waiting 
for, now is your chance to be 
heard. Just tear off and fill out 

the coupon below, read all the 
rules carefully, and send us your 

best on cassette. Whether you play 
for a living or you play just for 

pleasure, now you can play to win. 

Name ref artrst:band 

Telephone number 

Contact name 

Sibmitted sovg title 

Signature and date 

Status of signature 
(band member, mgr.. etc.)  

1st Place 
(4 winners) 

. Two JBL 4602B Stage Monitors 
. Two JBL 4625 Bass Guitar 

Loudspeakers 
• Two JBL 4691B Sound Reinforce-

ment Loudspeakers 
. One UREI 6260 Amp 

. Two UREI 6230 amps 
. One UREI 567 PA Processor 

SEND ENTRY TO: MUSICIAN MAGAZINE, BOX 701, GLOUCESTER. MA 01930 



PIIIVEY ACOUSTIC GUITAR STRINGS? 
It only makes sense that the people who 
brough; you amps for specialized applications 
are now offering acoustic guitar strings. For 
many years we've worked with the cream of 
acoust:c/acoustic-electric guitarists and 
luthiers. This work has resulted in the 
highly- acclaimed acoustic/electric 
amplifiers, the Austin 400 and the Reno 400. 
Now along with making: the best amps for 
acoustic guitars, Peavey proudly announces 
the 92/8 Bronze Wound Acoustic 3trings 
with b:rilliant highs, resounding lows 
coupled with extremely long e_aying : ife and 
Peavey's assurance of consistent cuality set 
after set. 

t MASTER 

03 0 S 3 3 4 e 
6 3 7 

e lls r e 6 
_ 9 a 

1-: 9 " 9 

15• - lj 12. 0 ./  10 

IICI-4 PRESENCE REVERS 

RENO' 
400 ACOUSTIC 

ELECTRIC 

INS TRUMENT SYSTEM 

. • COMP .. Pvvq 

o 

GND PV 

OFF 

You owe it to yourself ( and your music ) to try 
Peavey 92/8's. . . the best strings for acoustic 
gur-..ars. Once you've experienced them, it 
will all seem so simple why America's 

leading amp maker has gone onestep further 
toward making your acoustic music the best 
it's ever been. 

Jet'  
Continuing the American Tradition. 

OND 

FOURTH 
FIFTH , 

SIXTH 

For a copy of our latest Monitor Magazine. which incluoesinformation o 

PEAVEY ELECTRONICS CORPORATION/711 A Street/Meridi 
r complete line of strings and accessories, send 51.25 to VP 

S 3e301/U.S.A./Telepnone: ( 601) 483-5365/Telex: 504115 



JOHN ZORN 

PETER WATROUS 

RAW, FUNNY, 
NASTY, NOISY 

NEW MUSIC FROM 
A STRUCTURAL 

RADICAL 

I
magine a stage littered with duck-
calls, deconstructed clarinets and 
saxophones, bowls of water, turn-
tables, keyboards, guitars, a trap 

drum and an electric drum machine, 
two harpists, and maybe a cePist or two. 
In the middle of this stage sits a prompt-
er, surrounded by cue cards. As John 
Zorn's composition "Cobra" takes off, 
the players onstage start raising their 
hands, just like in Social Studies class 
with Mrs. Butterworth. Next, the 
prompter points to a musician, who in 
turn demands a card from the prompter. 
Each time this happens, the music 
changes: two people play a duet, then 
guitars smash the tranquility, or else 
Zorn himself bubble-baths a solo by 
blowing parts of his various reed instru-
ments into the bowls of water. It all hap-
pens very quickly; musical episode rolls 
over musical episode. And as players 
wave their hands to get the prompter's 
attention, and the auaience follows 
every move they make, something else 
happens—the show takes on the 
euphoric unselfconsciousness of a 
high-school bullshÉt session. Musicians 
are tossing sounds and ideas around 
like baseballs, and the audience is hav-
ing a blast. 
Welcome to the world of John Zorn; 

Zorn the bop saxophonist who first 
created minor grounaswells in the New 
York jazz community by resuscitating 
the compositions of Omette Coleman, 
Hank Mobley, Kenny Dorham and 
Sonny Clark; Zorn the dialectic bal-
ancer who composes for free improvis-
ers; Zorn the musicologist whose favor-
ite easy-listening music includes Swiss 
yodels, Latin orchestras, and Burt 
Bacharach; and finally, Zorn the revolu-
tionary, whose compositions and 
method owe as much to game rules and 
strategy as they do to traditional forms. 

The irreverent Zorn: "Solemnity is something I reacted against as a 

As a result, his music—raw funny, nasty 
and noisy—is a whole lotta fun, ana 
very, very smart. 

"Solemnity is something ' really 
reacted against when i was a kid," ex-
plains the thirty-one- year-old Zorn, 
peering owlishly through his black-
rimmed glasses. "That s why I was at-
tracted to the jazz scene because it 
was all life. It was wow! And that's what 
I wanted in new music" 

But Zorn's reputation isn't limited to 
composition; in fact, ask any other New 
York musician about Zorn and chances 
are they'll want to talk about his ridicu-
lously low rent—$52 a month—or his 
record collection, which isn'i ust big, 
or huge, but well, just like his rent, 
rdiculous. Zorn's lower East &de apart-
ment is flooded with records, all the way 
up to the ceiiing. Thousands, possibly 
millions. There's a whole shel of Oc-
cores (an ethnic label), an entire she f 
of Duke Ellington, of Stockhausen. 
Books take up most of the other 
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space—a shelf of s:rategy books sticks 
out—and in front of the books cas-
settes, most with funny little flowers 
printed on them. The cassettes are 
Chinese, and damn if Zorn doesn't 
know all about them, where they're from 
in China— These are to these," Zorn 
points out helpfully, "as New Orleans 
R&B is to Chicago blues" What's left 
of the apartment is as compact as the 
inside of a boat, with a shower built into 
the hallway, a corner cut out of the bath-
room door to allow Zorn's cat entry to 
the litter box, and blackboards scrib-
bled with diagrams and his monthly 
playing schedule suspended from trie 
walls. Zorn leads a compact, well- struc-
tured life. bul then structure, ironically, 
is what Zorn s really all about. 

Zorn came to give order to this chaot-
ic world n 1953. As a kid he attended 
the United Nations school in Manhattan, 
and studied with Leonardo Balada, the 
Argentinian tangoist and cassical com-
poser. He started out playing guitar à 
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NOTHING SHOULD STAND IN THE WAY OF INSPIRATION. 

Inspiration. It's the source of all great 
music. There's nothing quite like that 
moment when a creative idea takes shape 
in your mind. But there's no predicting 
when it will happen. In the middle of the 
night, when your thoughts are somewhere 
else ... inspiration often comes when you 
least expect it. And when you're miles 
away from a studio or rehearsal space. 

TASCAM understands how important 
those flashes of inspiration are. That's 
why we designed the Model 225 Syncaset. 
Musicians think of it as the home cassette 
deck that was made just for them. For 
playback of standard audio cassettes, its 
performance rivals quality hi-fi equip-
ment. But each of its two channels can 
also be recorded as an independent audio 
track. The TASCAM Model 225 is the only 

stereo cassette machine that lets you over-
dub parts, ping-pong tracks, even do accu-
rate, effortless punch-ins with a single 
button ior the optional footswitái). You 
can combine instruments, vocals, pre-
recorded materials ... everything you need 
to get your ideas down in a professional-
quality demo that can be played back on 
any cassette player. 

The TASCAM Model 225 Syncaset: The 
shortest passible route between your 
imagination and the realization of your 
musical ideas. Visit your TASCAM dealer 
and find out how you can make the most 
of inspiration. Or write directly to 
TASCAM for details (and your free copy of 
"Are You Ready For Multitrack") at 7733 
Telegraph Road, Montebello, CA 90640. 

TASCAM THE SCIENCE OF BRINGING ART TO LIFE 

THE, TASCAM 225 SYNCASET 

e Copyright 1985 TEAC Corporation Of America 



la the Fab Four, and from an early infatu-
ation with the Phantom of the Opera's 
organ playing, drifted from the Doors' 
Ray Manzarek to Bach, influenced 
along the way by the quick musical jux-
tapositions of Warner Brothers cartoon 
music composer, Carl W. Stallings. Dur-
ing the 60s he trekked to Webster Col-
lege in St. Louis, which "used to be a 
Catholic girl school, and in the hippie 
period turned into a coed freak-out 
center," where he discovered that he 
could do his thesis on Stallings and 
Stravinsky while at the same time ab-
sorbing the lessons of Oliver Lake. He 
also discovered that St. Louis' influential 
Black Artists Group and the European 
tradition weren't necessarily contradic-
tory. 

"I had been a bit involved in improvi-
sation, mixing it with composed ele-
ments via aleatoric John Cage and 
Christian Wolf, and I was saying to my-
self, ' I'm playing the music here, and 
I'm just staring at the page. I might as 
well do it myself.' I thought Michael 
Mantler's work with the JCOA (e.g. the 
Mantler double LP with no title, silver 
cover) was interesting at the time, but 
it was Pharoah Sanders and Cecil 
Taylor who really turned me around. I 
got involved with the saxophone as a 
sound source, via Braxton's For Alto. At 
that time I was into 'out' jazz—Ayler— 
and I loved be-bop, but couldn't do it. 
It was difficult. But I would even claim 
Jack Benny as an influence, even 
George Burns. Comedians really have 
timing down." 
So Zorn's evolution into one of new 

music's most important player/com-
posers has diverse roots; oddly, none 
of them show. Some people claim that 
a Zorn performance sounds like 
Charles Ives at his knottiest and most 
American, but I would describe it as 
closer to the expressionistic jazz of the 
60s. But on records and in concert, 
Zorn's compositions flit by extremely 
rapidly, just like segmented cartoon 
music. Little twitters of sound follow 
blast-off guitar and saxophone squall-
ing, followed by turntable manipulation 
of opera or surf music, combined with 
filtered voice. Since Zorn skips working 
within the confines of conventional har-
mony or time, and since the instrumen-
tation is unique, it doesn't really sound 
like anything you've heard before. Zorn 
sculpts blocks of sound. Whether he's 
using a small group—like the groups 
on Locus So/us (all his records are av-
ailable from New Music Distribution Ser-
vice, 500 Broadway, New York City, NY 
10012), or a large group like on Archery, 
free improvisation is tempered by a type 
of composition that sounds unforced 
yet economical, tightly exuberant but 
random and prickly. 
Zorn names a lot of his compositions 

Introducing the ultimate Mic-oph3ne Stand fro 
Ultimate Support Systems. With 3 unique clutch desi 

for one hand aiiustments, it marks an end to 
stand.ac-oba-ics. 

illemele Weed 
Systems Inc 
PO Bor 47041 
Fort Coffins. (0 80522 
1303; 493.4488 

AL DI MEOLA MOVES 
HEAVEN AI EARTH. 

"Cielo E Terra" is legendary gui-
tarist Al Di Meola's new aibum 
Including the Iteith Jarrett composi-
tion, "Core' an Al's original songs, 
it's filled with some of the most 
beautiful music he's ever written 
and played. 

Al Di Meola is recognized as one 
of the most inquent al talents on his 
instrument, and this importan new 
musical direction is going ta take 
Jan players and listeners aiong with 
it. Al Di MeolaS new album is ail 
about music that moves heaven and 
earth. And you. 

Al Di Meoia 
me* 

Cielo e Terra 

5753002 

410 I I 

"Cielo E Terra." 

A very new album. 
From Al Di Meola. 

On Manhattan Records 

and Cassettes. 
1985, Monhonon Records, o Ornson of Copdol Records, Inc 
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PLAY OTARI 
The magic of creativity often happens in streams 
of musical ideas, and the nuanaes of this process 

are compromised by interruptions. The 
creation of music demands an audio 

machine that is in har-eon, mony with musicians, 
and their instruments. 

Otari's Mark 111-8 with 
Autolocator and Remote 
Control is a part of this often 

elusive synergy, like no 
other half-inch, 8-track can 
be. With the Mark 111-8, 

you and the instruments are the 
magic, while the Otani supplies the unobtrusive 
flexibility and precision of fingertip cintrol. And 
what you control is audio performance that rivals 
the best of the one-inch machines. 

So when you strive for that essence of sound that 
is unmistakably professional, choose the Mark 
111-8 for those fleeting moments when perfection 
must be the rule. From Otani: The Technology 
You Can Trust. 

Contact your nearest Otani dealer for a dem-
onstration, or call Otani Corporation, 2 Davis 
Drive, Belmont, CA 94002 (415) 592-8311 
Telex 9103764890 

OTAR I 

• 
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though I had always wanted to have my 
own group, and travel and play a reper-
tory of pieces. Now I don't. It would be 
too regimented. You need to throw a 
wild card in there, someone who's never 
played the piece before, and is really 
going to be on edge, and put everyone 
else on edge." 
Though Zorn's most important works 

are his own, he's also collaborated and 
recorded with New York's crit-fave band 
the Golden Palominos (Celluloid/N.M.D.S.), 
which features chic funksters like Ja-
maaladeen Tacuma, Michael Beinhorn, 
Bill Laswell and more. He plays with 
Derek Bailey and George Lewis on Yan-
kees, an LP whose long and gently un-
dulating group improvisations under-
score the unpredictable changes and 
dynamic fluctuations of Zorn's own 
works. On his newest record, a brilliant 
series of duets with Japanese shamisen 
player Michihiro Sato, Ganryu Island, 
Sato sets up melancholy riffs that in the 
hands of an uninspired collaborator 
would probably beget long, wailing, 
mimicking notes. Not from Zorn the sub-
verter: instead he yips, shrieks, howls 
and in general raises a ruckus, capsiz-
ing the solemnity of the occasion. 

But Zorn's penchant for surprise isn't 
limited to his own compositions. He's 
equally capable of reviving the canons 
of black jazz composers revered and 
obscured, from Dorothy Ashby (" I like 
digging up underestimated players 
who deserve to be heard and doing a 
little more on them") to Thelonious 
Monk. Zorn's arrangement of Monk's 
"Shuffle Boil" featuring Arto Lindsay, 
Wayne Horvitz and Mark Miller appears 
on Hal Willner's tribute to Thelonious, 
That's The Way Feel Now, and is easily 
the most oblique reading of Monk on 
the album. "Monk for me was humor 
and outrageousness, and really taking 
it to the edge," Zorn explains, " but (he 
was) rooted in a certain type of bluesi-
ness....To attack all the parameters— 
rhythm, harmony, pitch organization, or-
chestration—all the elements that make 
a piece of music what it is, and try to 
radicalize every one of those, that's the 
important thing. To me, that's Monk." 

Zorn's music is unique, and when he 
plays at New York's club 8BC, or in 
Japan, or at the Moers festival in Ger-
many, he's playing like nobody else. No 
one has developed similar systems of 
musical composition or performance; 
no one sounds the way his groups 
sound. And astonishingly, in the age of 
Ronald and Julio, people actually like 
the music, radical sonic assault or not. 
John Zorn's playing schedule is packed. 
He doesn't have to carry a day job. " I'm 
playing very weird music and it's not 
accessible at all," Zorn observes hap-
pily. " I'm doing exactly what I want to 
do. And I'm making a living." LI 

Presenting lie corrplete line of 'ultimate 
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When is an electronic 
kit much ri ore than a 
match for an acoustic kit? 

When it's the new 
.Simmons SDS9. - 

When it's got a snare drum 
that sounds exactly the same 
as a real acoustic snare drum, bet 
it's an interchangeable digital recording 
of a real acoustic snare drum. 

A rim shot that sounds arid feels exactly 
the same as an acoustic rim shot. 

A bass drum that betters the best 
acoustic bass drum you've ever heard. 

Toms that bear acoustic toms hands 
down for devastating flexibility and power.  

When its new drum pads 

in one a 
ts vou play in complete 
When its on-board, pro 

delay gives you a range of stunnt 
eff-eff-eff-ects-ects-ects. - 

Or maybe when it's complete wit 
fully assignable MIDI interface. 

So when are you going to your Si 
dealer :o see and hear the SDS9 in action? 

When are you going to giveyourself 
oe" .• the edge? 
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DAVE EDMUNDS 

SCOTT ISLER 

TOO BUSY TO 
ROCK: A HOT 

GUITARIST FINDS 
STUDIO LIFE 
AFTER ROOTS 

H
e's a singer and hotshot guitar-
ist whose stunning technique 
is wedded to a passionate love 
of rock 'n' roll. He's a flawless 

one-man band in the studio. He's an 
in-demand producer of rootsy artists 
looking for expertise without exploita-
tion. He's also a lousy conversationalist. 
Dave Edmunds, forty-two, tends to an-
swer questions with "oh, I don't know" 
or equally unpromising brush-offs. If he 
ever had to depend on the gift of gab, 
he probably would have returned to 
being an auto mechanic a long time 
ago. 

Fortunately for everyone, the taciturn 
Edmunds is a whiz behind a guitar, a 
studio console, or both. He burst into 
public view as a member of the group 
Love Sculpture; his six-string pyrotech-
nics on a souped-up version of Khatch-
aturian's "Sabre Dance" in 1968 type-
cast the band as classical-rockers. 
After Love Sculpture split up Edmunds 
reverted to 50s music, his first love, and 
scored an international hit with Smiley 
Lewis' " I Hear You Knocking." Next he 
set himself the task of recreating Phil 
Spector's wall of sound—by himself. 
Edmunds had been producing or co-
producing his records since "Sabre 
Dance"; his solo re-creations of the 
Spector approach on the singles "Baby 
I Love You" and "Born To Be With You" 
were valuable lessons in studio craft. 

Since 1977 he has released annual 
albums showcasing his good-timey 
rock 'n' roll. His career as producer 
picked up with his involvement with the 
Stray Cats. Last year he must have ful-
filled a dream of sorts when he pro-
duced EB 84, the Everly Brothers' first 
new studio recording in eleven years. 
(Edmunds has recorded his own ver-
sions of Everly tunes and duetted Everly-
style with former colleague Nick Lowe.) 

Along the way he has also amassed an 
impressive circle of friends. 

Paul McCartney, for example, contrib-
uted his best song in too long to EB 84. 
Edmunds got the ex-Beatle to write "On 
The Wings Of A Nightingale" when " I 
picked up the phone and asked him. 
He came back in about four or five 
weeks with it. Hell of a thing, you know, 
picking up the phone to ask Paul 
McCartney for a song. I just thought he 
would get off doing it." 
Edmunds doesn't gloat about his en-

tree to McCartney, with whom he 
worked earlier on the film Give My Re-
gards to Broad Street. He seems 
slightly amazed himself. It's not like 
they're neighbors. No, Edmunds' neigh-
bor is this other guy—also a musician, 
though—by the name of George Harrison. 

"He lives up the road," Edmunds ad-
mits, in the same tone of voice you'd 
use to describe brushing your teeth. 
Being a neighborly sort, Edmunds was 
discussing a then-current project—pro-

viding the soundtrack music for Porky's 
Revenge!—with Harrison, who sug-
gested an unreleased Bob Dylan song. 
"We were in his studio," Edmunds says, 
"so he started recording it." " I Don't 
Want To Do It" is Harrison's first new 
recording in four years. All in a day's 
work for Dave Edmunds. 
The Porky's Revenge! soundtrack 

has been regarded as the best thing 
about the trashy film. "The attraction of 
doing soundtrack work," Edmunds 
says, " is you get the opportunity to do 
stuff you never would normally do." Ird 
this case, Edmunds treated the assign-
ment as "an excuse to do the old favor-
ites I've always liked." With a crack 
band of Chuck Leavell, Kenny Aaron-
son and Michael Shrieve, he plows 
through a pair each of oldies and neo-
oldie originals. Other contributors in-
clude Jeff Beck, Clarence Clemons, 
Carl Perkins backed by Stray Cats Slim 
Jim Phantom and Lee Rocker, and the 
Crawling King Snakes, a Honeydrip-
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pers-like pick-up group with Robert 
Plant and Phil Collins. ( Edmunds: " I put 
some guitar on it and we remixed it.") 

Despite his strong associations with 
50s rock ' n' roll, Edmunds' own records 
are departing from traditionalism. The 
prime suspect for the switch is Jeff 
Lynne, Edmunds' first outside producer 
since he started recording; " I just 
wanted to work with someone else to 
see what it was like." He chose Lynne 
solely because " I think he makes phe-
nomenal records." Their first sessions 
together yielded "Slipping Away," Ed-
munds' return to the top forty after a 
dozen years' holiday. After working with 
Lynne on two albums, though, Ed-
munds isn't sure the two will get to-
gether again: " I haven't the faintest idea 

what I'll be doing on my next album," 
he declares. 

Probably because he hasn't had time 
to think about it: " I've never been so 
busy, actually." After producing the 
Fabulous Thunderbirds, Edmunds is 
about to tackle a second Everly 
Brothers album; produce British rock ' n' 
roller Shakin' Stevens (whose debut 
album Edmunds also produced, in 
1970); possibly get involved with a Carl 
Perkins TV special; and produce three 
songs for Glenn Frey. Glenn Frey?? 
The former Eagle has little in common 

with the other figures above, yet he con-
tacted Edmunds. "Will it work? That's 
the first thing" Edmunds asks himself 
"when someone asks me to work with 
them. Otherwise you don't want to go 

Blow Their Socks Off 
With Gauss Efficiency 

All Gauss loudspeakers are 
designed to give you high conversion 
efficiency. A fancy way of saying they 
give you more power per watt ... so 
you get the sound pressure you want 
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amplifiers. You don't have to lose your 
socks to pay for all that sound! 

Gauss speakers are also built to 
be the world's most reliable loud-
speakers. Our exclusive double spider 
construction and our ten minute tor-
ture test on every Gauss loudspeaker 
assure you of that. So, you know they 
will keep knocking your audiences' 
socks off for years after you buy them. 

There's a Gauss loudspeaker to fit 
every professional need from 10" ... 

to an 18" that handles 400 watts... to 
our 200 watt coaxial designed to knock 
the socks off recording engineers. 
For more information on the entire 
Gauss line, see your authorized Gauss 
dealer or write Cetec Gauss, 9130 
Glenoaks Blvd., Sun Valley, CA 91352, 
(213) 875-1900, Telex: 194 989 CETEC. 

More Power Per Watt 
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in and just waste time." 
Besides all the studio work, he under-

took a one-week tour of Japan in May, 
more for sightseeing than promotional 
purposes. He last toured the U.S. in 
1983, and doesn't seem overly eager 
for another long-term concert haul. " I'd 
rather stay at home.... What I like doing 
is working in the studio, whether for my-
self or other people. I prefer to be in 
the studio than onstage." 
Those who've seen Edmunds' hard-

pounding live shows will be alarmed at 
these studio-hermit tendencies. (Since 
Rockpile, the band he fronted with 
Lowe, dissolved in 1981, Edmunds has 
toured with long-time Welsh cronies 
Mickey Gee on guitar, Geraint Watkins 
on piano, John David Williams on bass 
and Dave Charles on drums.) He has 
to satisfy himself first, and bristles at 
those who criticize his work with Lynne 
for breaking out of a 50s time capsule. 

"I can't just dedicate my life to keep-
ing a handful of fans happy, who then 
get on with what they have to do and 
maybe listen to an album of mine once 
in three months. It's ridiculous. As well 
as rock ' n' roll, I like loads of different 
types of music. I was just listening to 
ABBA's Greatest Hits in the car. Won-
derful—brilliantly made retord. I like 
any good music, really—anything that's 
well done." 

His views on the Stray Cats under-
score this catholicity. Having produced 
two of the Stray Cats' three albums, Ed-
munds understands their demise. "That 
music doesn't go anywhere. Once you 
try to change it in any way, it stops being 
rockabilly. If people have had enough 
of listening to that, that's it, they won't 
keep buying it. It's a sad fact of life, and 
rock'n' roll." Why does he think the Stray 
Cats were so big in the first place? "God 
bless MTV, I guess." 
Edmunds remains staunchly old-

Play, Don't Worry 
Dave Edmunds' electric guitar of choice 
is still his unmodified Gibson 335 "dot." 
Strings? " I'll get someone to put them on 
for me. I have no idea what they are." He 
doesn't use effects or signal processors 
"as a rule." He plays through a MESA-
Boogie or new Vox AC-30 amplifier. His 
acoustic guitars are two Gibsons, a J-200 
and Everly, and Martin D-45. He hires 
keyboards as he needs them, which isn't 
that much, but has played a Korg C-1. 
Considering his studio expertise, Ed-
munds' home set-up is surprisingly small, 
centered around a Fostex 4-track cas-
sette deck and " little tiny monitors with 
amplifiers inside." " I don't like the idea of 
home studios in principle," he adds. 
"They tend to miss the point. You spend 
time mucking about, doing a riff with all 
kinds of different effects on it and end 
up with nothing. If you're paying for a 
studio, it keeps an edge on it; you know 
you're there for a purpose." 
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fashioned in his approach to the record-
ing studio. " It was quite fun working with 
Jeff, recording in a way I'd never done 
before, with click tracks and drum 
machines. But if I have to state a pref-
erence, I'd rather come down on the 
other side of using a studio to capture 
a performance by a group of musicians. 
I did that a lot for Porky's Revenge!—no 
click tracks, just go out and play it. You 
can still use synthesizers, if it works. 
That's just an instrument that makes a 
sound, that's all. That it's electronic really 
makes no difference to me." 
And so Dave Edmunds goes his idio-

syncratic way, bringing rock ' n' roll gos-
pel to the masses. Not a prolific song-
writer, he has more trouble finding ma-
terial for his albums than anything else. 
When he does, other artists confirm his 
good taste by recording the same 
tunes. Juice Newton's smash "Queen 
Of Hearts" followed Edmunds' version 
by two years. Last year his and Tina 
Turner's recordings of Paul Brady's 
"Steel Claw" appeared almost simul-
taneously. At least he knows he's on the 
right track. 
He is also characteristically modest 

about his career. " It's great to be work-
ing, really. It never goes deeper than 
that. I just hope it keeps up as long as 
possible." 

Dave, don't ever change. LI 

Stooges from page 122 
note that album, the bleached blond 
popsters released a video that showed 
them dancing at a classroom chalk-
board in robes and mortarboards, an 
obvious visual reference to that same 
seminal Stooges short. 

Yet of all the rockers who found their 
own philosophy in the Stooges vision, 
none re-created their personas so per-
fectly in the glow of that spiritual city of 
light we call Moe-town as did Crosby, 
Stills & Nash. These three folkies virtu-
ally dedicated their lives to becoming 
Stooges incarnate. In the end they suc-
ceeded far more gloriously than Joes 
Besser and DeRita ever did. 
From his lovey dovey "We're all 

brothers" beginnings, Stephen Stills 
evolved a full Moe persona. He became 
angry, belligerent and downright rude. 
Stills would perform in huge hockey 
rinks and then chew out the audience 
if anyone talked during one of his songs. 
Insiders are sure Stephen once told a 
lackey, "Remind me to kill you later." 
(Neil Young, sheepdoggish with his 
shaggy black hair parted in the middle, 
was Shemp to Stills' Moe. Shemp and 
Moe had been partners before the 
Stooges, and when there was a chance, 
Moe brought him into the later act. Still, 
their long relationship periodically 
exploded into conflict and Shemp, like 
Young, finally left for a solo career.) 

Graham Nash, wimpy and equivocat-
ing, was the finest Fine since Larry him-
self. 

That left it to David Crosby to achieve 
the most difficult transmogrification of 
all—to go from a talented and articulate 
singer/songwriter to an overweight, 
shiny-headed, pratfalling buffoon. 
Curly's own hobbled gait was the result 
of having once shot himself in the foot, 
and if Crosby never duplicated that 
stunt literally, he pulled it off figuratively 
a dozen times. It is perhaps the greatest 
tribute to his Stoogely influences that 
when we think of Crosby in years to 
come, our image of him will surely be 
of a rotund maniac, madly fleeing a pur-
suing gaggle of police, those once 
lovely harmonies now a trilling, fading, 
"wo-w-wowowowowo."li 

(Excerpted from Bill Flanagan's forth-
coming book, Last of the Moe Haircuts: 
the Influence of the Three Stooges on 
Twentieth Century Thought & Culture) 

'Til Tuesday from page 14 

punk—they'll come up and ask you 
about it. They're really curious now. 
They won't be obnoxious and beat you 
up." 
As they wander through the French 

Quarter, one drunk sees Aimee, shakes 
her hand, congratulates her on her rec-
ords and video, and rushes back to tell 
his co-drunk, " I just met Cyndi Lauper!" 

Extra irony: Cyndi Lauper heard an 
early tape of "Voices Carry" and asked 
for the song. 'Til Tuesday's managers 
told them how many thousands of 
bucks in royalties they could earn from 
that, but the band declined. 
"We didn't want to be known as the 

band that wrote Cyndi Lauper's hit," 
Hausman explains. "And if it was a hit 
for her, wouldn't we think we could've 
done a version just as good?" 

Originally "Voices Carry" took the 
man's point of view. The recording 
poobahs were afraid the first version 
could be taken as lesbian, so Aimee 
changed the lyrics from "she" to " I," 
from the perspective of a man to that 
of a woman. 

"At first it was about somebody else's 
situation," Mann explains. "And I re-
wrote it to be very very personal indeed. 
That's always fine with me." 
Asked if her broken romance with 

Hausman inspired some of 'Til Tues-
day's emotional subject matter, Mann 
says, "My relationship with Michael was 
really really good. Our break-up was 
pretty amicable. So there's a lot of re-
gret but no anguish associated with it. 
And anguish is usually what drives me 
to write." 
A wounded romanticism is Mann's 

great vice. " I'd rather be a junkie than 
continued on page 75 



-recikuvioL0Q-Y poE.5ilr 
C•Fen mu5( 1 f po, 

n the high technology world of the 
keyboard musician, the di%iding line between 
technology ard art often gets blurred. Through 
24 years of albums, Herbie Hancock has 
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explains Herbie, "and I stilt am. 1 need a 
console which helps me e> press my musical 
ideas and gives me the freedom to get the 

sound I'm looking for. With Soundcraft 
consples I'm able :o get exactly what I 

need. They're laid out logically 
and are easy to understand. 
Technology doesn't create my 
music, 1 do" 
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KATRINA & THE WAVES 
A Successful 
Transplant 

A 
young, midwest-born 
woman relocates to 
England and joins a 

quartet as lead s,nger and 
rhythm guitarist. They re-
lease a debut album bursting 
with star potential and ver-
satility—from a brassy, 
Motown-ish hit single to 
barrelhouse country. harrow•• 
ing ballads and sneering 
macho-baiting. Sound famil-
iar? "Yes, we get compared 
to the Pretenders," says Kat-
rina Leskanich of Katr,na & 
the Waves. " But only by 
people who don't really know 
a lot about music." 

People who do know a lot 
about music may remember 
Waves songwriter/guitarist 
Kimberly Rew from the Soft 

Boys, a daft Cambridge 
group with acult reputation. 
Rew subseauently released 
two solo 45s and started 
playing with drummer Alex 
Cooper, an old college 
friend. The Fatter knew Les-
kanich and bassist Vince de 
la Cruz, who had met one 
another in a church choir. 
The four debuted as the 
Waves. 

At first Rew was lead sing-
er. Then he began to write for 
Leskanich's big, soulful 
voice, and gave her some 
Etta James records to com-
bat the femnants of a youth-
ful Linda Ronstadt/Heart in-
fatuation. Katrina & the 
Waves emerged. 

Oddly, the halt - Brit/half-
American band got their 
biggest welcome in Canada, 
recording two LPs on the 
Attic label. When the 
Bangles heard "Going Down 

To Liverpool," they grabbed 
it for their own debut LP 
When Bruce Springsteen 
heard their albums, he asked 
for his own copies. When 
Capitol Records heard all 
this, they signed Katrina & 
the Waves for the U.S. 
The band rerecorded and 

remixed their ten best songs, 
inctuding two by de la Cruz, 
for Katrina And The Waves. 
Leskanich has also begun to 
write. She feels that, regard-
less of songwriter, the 
material is rooted in Amer-
ican pop: "Walking On Sun-
shine," modeled after "You 
Can't Hurry Love," was in-
tended to be a summer 
song. 

It's a far cry from songs 
like " Hey, War Pig." "We were 
still floundering then," Les-
kanich smiles. " But l think 
we're on to something now." 

— Rob Tannenbaum 

A New Beatles 
Album? 
Capitalism works in strange 
and wonderful ways. Capitol 
Records and its British par-
ent EMI, would like to put out 
an album of previously unis-
sued Beatles recordings. 
"We knew we had unissued 
material," says Brian South-
all, EMI's general manager 
for public relations. Recently 
discovered alternate ver-
sions of released Beatles 
songs filled out an album 
tentatively called Sessions. 
The stumbling block to its 

release has been the ex-
Beatles themselves. "The 
response from their repre-
sentatives was that they 
were unhappy for artistic, 
creative and musical 
reasons," Southall says. 
EMI's proposed track listing 
included "Come And Get It," 
a Paul McCartney song that 
was a hit for Badfinger in 
1970; a 1963 recording of 
"One After 909"; " If You've 
Got Troubles," a Ringo Starr 
vehicle that never made it to 
Rubber Soul; "Leave My 
Kitten Alone"; and an acous-
tic version of "While My 
Guitar Gently Weeps" with 
an extra verse. There were 
thirteen tracks in all. 

"It was a project sus-
pended rather than an album 
pulled," Southall says. "We 
merely suggested some 
ideas and they said, 'Wé 
don't like your ideas. Let's go 
back to the drawing board." 
A spokesperson for McCart-
ney confirmed the project is 
under discussion. If 
McCartney, Starr, George 
Harrison and John Lennon's 
estate can agree on a track 
selection and cover art, Ses-
sions may yet become a 
reality—preferably before 
the Beatle-boomers outgrow 
their record-buying habits. 
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GLADYS KNIGHT 
A Visit to 
Techno-Land 

hink of chocolate ice 
cream and Chinese 
mustard., Ronald 

Reagan and Mikhail Gor-
bachev...Donny Osmond 
and Grace Jones. The clash 
of styles on Gladys Knight & 
the Pips' Life album is » st 
about that pronounced. It's 
definitely East meets West 
as Knight's warm, wonder-
fully elastic voice and the 
Pips' snappy harmonies 
come up against an awe-
some array of synthesizers, 
delays and other techno-
toys. Euell Gibbons meets 
the computer nerds. 

Sure, the name of the 
game is hit records, but this 
is ridiculous. This...this...this 
works—at least in part. 
Pieces of the album sound 
contrived and forced, yet the 
title track and the single, "My 

Time," sizzle. And "Till I See 
You Again," a churchy, slow-
burn ballad, is a killer. 
Who put Gladys Knight & 

the Pips in techno-land? 
Don't blame Jimmy Jam, 
Terry Lewis or Thomas 
Dolby; Knight herself, 
brother/Pip Merald "Bubba" 
Knight and Sam Dees co-
produced much of the 
album. If it sounds like three 

kids lost in a computer store, 
well, as Gladys sees it, 
"That's the fun part. We 
learned a lot about the tech-
nical aspects of it and we 
had some good engineers, 
thank goodness, that were 
willing to experiment with 
sounds and machines." 

You'd think this would be 
quite a stretch for a singer 
with Knight's deep-soul 
roots. The lady from Atlanta, 
though, says she's always 
liked to experiment with dif-
ferent sounds. During her 
formative years, "We were 
listening to everybody: Nat 
Cole, Patti Page, Elvis, the 
Five Royales, Big Maybelle, 
Lightnin' Hopkins, Little Willie 
John, the Lennon Sisters.. it 
was a real mixture. I just liked 
good music, and I'm still like 
that, even today." 

Nevertheless, she admits 
that when the quest for a hit 
record took her into techno's 
unfamiliar terrain, she didn't 
hesitate to call on experts: 

her and the Pips' kids. 
"They're more critical, proba-
bly, than the average person 
would be. They have a vest-
ed interest. You know, ' I don't 
want my mom goin' out there 
lookin' ignorant.' We look at 
and listen to what they have 
to say, because they are in 
tune. They're part of it. They 
are it." 

—Leonard Pitts, Jr. 

BILLY COBHAM 
BLOOD ULMER 
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A Class 
Menagerie 

lood Ulmer whispers 
conspiratorily, his 
eyes bulging. " I 

never realized where Shan-
non was comirg from until 
this weekend: Billy Cobham. 
'Course Shannon made 
something else of it. He plays 
good drums. I could fit right 
in with what he's doing." 
Wasn't in the cards 

though. The pairing of 
Cobham's Glass Menagerie 
and Ulmer's trio at New 
York's Bottom Line duo was 
intriguing enough without 
the extra tease of collabora-
tion between the ghosts of 
fusions past and present. 

Billy Cobham always knew 
what he could do best, ard 
with the demise of the thun-
derous Mahavishnu Or-
chestra he pursued his goals 
with singular shrewdness. In 
a series of endorsements, 
clinics and increasingly 
mundane recordings 
Cobham solidified his rep as 
a master drummer. Pty that 
Glass Menagerie's 
monolithic and unchanging 
arrangements double the 
rhythm line without adding 
any fresh melodic counter-

point or contrasting har-
monies. Pity, because Billy 
Cobham has it all. 

Ulmer's quandary stems 
from being heralded as the 
greatest thing since pitted 
prunes. His earthy, fulminat-
ing bush music was hyped 
as harmolodic funk, cosmic 
dance music or the second 
coming of Jimi Hendrix—and 
outside of N.Y.C. critics, the 
verdict was a resounding 
NO COMPUTE. Sensing this, 
Ulmer's gone back to basics 
with a primal blues trio. His 
chunky Jimmy Reed/John 
Lee Hooker-inflected chord-
ing is anatomically correct, 
but his nebulous vocabulary 
of grunts, whinnies, hollers, 
barks and slurs suggests 
Wes Montgomery's voicings 
with all the tonics and domin-
ants burned away. 

Ulmer occasionally ani-
mates his rough-and-tumple 
rhythm with a momert of 
tenderness so surreal and 
dreamy you sigh in contem-
plation of what he could do 
if he got all his different style-
selves harmolodicizing in 
one program. Perhaps 
somewhere in between 
Cobham's stylishness and 
Ulmer's primal scream a 
new music lies waiting to be 
born. 

— Chip Stern 
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THE FALL 
What Are 
Words Worth? 

ark Smith is a genius. 
His lyrics are about a 
thousand million 

times better than any lyricist 
ever in the world." These 
cautious words are from 
Smith's wife Brix, a native of 
Los Angeles and guitarist in 
her husband's ongoing ob-
session, the Fall. 

If the world in general 
avoids such lofty linguistic 
planes, the Fall has always 
generated fanatical rever-
ence from a few. Seven years 
and innumerable lineup 
changes into its recording 
career, the Manchester, Eng-
land group has built a com-
mitted and growing cult fol-

though. I like to go around in 
circles. This is what keeps 
the group going: I get differ-
ent viewpoints and I want to 
put them across." 
The constant with each 

new viewpoint is a deliberate 
absence of conventional 
"progress." " I like music 
primitive," Smith explains. " I 
like it experimental. It's a lot 
of work to keep it that way. 
It's like non-laziness." 
Among the viewpoints 

Smith has left behind is iden-
tification with the Manchester 
working class. " I used to do 
that because it was a good 
crack, and nobody used to 
write about that. What people 
didn't realize was that I was 
being satirical. Now it's very 
trendy to write like that." 

People don't always catch 
the satire. Smith's lyrics, 

lowing for its harsh industrial 
art- punk. The faithful—who 
have watched Smith consis-
tently find fresh, contexts for 
his grating rants—have just 
been treated to a break in 
the clouds: The almost up-
beat new album, The Won-
derful And Frightening World 
Of..., softens the band's 
trademark dissonance. "You 
can only go so far without 
that becoming routine," the 
idiosyncratic singer says. " I 
want to get back to that soon, 

obscured by the band, his 
garbled delivery and heavy 
accent, are cryptic to begin 
with. Like the Fall itself, they 
are a very personal projec-
tion of a twisted sensibility, 
not meant for casual con-
sumption. " I don't think it's 
important that anybody un-
derstand the group," he 
says. " If you enjoy it, that's 
the main thing. I think people 
are genuinely stimulated by 
it, whether they understand it 
or not." — John Leland 

"Louie Louie" 
Goes Home 
It started as a simple enough 
gag: a proposal from Seattle, 
Washington's KING-TV com-
edy show Almost Live to 
make "Louie Louie" the offi-
cial state song After some 
petitioning in shopping 
malls, though, the concept 
started barrelling out of con-
trol. By April 12, an official 
"Louie Louie Day" celebra-
tion drew about 5,000 people 
to the steps of the state 
capitol building for stirring 
renditions of the tune by the 
Kingsmen, the Wailers and 
Paul Revere & the Raiders. 

Will the government heed 
the vox populi? Almost Live 
host Ross Shafer says twelve 
state senators have already 
declared in favor of "Louie 
Louie" over the current state 

song, "Washington My 
Home." "Louie Louie" com-
poser Richard Berry has 
even written new words for 
the occasion. Washington's 
governor claims he has 
heard neither "Washington 
My Home" nor " Louie 
Louie"—which, in the latter 
case, at least, is hard to be-
lieve. A petition to get the 
issue before the legislature 
or on the fall ballot requires 
over 150,000 signatures. 
Having given away 10,000 
"Louie-ouster" buttons, 
Shafer isn't ready to 
give up yet. 
"The timing was right," he 

says of the gimmick that 
expioded. "The baby boom-
ers are active." Besides, 
Shafer adds, "Louie Louie" 
has the ultimate argument 
working in its favor: 

"It's very easy to dance to." 

Trouble Inna 
Cabbage Patch 
Always in the forefront of 
social movements, NRBO 
has lately taken to providing 
death certificates for Cab-
bage Patch dolls. "We're 
opening a cemetery for 
them," says guitarist Al An-
derson. Bereaved Cabbage 
Patch doll owners can send 
their expired loved ones 
(and a nominal fee) to the 
group, who will issue a death 
certificate and provide "a 
decent burial, complete with 
headstone." 
To make sure the dead 

dolls have company, NRBQ 
started killing a few them-
selves during their shows. In 
.laniiary they exploded five 

in varicus cities. "In Los 
Angeles the head just blew 
off and flew in an arc over 
the crowd," says keyboard 
player Terry Adams. " It was 
beautiful." By March they 
had progressed to tar and 
feathers. 
Adams explains the 

method to the group's mad-
ness: " People give these 
things life. If you're gonna be 
honest with kids about life, 
then you have to be honest 
about death as well." So far 
they haven't heard from 
Coleco, the doll manufac-
turer, but Adams doubts 
NREQ's mayhem is causing 
any corporate concern: 
"They're happy 'cause we 
have tobuy 'em. We do have 
quite a few dead ones" 
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Unleash The Beast 
With rippling muscle held in check and every sense alert, Stage Systems 

stalk your sound. They move through your music with smooth, measured 
strides. Then attack with primeval power. Springing from gut-wrenching 
growl to the silky purr of a natural high. Ruthlessly accurate. A study in 
efficiency. The ultimate beast of play. 

In the jungle of claim and counter claim, no ordinary speaker can 
compare. Through eight grueling hours of pink-noise abuse, Stage Systems 

endure peaks to 1200 watts. The raw power of live performance. Time-
coherent equalization. Constant-directivity dispersion. Low-mass titanium drivers. 

Stage Systems are an evolution of proprietary design. And wrapped in a 
sleek, black coat, Road-Wood cabinets of oriented strand board are 
virtually maul proof. 

Stage System speakers from Electro-Voice. Because only the fit survive. çamil 
Be among them. See your EV dealer and unleash the beast. 

For more information, contact Mike Solomon, Market Development Manager/Music rEy Eleclro 
Products at Electro-Voice, Inc., 600 Cecil Street, Buchanan, MI 49107.   SOUND IN A ON 
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POETRY IN MOTION 
Media Bake-off 
In L.A. 

o 
kay, so it makes sense 
that a thriving spoken-
word performance 

scene could flourish in 
literati-infested burgs like 
New York and San Fran-
cisco; but something about 
poetry and Los Angeles just 
doesn't jibe. Then what ac-
counts for a full house of 150 
squeezed into McCabe's 
Guitar Shop in Santa Monica 
for a reading by prize-win-
ning poet Wanda Coleman 
and Exene Cervenka from X? 

Credit former musical jour-
nalist/A&R person Harvey 
Kubernik's passionate prose-
lytizing for a rash of appear-
ances by verse-spouting 
musicians and wordsmiths 
at several small L.A. venues. 
His Freeway Records label 
released three spoken-word 
double albums that are every 
bit as sprawling and incon-
sistent a mixture of genuine 
insight and self-indulgent 
artbabble as the city which 
spawned it (or your town, for 
that matter). 

Kubernik preserved the 
Coleman/Cervenka evening 
for posterity. Twin Sisters 
(Live At McCabe's) (Free-
way/Rhino) offers plenty of 
ammunition for debating the 

relative merits of rock lyric 
writing versus poetry in the 
formal sense. Coleman, a 
veteran of two hundred read-
ings, used vocal inflections 
and phrasing like a savvy 
singer to enhance the 
dramatic impact of her 
words. Her poems of grow-
ing up black, female and in-
telligent in Los Angeles were 
equally capable of leaving 
the audience laughing or 
chilled to the marrow. 
Exene may have come full 

circle—she met X-mate John 
Doe at a poetry workshop in 
nearby Venice, you'll recall— 
but her segment paled in 
comparison. Effectively ani-
mated at first, her delivery 
grew progressively flatter as 
the evening progressed; the 
material consisted of little 
more than earnest observa-
tions and reflections setting 
up one-line zinger finales. 
Long excerpts written during 
X's '83 national tour re-
peatedly slammed the new 
breed of English bands with-
out much literary flair—X 
made the point far more 
forcefully on " I Must Not 
Think Bad Thoughts." 

Result: a home turf win for 
Coleman. But could she con-
vincingly put across "We're 
Desperate" to a couple 
thousand tanked-up fans on 
a weekend night? 

— Don Snowden 

Takes a Trip 
A new era must have new 
music. The Dukes Of Strato-
sphear don't care about yes-
terday's conventions, the 
stale morality and petty wars 
of old people. The Dukes 
groove on the Love, Spiritual-
ity and Dreams of tomorrow, 
of the day after tomorrow, of 
three months, two weeks 
and ten minutes from tomor-
row, the electric vibe eter-
nal.... 
Actually—as anyone 

who's heard the 25 O'Clock 
mini-LP will attest—the 
Dukes of Stratosphear is the 
most accurate spoof of 60s 

psychedelic pop music likely 
to be attempted in our 
lifetime. The album cover 
looks like an out-take from 
Disraeli Gears; "band" mem-
bers have names like Sir 
John Johns and the Red 
Curtain. Yet the faces pic-
tured atop the Nehru jackets 
and behind the granny 
glasses seem familiar, and 
no wonder: It's an open sec-
ret that the Dukes are a put-
on from England's merry 
pranksters, XTC. 

Singer/guitarist Andy Par-
tridge, fresh from a bout of 
transcendental meditation, 
admits the project has its 
origins in "my love of 
forgery." But it's also an hom-
age to a moment in pop his-
tory. "Some of my favorite 
tracks are from then," Par-

tridge says, "so I just have to 
say 'thank you' in some way." 
The other members of XTC 

were "a bit apprehensive at 
first," but "they really got into 
it." Partridge's concern for 
authenticity only started with 
the music, a pastiche of early 
Pink Floyd, Electric Prunes 
and the inevitable sitar. He 
made his lyrics to songs like 
"Bike Ride To The Moon" "as 
loopy and period as I could." 
The band used old instru-
ments and microphones; 
"we wanted to do it on four-
track equipment but couldn't 
get it in time." The crowning 
touch was co-producer (with 
the band) John Leckie, who 
really is Swami Anand Nag-
ara since becoming a fol-
lower of guru Bhagwan 
Shree Rajneesh. Leckie/ 

Anand, whose studio credits 
include Pink Floyd and late 
Beatles recordings, at-
tended the Dukes sessions 
in robes and beads. 
The six songs, taped in 

December, were issued on 
April Fools' Day—"a nice 
piece of coincidence!" Par-
tridge laughs. Press releases 
made sure outsiders knew 
who the Dukes of Strato-
sphear really were. Strangely 
enough, the album wasn't 
designed to cash in on any 
psychedelic music revivals. 
"As we began making the 
record, we started to realize 
lots of people were doing 
this for brand new," Partridge 
says incredulously. With the 
Dukes of Stratosphear, 
though, "the floral tongue is 
well sewn in cheek." 
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And here's another hot new number: "3", as in our unique 3-year limited warranty. 

Welcome the all-new trio of 
powered mixers from Sunn. The 
SX 4150. The SX 6350. The SX 8350. 

They are powerful, portable 
and very rugged. Plus they feature 
a number of goodies you will only 
find on more expensive systems. 

Things like balanced XLR 
inputs: Reverb to monitor. 
Power amplifier limit-
ing. And up to 350 
watts RMS. 

Best of all they 
cost no more than 
lesser quality systems. 

So now you can sound like a million 
without spending a fortune. 

So before you settle for less, try 
out the new SX series at your nearest 
Sunn dealer. For quality; value and 
performance, you've got a number 
of excellent choices. 

For those who want the clarity (fa 
condensar mike without the ho.gsle 
tean external power soura,,we cffer 
the SR-6350-P. Itfeatures 48 volt 
internal phantom power supply. In-
put gain control. 350 watts RMS. 
Compatible with condensor mikes. 

$799 

H te2 Thu ii E y e r. 

19350 S.W. 89th Avenue, Tualatin. Oreern 97062 
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Graham Parker 
Better lying on the Up Escalator: 

A Corrosive Would-Be Commercialist Finds Some Hard-Won 
Satisfaction and a Hard-Edged New Band 

By Mark Rowland 



Graham Parker has anew band, a new album, 
a new label and the same old problem: how 
to get on the radio, how to reach the audience 
that a talent of his magnitude deserves. " I'm 
not avant-garde you know," he declares in 
what he calls his "guttersnipe" cockney 
twang. " I'm making pop, beat, rock ' n' roll 
songs. I'm always trying to make a commer-
cial record." Parker was amused when the 
British pop press accused him of selling out 
to America with 1982's Another Grey Area. If 
selling out means making a commercial rec-

ord, Parker's been trying lo do that since he 
hired Mutt Lange to produce Heat Treatment 
in 1976. "Maybe it doesn'l sound that way,' 
he observes with rueful understatement, " but 
that's what we were trying to do. Yet it never 
ends up like anything so much as a Graham 
Parker record. I think my singing stamps them 
in some way." 

He's got a point. It's hard to imagine a voice 
less suited to AM's modulated frequencies 
than Parker's, whose reedy tenor makes Tom 
Petty sound suave_ Yet it's a great voice; like 
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ately—Elektra was there to sign me. But 1984—whew! It 
seemed you weren't respected unless you had platinum 
sales. In some ways I was glad I didn't have a record out in 
'84, though it was also frustrating, since most of these songs 
were ready last January. But lately there seems to be a new 
feeling about. Richard Thompson and Los Lobos seem to 
be getting great respect. I just hope record companies will 
keep committing themselves to people who are just plain 
good. Last year it was more like, "We've got our heavy metal 
bands, we've got to make some money here!" 
MUSICIAN: Those trends tend to move in cycles, I think. 
PARKER: Thank God! Because it happens to me as well. 
There wasn't much guitar on The Real Macaw, for instance, 
largely because when I was listening to what was going 
around at the time, I didn't hear guitar solos. There were 

Will Parker ever hit big in a fast food pop universe? 

these strange synthesizer things and vocal chants. I think I 
was spending more time in England then. There was an 
emergence of synths and away from rhythms and lead guitar. 
And when I wrote these songs it seemed time for more 
guitar—" Let's give Brinsley a solo here." It felt natural but 
also kind of sponge-like—soaking up what's going around. 
MUSICIAN: So you are influenced by pop trends. 
PARKER: Definitely. I think I pick up on what's going around. 
And I think right now I'm on time again. People seem to want 
to hear live music again. Look at U2, they don't have an 
album high on the charts but they'ire selling out arenas. That 
sort of thing wasn't happening a year or two ago. 
MUSICIAN: On your current tour your band is opening for Eric 
Clapton, which is quite a switch. You've toured as a headliner 
for several years. How do you feel about that? 
PARKER: I've been playing to pretty much my own audience 
the last tours, and I don't want to repeat myself again. I'm 
not somebody who likes to be on the road all the time; I do 
not consider myself a journeyman in that sense. When I make 
a record, promoting it with a tour is not that important to me. 
So what else is there for me to do? Perhaps I could go out 
with an acoustic guitar and play pubs and have people lined 
around the block [laughs]. Or else a support tour. And Eric 
Clapton seems feasible. When I go on at eight I know the 
hall won't be full, but maybe I'll get across to a few fans with 
enough gray matter to say, " Hey, these guys are playing 
songs. That guitarist isn't bad. Hey the songs are a bit bluesy. 
like Eric's." So maybe I'll have a chance. He does attract a 
cross-section, and besides, I like Eric Clapton. I'm a fan. I'll 
love to watch him play. At least it won't be like 1979, when 
I was supporting bands like Journey and Styx. I supported 
Kiss once, in Georgia, and the audience went crazy. They 

thought we were part of Kiss, because they were so naive, 
or so dumb. "Hey, another circus act...." 
MUSICIAN: I'm surprised to hear you say you dislike touring. 
Your live performances are unusual for their intensity and 
audience rapport. 
PARKER: I like being onstage. I usually like the gig. I think if 
I couldn't make a record I'd be frustrated to madness—espe-
cially if I kept writing songs. But if I never went onstage again 
it would be fine. Plus I've got a two-month-old baby daughter, 
and missing any day of her life is a real drag for me. 
You can't possibly go out on tour if you're not excited about 

it, and now that I'm rehearsing with the band I am excited 
again. So things change. And I think I've got more energy 
for this one because I play all the rhythm guitar. It's just me 
and Brinsley and I play on everything. I can't just move around 
and sing; I've got to be part of the band. 
MUSICIAN: What inspired you to do that? 
PARKER: It was a hard decision. I wanted to strip things 
down a bit, and I had played rhythm on the record. It seemed 
to work out well. And for a forty-five-minute set, do I really 
need to put the guitar down for five songs and reach the 
audience with my finger? 

Plus I wanted to shock my system. It has always been 
easier for me to get a more prolific guitarist who understands 
the mechanisms of a band. I still don't really myself. By 
forcing myself to do it I've learned to adapt, and to leave a 
few holes here and there. It's a challenge. I hope it works. 
MUSICIAN: You never appear on anyone else's records, or 
keep much of a public profile when you're not touring. Is that 
by accident or design? 
PARKER: I can't hang out too much. My energy works best 
in spurts. I'll write and play furiously and then breathe a sigh 
of relief and lounge around. I've always had that kind of 
energy that builds up and then explodes. 

I guess that's why the gigs are intense. It's saved for that 
hour and a half onstage. I don't mix with a lot of people, I 
don't "jam"; I'm not involved with several projects at once, 
which seems to be the trend. I'd like to see my name on 
more things, but don't really feel the need. I'm pretty reluctant 
to take on many things. On the other hand I am a bit lazy. 
MUSICIAN: You're reminding me of your own line about L.A. 
in "Stupefaction": "I can't see the point but I get the attrac-
tion." 
PARKER: Right [laughs]. I can definitely see the attraction. I 
like to go on holidays to tropical islands in the Caribbean, 
and I like to be where people don't know about the latest hit 
record. Where people don't know there might be a war be-
tween Russia and America. It vaguely filters through the 
jungle grapevine there, but it never feels imminent. I'd really 
rather live in the country than the city. I don't know if I'm 
ready to do that, but I do live there in my head. I don't need 
New York City to write "tough" songs. 
MUSICIAN: Where do you live? 
PARKER: About two blocks from here [laughs]. I'm between 
New York and London actually. I'm a British citizen but we 
just had our baby here and the tour is in America. I'm fairly 
confused as to where I live. 
MUSICIAN: Most people who live here are. 
PARKER: Yeah—I miss it when I'm gone. And England I'm 
finding a very strange place. Because I've acquired this 
bizarre blend of cockney and New York accent people there 
think I'm from Australia. But now I find the way they talk to 
be totally ridiculous. "Oh, ullo luf, ow ah you? Oh now, we 
downt pie too much attention to the minuh's strike." And I 
think, "Who are these people?" Which is how I used to feel 
about America. So I think I'm beginning to understand the 
American way a lot more now. I love New York, and I hate 
it—like everybody else. 
MUSICIAN: On Steady Nerves, your songs address several 
topical issues. "Break Them Down" refers to the conversion 
of South American Indians by Christian missionaries, and 
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"Everyone's Hand Is On The Switch" to electrocutions here 
in America. Have you been reading the papers more? 
PARKER: "Break Them Down" was specifically about an ar-
ticle I'd read in the color supplement of the London Sunday 
Times. It had a picture of an Indian on the front and the title 
"Is God A Colonialist?" I'd known about the subject previously 
by reading Peter Matthiesson's At Play in the Fields of the 
Lord, and it affected me. I don't think I'd ever written a song 
based on an article before. 
And then I heard about that guy Sullivan who'd been elec-

trocuted in Florida, and I remembered how there was a guy 
before him that they tried to kill and he wouldn't die. They 
had to keep jolting with the power until he was, like, smoking. 
And all this was reported very "factually." The popcorn and 
soft drinks images in the song sort of sprang from that. I 
could see people in middle America sitting there and eating 
popcorn and watching it all on TV. "Well, look at thaaat, 
honey, he hasn't died yet. They're gonna give him another 
jolt—can you bring in some more Pepsi? Okay, he's dying 
now, oh great, gee, look at that! Isn't that strange, he's turned 
black around the head...." 

I remember the Pope called up to say, " Don't execute this 
man." I mean, the poor guy doesn't have the energy to do 
it for all the other people who are being bumped off every 
day, but he did it for this one. I saw it on the news and thought 
it was fairly amusing. 
MUSICIAN: Do you consider yourself musically adept? 
PARKER: I'm really bad. When I play songs I say, "What 
chord is that?" They tell me and then I forget what they said. 
MUSICIAN: / heard a story that during the recording of The 
Up Escalator you kept insisting that one note on a backing 
keyboard track was off. And everyone else in the studio 
insisted that it was okay, and then it turned out you were 
right. So you must have a pretty acute ear. 
PARKER: For some things I do. Other times you can play a 
record for me and I can't pick out the keyboard or the backing 
vocals even though I sang them. But I do often know when 
something is wrong, and often when it's right as well. 
Some of the chord structures I put together amaze the 

musicians who play with me. "Discovering Japan" is almost 
in a Japanese scale. It's not at all regular, it's just instinctual. 
MUSICIAN: You don't really know Japanese scales? 
PARKER: I didn't know what it was. Explaining "Sounds Like 
Chains" to the musicians was a real pain as well. It's like a 
7/8 reggae rhythm. I had to say, " Listen very carefully. You 
bounce off this rhythm to get to that." But I don't know what 
I'm doing. 
MUSICIAN: "Sounds Like Chains" is also the only lyric you've 
ever printed on an album sleeve. Why don't you do that more 
often? 
PARKER: Until recently, I've wanted people to listen and find 
out for themselves. I'm not a poet, I'm a songwriter. For this 
album I did want to print lyrics I wanted people to read 
about the South American Indians. But printing them would 
have cost me eight cents a record, because Elektra already 
had their sleeves printed. I couldn't afford it. When you finally 
want to do something, you can't; that's the way things work 
out though, isn't it? 
MUSICIAN: Your new record, produced by Bill Wittman, is the 
first album in which you haven't used a "name" producer 
Was that deliberate? 
PARKER: Yeah. I wanted to totally avoid the "name" producer 
who'd had a hit on the charts at the moment. At first Elektra 
wasn't in agreement with me. I'd just signed with them and 
here was problem number one. But they eventually allowed 
me to do three tracks with Bill and then they saw that we 
were on to something. Bill was fan of Graham Parker & the 
Rumour; that is, he wanted a band record as opposed to a 
production of my songs, and I agreed with that. That's what 
this material needed, I did not want to go with some top 
producer to make a Graham Parker record the way he sees it. 

MUSICIAN: Was charting a consideration when you were look-
ing for a producer on your previous records? 
PARKER: To a certain extent. When I picked Jimmy lovine 
he'd just done Tom Petty [Damn The Torpedoes] and that 
was a big hit at the time—so it was like, " Let's get a producer 
who knows what he's doing." Jack Douglas had a slicker 
sound, like on Double Fantasy: that very even sound that's 
so good on the radio. And after years of working with the 
Rumour and people playing in all the holes and everyone 
playing solos at the same time, I'd had a bellyful! I wanted 
to go in the other direction. 
MUSICIAN: Were you surprised by the results? 
PARKER: I usually am, because I'm not really that technical. 
Once the producers get a track down and everyone's enjoy-
ing it, I can't see it going too far from there. I'll tell you, you 
get the basics back and they're often much better than the 
mixes, much more fun and exciting. The sound loses its 
spread once you put it all through a mixing board and into 
this tight thing that means "a record." 
And I'm a bit lazy too, in that I'll be satisfied with something 

that feels good, and I don't know how to fill in the spaces. 
Bill Wittman may not be the " big producer," but he knew how 
to fill in the spaces with ambient keyboard sounds and bal-
ances, where I probably would have said, "Well, that's it, 
isn't it?" [laughs] I'd really like to make a record in two weeks 
and see it on the streets in three. 
MUSICIAN: Your albums have become much richer texturally 
over the years, yet they still sound best when the sound is 
raw and direct. Is it tough to strike that balance? 
PARKER: It is hard. This album was mostly live takes—drums, 
bass and rhythm guitar. Many of the vocals were live. " Break 
Them Down," for instance, is all one take, with a few little 
things added on top afterwards. We didn't do that on The 
Real Macaw—we had to sing on top of a LinnDrum machine. 
So there's definitely more of a live feel to this album. 
MUSICIAN: I think most of your fans prefer that sound. But 
also think the experimental approach of your last two records 
was admirable. It seemed as if you were testing your range 
as a songwriter. With Another Grey Area, you were looking 
for a studio sound, and you got one. 
PARKER: Because I liked those kinds of records! Right now 
I'm into Aztec Camera's and R.E.M.'s first records more than 
that slick hi-fi sound. But I'll keep changing. I find that it's 
exciting to keep refreshing yourself. It's like when spring 
comes along and you can feel the biological changes in 
yourself. It makes you want to keep on living. " Hey, I don't 
want to end it all—life is different again." You don't have to 
commit suicide yet. That's what rock ' n' roll should be about. F1 

Parker's Picks 
Graham Parker's current axe of choice is a Seymour Duncan 
"Telecaster" that arrived during the recording of Steady Nerves. 
He expects to use it on the tour as well, plugged into two Roland 
Jazz Chorus 120's, one with the chorus off and one on. 

At home Parker prefers to compose on an acoustic guitar. " I 
have a Martin and a Guild," he explains, "but I prefer to use 
Ovations because the sound is more electric/acoustic. It gives 
me more of the feeling of a band, which I'm writing for. I wrote 
most of the album on Ovations. They made a Collectors Series 
of about 2000 guitars that have a " 1983" (engraved) on the f ret-
board. I have two of those. Plus a spare Gibson ES335." 

In concert Parker also uses a Boss compressor on a few songs, 
and an occasional overdrive. "I'm not at all adept at putting my 
foot on a pedal, singing, and playing rhythm at the same time 
though," he admits. "Maybe I'll get into it as the tour goes along." 

Parker also purchased a Yamaha piano for his last tour, but 
recently placed a video game on top of the piano and plays that 
instead. He doesn't have a home studio set up. " I go over to 
George Small's house—he has a Tascam Portastudio. I'm just 
very reluctant to get into knob-twiddling. I could probably muster 
it though, as Nigel Tufnel said about working in a shoe shop." 
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Getting Signed 
A 

Reasonable Alternative 

• 

• 

Push Push and Capitol Records develop 
an important new option for young bands 

in search of a deal. By Jock Baird 

It's an ordinary practice room scene. The 
January Boston morning is seasonable and 
a dense chill still permeates the air. Uncov-

ered styrofoam cushioning is stuffed between 
the ceiling joists, and a couple of creased posters 
hide the cracks in the plaster walls. The accent 
lighting is bare-bulb direct, 'the carpet tastefully 
styled in seashell grunge moderne. 
The members of Push Push gamely don their 

instruments, rubbing fingers and wrists, and 
plunge in. The stiffness begins to melt away as 
the battle-scarred rhythm guitarist throws him-
self into a series of smart, bare-wire pop songs 
with smokey, unaffected abandon. The fresh-
faced lead guitarist carves clean, ringing textures 
from a Strat. The bassist and drummer kick out 
a rock 'n' roll four-on-the-floor with an R&B-in-
formed subtlety. The stuff is tightly arranged and 
very hummable, with the fierceness of the lyrics 
and vocals mirrored in skeletal guitar construc-
tion and textbook whoomp. Clothes horses and 
hairdresser's goldmines these guys aren't. 

What's not ordinary here is that the band is 
working their new job: rehearsing six to eight 
hours every day. Their employer is Capitol Rec-
ords, but Push Push has not been formally 
signed; this is not first-LP pre-production. Rather, 
a major label has decided to fund the develop-
ment and refinement of future talent by paying 

Illustration By Renee Klein 

for four months of subsistence wages and for 
demos. The implications run deep: a record 
corporation putting out cash to invest in its fu-
ture roster; a substantial reduction of the "crap-
shoot" mentality that afflicts new signings; an 
economy of operation more associated with 
indie labels; far more creative freedom for the 
musicians; and a deeper understanding and con-
fidence in the artist from the record company 
The joint venture that follows may not be right 

for everyone—the untypical abilities and experi-
ence of this particular manager, band and A&R 
man have shaped the Capitol/Push Push de-
velopment project. But as a much-needed alter-
native strategy for new bands, it bears a closer 
examaination. 

Manager Steve Berkowitz is sitting in the living 
room of a Chestnut Hill three-decker in January 
1985 talking animatedly about his band. He bears 
an extraordinary resemblance to mixmaster Ar-
thur Baker, save for the small goatee. Berkowitz, 
himself a guitarist/singer who studied with Max 
Roach at UMass and who was once an NCAA 
basketball referee ("it showed I could make 
quick decisions") became road manager for the 
Cars around the time of their first album. When 
the Cars became embroiled in a lawsuit with 
then-manager Fred Lewis, Berkowitz, along with 
attorney Peter Thall, succeeded Lewis under the 
auspices of Lookout Management. Serving 





through Panorama and Shake It Up, all the while working 
out of the Cars' Syncro Sound studios, Berkowitz then fell 
into disagreement with Lookout, "separated amicably," and 
prepared to launch his own Serious Business management 
company. 

"If there was something philosophically that was my undo-
ing at Lookout, it was that I fancied myself a producer as 
well, even though I hadn't done very much of it. So after 
leaving, I decided to start with a brand-new band I could 
manage and produce, rather than acquire some already-fa-
mous acts like commodities. I particularly wanted to work 
with groups who do very well very quickly. My models were 
people like the Cars, the Police, the Pretenders, people 
whose first record made you take them seriously. I wasn't 
looking to work with a lot of baby groups who were going to 
take five albums to mature, because most artists either have 
it at the beginning or they don't. 

"I made a couple of trips to England and Europe in 1983. 
For some reason the English system seemed to break all the 
bullshit right out of the way. I spent a lot of time talking to 
people like [ Elvis Costello manager] Jake Riviera, [FBI's] 
Ian Copeland, and John Telfer and Eileen Tracy at Basement 
Music, who manage Joe Jackson. Now that's a very interest-
ing project, and if there's anybody I'm basing my new com-
pany on, it's probably Basement, because they built them-
selves around a guy who was a very good songwriter, and 
very emotional. 

"I liked the idea of starting with something that you believe 
to be very good and being pretty well equipped to put a 
good record out right away. They slapped the first couple of 
Joe Jackson records out, and they're good records. The 
same with Elvis Costello's. And Ian told me the Police made 
their first album for way under $10,000, basically brought it 
to the record company and said, 'We're going to give you 
this record—now you give us the promotion money to back 
it up and we'll go on the road and sell this thing.' So I saw 
there had to be a better way. 

"The more money that you take from a record company, 
the more responsive the artist has to be to the idea of what 
the company thinks it's investing in. What the artist thinks 
and what the company thinks are often quite different. It just 
doesn't make sense to invest these kind of guess-work dollars 
into an artistic project. My whole thing is to stay away from 
the negative dollars, stay away from the record company's 
money, because ultimately that's the band's money." 

Berkowitz goes on to cite as negative examples two bands 
who have just released major- label LPs. "These two bands 
seem like pretty good bands, several labels bid against each 
other, and they get signed for 'substantial dollars'—you never 
really know what that means. Then they take six months or 
more to hang out, do pre-production for several more months, 
in one case go to another city and live in hotels to do their 
album with a foreign producer.... How much did it cost to 
make those two debut albums? What happens when you 
take three or four hundred thousand dollars from a label and 
sell eighty thousand copies? Gulp. You're in big trouble, not 
to mention the huge debt they've got to pay back before 
they see any royalties. The record company's either going 
to drop you—end of your career for at least some time—or 
they take artistic control of your second project and make 
sure they get what it is they thought they signed. If you're a 
genius, you can create successfully on demand, but other-
wise you've become another manufactured product, not an 
artist. 

"Another trap new bands fall into are almost-by-the-grace-
of-god deals, similar to P&D [pressing & distribution] deals: 
'Okay, we'll let you put a record out.' Well I'm not going to 
thank a company for putting my records out. They should 
put 'em out because they're good and we're going to sell a 
lot of them. It's no big favor. And unfortunately, so many 
young bands are chomping at the bit so badly that the labels 

give them a bad deal and set the artist up to be unsuccessful 
and have their careers squashed because they don't have 
time to develop, don't have enough money to make a really 
good record, get the wrong producer, get no promotion. 
There's far too many mistakes like that made. Why work so 
hard all those years of practicing and playing, sleeping on 
floors, always making do, just for a bad time? I can't under-
stand the sense of ' Let's hurry up and make a mistake.-
Tough talk from the manager of an untried act. Clearly 

Berkowitz needed a special band to back those words up, 
and as he cast about for his first clients, he was given a tape 
by a singer/guitarist named Dennis Brennan in early '83. 
Brennan had been the lead singer of a Brinsley Schwarz-
meets-StaxNolt group called the Martells. He played Ber-
kowitz a series of tapes he'd made with a young guitarist 
named Adam Steinberg—simple two-guitar renditions of 
some original tunes. Berkowitz was impressed: " I'd known 
Dennis for several years, and had always thought he was a 
real good singer, a very intense, serious, real performer. But 
then he played me a tape of a song called 'Calling All Lovers,' 
which I still think is incredible, almost an anthem. I didn't 
know there was that dimension to his songwriting. Obviously 
something specific had happened to him when the Martens 
had broken up, for him to say, ' Okay, I'm not going to be 
Tyrone Davis anymore.' I said, 'Wow, you can do this?" 

Brennan had been schooled in pop by his older siblings, 
"but by the time Alice Cooper and those bands came around, 
I got really disillusioned and started listening to nothing but 
old blues, Muddy Waters, John Lee Hooker...." This immer-
sion gave his music a directness and emotion it would not 
lose even after he joined the Martells and listened again to 
the radio: "The bassist in the Martells, Jay Feinstein, turned 
me on to a lot of pop music I hadn't really been listening to. 
The rest of the Martens began growing one way and Jay and 
I grew the other. All of a sudden, it was time to do something 
else." Brennan began writing his own songs and working 
them out with Steinberg. 
The guitarist was the perfect foil for Brennan. Where the 

latter's approach was instinctive, raw and purely expressive 
("I'm a musical primitive, I'll gladly admit that"), Steinberg's 
playing was refined, organized and highly melodic. "There 
was a lot of formal music training in my family," Steinberg 
reflects, "and I learned to read and write music at an early 
age and played a number of instruments. But I started getting 
into rock ' n' roll when I was ten and later on I was playing a 
lot of Aerosmith and Led Zeppelin— I knew every Aerosmith 
guitar part through Toys In The Attic. I never heard any trad-
itional R&B until I met Dennis and Jay. They taught me the 
most important thing can be the groove, the feeling. You can 
take just one idea and develop it instead of relying on a great 
deal of production." 
The three attempted to form a band, but were unable to 

find a compatible drummer, so Feinstein drifted off. Some 
months later Steinberg took to hanging out with David Birmin-
gham, a powerful young drummer in a rival band. One after-
noon, Birmingham casually asked Steinberg what he was 
up to that week. "Oh, we're auditioning drummers," Adam 
replied. "Can I get an audition?" Birmingham laughed, and 
Steinberg jumped at the opportunity. "We liked his surly at-
titude," Brennan dryly notes. "And then I personally sleazed 
him out of his other band," Steinberg adds brightly. In the 
fall of '83, Berkowitz returned from his world travels and 
became the band's manager, Jay Feinstein rejoined his pals, 
and they settled on the name Push Push. The raw material 
was in place; now would begin the process of molding it into 
a coherent shape. 

To accelerate the band's development, Berkowitz recom-
mended they learn some covers to fill out their growing set 
of original tunes and have some "musical fun." " I thought it 
would help speed up their learning to play together and 
become more of a band," he recalls. "They don't want to 
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Push Push: bassist Jay Feinstein, drummer David Birmingham, singer/guitarist Dennis Brennan & guitarist Adam Steinberg 

admit it now, but at the time they learned some Creedence, 
Stones, Elvis Costello, the Police. I think they even learned 
a John Cougar song once_'` 

"But we had a rule about all these covers," rejoins Stein-
berg, "which was that we woLldn't rehearse them more than 
twice. And some of them sounded like that!" 
By February of '84, Berkowitz felt they were ready to record 

some original songs; "We went into this crummy studio and 
bashed out half a dozen songs in two days." They borrowed 
the funds from Steinberg's mother, gradually paying it back 
with revenues from gigs as "the Gentleman Callers," their 
cover-band alter ego. Berkowitz got some local airplay and 
took the tapes to New York and L.A for some major-label 
reactions. A couple of A&R men were interested. Some were 
not. Berkowitz reca.ls with relish one response from a big 
west coast label: "The guy said, 'Hey man, it's not metal, it's 
not dance, I can't use it.' I said, ' Then you're an asshole!' 
He said, Whadaya mean?' I said, 'YoJ're so targeted? Then 
you're stupid, this doesn't belong here, goodbye.' That one 
was fun." 

Berkowitz got a better listen in the office of Andy Funrmann, 
who had just come over to the Capitol Records New York 
A&R staff from Ze, an indie lapel noted for Kid Creole, Lydia 
Lunch, Cristina and Alan Vega. Says Berkowitz, " I lad 
worked with Andy when Rick Ocasek produced the iast Alan 
Vega at Syncro Sound, and he was real interested, even 
came up to Boston and saw them a few times. I thougnt it 
was very interesting that a big, established ,abel would take 
such a left-field guy and place him right in the middle of 
things. You have to find one person who really believes and 
then use their power in the company to have it roll over. Andy 
really believed, they had just hired him, they were paying 

him money; obviously they would pay attention to him." 
"Well, I believe they didn't hire me to be like everybody 

else," Fuhrmann says modestly. "They didn't want to change 
me, they hired me or what I see and think about. You've got 
to keep things fresh, things have to change a bit. I see the 
rebirth of a serious underground music movement and I look 
forward to it. It has to happen, homogenization of radio can't 
go on. Something's got to give. Things are going to start 
popping up. 
"One thing about Push Push that I love is that they're not 

a bunch of spoiled brats, they haven't had every piece of 
new equipment they've ever wanted. Dennis was a janitor, 
Dave and Adam we-e working in a grocery—God, that's what 
it's all about. It sounds like a fabricated story! It's great, 
because they're real people, and that honesty is reflected 
in their music. As things become more technological and 
synthesized and processed, I think humans are craving real 
sounds, that human element.Push Push has that element." 
Buoyed by Fuhrmann's enthusiasm, Capitol paid for a 24-

track tape in August of 1984 in a fairly convertional demo 
agreement. It was the first test of Berkowitz's philosophy of 
recording: " I don't see where the recording studio is the 
place where you work the material out. The songs and the 
arrangements should already exist. Certainly great perfor-
mances and inspired production and extended pals of 
songs can happen in the studio, but to just go in and see 
what happens is ridiculous." Taking the producer hem, he 
suggested a rap intro be put on one of Brennan's tunes, 
"This Kind Of Love." The singer "hated the idea! I said this 
is crazy, and then I heard it and it sounded g'eat. Steve's 
whole idea was, 'What are you worried about? It's fun, it's 
for fun." Berkowitz shrugs modestly: -I thought it would be 
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a great quick history of rock ' n' roll—from Afrika Bambaataa 
to Buddy Holly in twenty seconds." Later that fall, the taut, 
snarling "This Kind Of Love" became a Boston hit, topping 
WBCN's local charts for four weeks. 

At this point in his signing strategy, Berkowitz was still 
going for all the cookies: "We did try to work out a full-blown 
deal right away," relates Fuhrmann. "Steve, like any good 
manager, is going to want the best and the most for his 
group. But the consensus in the company was that they were 
just not ready yet. Capitol is very careful; we don't sign things 
unless we're pretty sure. We don't sign ten acts a month and 
throw 'em against the wall and see if they stick. Things take 
time to develop." 

Other things took time. East coast v.p. of A&R Bruce Gar-
field, who had liked the band and approved the demo deal, 
moved over to Capitol's sister label, Manhattan (Berkowitz: 
"This company's so incestuous!"). Fuhrmann's superior was 
now v.p. Don Grierson on the west coast. "Don wanted to 
go forward," Steve recalls, " but the way he wanted to go 
forward I wasn't pleased with. I wasn't convinced that he 
was convinced, and I knew I had to convince him further. I 
don't remember whether what we finally did was Don's idea 
or mine, or all three of ours. And so we came up with the 
idea of the development deal." 

All could agree that one barrier to Push Push's full potential 
was their economic support system, however a good source 
of song material it was. Says Fuhrmann, " Here was a situation 
where the band couldn't really rehearse every day and have 
day jobs. They had to concentrate on their music and come 
together as a band. Although they'd been playing together 
for a long time, they'd never had the luxury of being a band 
first. They'd go gigging in Providence or New Hampshire 
and have to start work the next morning—that's different than 
knowing you can get up and write something. There was 
clearly some talent there that needed to be nurtured. Labels 
need to experiment, to try things out. It's important to not 
always do a huge deal, to find out what you may be able to 
find out for a bit less money. That's the corporate side of it. 

"I can say that the amount of money it cost Capitol enabled 
the band to quit their day jobs. The actual figure isn't that 
important because if the band were living in New York it 
would be more and if they were living in Raleigh/Durham it 
would be less. We didn't give 'em a fortune certainly, because 
I think you still have to be hungry for it." Berkowitz adds, " It's 
poverty-level wages, yet it's not too different from the jobs 
they had before. They only made $150 to $200 a week any-
way." 

Capitol also agreed to fund another demo tape at the end 
of the four months if not satisfied with the band's progress. 
What did the label get in return? "We've legally secured 
certain assurances," says Fuhrmann. "We have first rights 
to this band, and the option to match a later offer built in." 
Berkowitz feels they bought something else: "They're buying 
insurance that they're not going to waste three or four 
hundred thousand dollars. They're buying insurance that this 
band will make a good record, because at the end of four 
months we're going to know whether we have a good album 
here or not. And if we do, great—we already know how to 
play it! And because it'll cost the company less to get a good 
product, they're going to be far more willing to spend that 
money on promotion." 

Still, to the practiced cynic, the advantages seem to accrue 
more to the band than the company. "Well, it's the chance 
you take every day," says Fuhrmann philosophically. You 
could take the same chance by giving a thousand dollars 
to a band for a demo. If you pass and someone else signs 
them, well, we can't be everywhere all the time; we can't 
always make the right decision, we're not superhuman. And 
things like this will happen all the time—another company 
finances demos and we'll end up with the band. When the 
day is over, it evens out." 

Thus in November Push Push began its daily regimen in 
a laundromat cellar a few blocks down the right-field line of 
Fenway Park. The consistent work paid immediate dividends 
in tightness, but far more valuable was the band's willing 
experiments. With Berkowitz as "coach" and producer, 
Brennan's songs were relentlessly taken apart and reassem-
bled under with the band's new motto, "We try anything!" 
"Because the group's influences are so varied," drummer 
David Birmingham says, "the music is inherently give and 
take. Sure you get attached to parts, but the one thing I've 
learned is that you have to have the freedom to try ideas 
and listen to them on tape." 

"That's what makes us a band rather than a project," adds 
Jay Feinstein. "We'll try eighteen different things for one sec-
tion, tape it in the room with our boom boxes, and go home 
and listen to it while we eat. And then Steve will come in and 
go, 'Now let's try this. "That's grown very well in the past 
year," Berkowitz nods. "As he said, David used to not want 
to try stuff, had to think about it, had to ponder it for a while. 
Fortunately for everybody, and me too, that's just changed. 
Of course there are times when I'll harp on a part: 'Ya gotta 
do this, ya gotta do this!' and finally they'll all say NO." 

For Dennis Brennan, one of the most compelling singer/ 
songwriters to come down the pike this year, the four-month 
practice period led to many more songs. Brennan's lyrics 
explore the obsessive, desperate quality of sexual love and 
painful, compromised relationships. "Anybody who writes 
lyrics in this band takes a real- life stance," he shrugs. "There's 
not a lot of glossing over and making things happy. We're 
not into English poetry. It's more direct." Still, when Brennan 
pens a song about criminal chromosomes called " Extra Y" 
and spits out punch lines like "This kind of a love is just a 
big, big fuckin' mistake," will fantasy-drugged pop program-
mers be scared off? "Well, it may not be the most commercial 
thing," he says, " but then again, people can't go on avoiding 
conflict forever." 

Another growth process was taking place: Brennan, once 
a reticent, ambivalent stage presence, began to open up. 
As Andy Fuhrmann explains, " I think vocally Dennis' whole 
attitude has changed. In the beginning he had some prob-
lems—he was too excitable somehow, he would just choke 
up. There's a certain calmness now which is enabling him 
to sing better." As November became February, Fuhrmann 
became more and more impressed with the changes in Push 
Push: " It's just incredible what happened. It's really given 
them a chance to blossom, taken a lot of stress off them and 
given them a certain confidence. It's the confidence any new 
band gets when they hear their album or see their video for 
the first time, or sees their first interview in print. Suddenly 
they start to see who they are. I always say you can't see 
the back of your head when you're walking down the street." 

Push Push was also aware of a change: " It's been a big 
catalyst for us, given us the chance to be what we are," 
enthuses Birmingham. "We get to spend the time to delve 
into the music and I think we've gotten a lot closer musically 
and as a result of it, a lot more coherent ideas." "The band 
has gotten a lot better," says Steinberg bluntly. The songs 
are improving, they're more easily adaptable." "We're starting 
to figure out who we are, what we sound like," adds Brennan. 
"Which is nice. And then in a while we'll have to change so 
we don't get boring to ourselves." 

Although an essential facet of the arrangement was the 
enlarged opportunity for the band and manager to "be our 
own A&R department," Capitol kept its hand in. Fuhrmann 
was in touch regularly during the four months, offering crea-
tive suggestions; as he puts it, "There's no point in doing 
this if you can't say, ' Listen, you gotta do this.' Then it's not 
a partnership." To allow Fuhrmann the maximum opportunity 
to steer the project, Push Push recorded over twenty-five 
new songs and asked him to suggest which ones to work 
on. " If it makes the company happy to like six of the songs 
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modulation. Up to 87 key-
board splits and up to 6 layers. 
EXPANDED SEQUENCER 
MEMORY. Expand the Kurz-
weil 250 Sequencer to an 8.000-
note capacity spread over 12 
polyphonic tracks. Full edit-
ing capabilities include loop-
ing, quantization, individual 
track editing and volume con-
trol, and individual note edit-
ing. 
Experience the Kurzweil 250 
at your local Kurzweil 
Dealer. ( For a demonstration 
cassette send $6.95 to Kurzweil 
Music Systems, Inc. P.O. Box 
863, Providence. R.I. 02901. 
MA residents add 35(Z tax.) 

KURZWEIL' 
YOU CAN'T TEL THE DIFFERENCE. 

See us at NAMM booth #740 



more than the others, great," says Berkowitz. 
But a major unresolved issue was whether Berkowitz would 

become the official producer should Capitol sign the band. 
A vigorous band discussion on the risks of using an untried 
producer on their crucial first album found the band members 
militantly pro-Berkowitz, even if there was some sacrifice in 
expertise. " I personally don't want our record to sound like 
the latest up-to-date thing," opines Brennan. " I have a friend 
who made an expensive record a few years ago, and it got 
lost in the production, sounded like everything else. It died 
a thousand deaths and it deserved to. I would rather go in 
and make something that didn't sound as up-to-date as long 
as the songs get across and hit somebody in the gut." And 
if the record company likes what he's done so far, why impose 
someone else and risk screwing it up?" rejoins Birmingham. 
"It's not smart business." 
As the development period wound down at the beginning 

of March, 1985, a new complication ensued: Capitol's A&R 
staff of eight lost five members. Fuhrmann was not only un-
able to assemble a quorum for a decision, but became 
deeply involved with both Katrina & the Waves and the Power 
Station. The subsequent success of both greatly enhanced 
Fuhrmann's clout within the company and increased his 
chances of spreading his undimmed enthusiasm for Push 
Push, but the extra months waiting became frustrating for 
the band and its manager. To shore up what he perceived 
as a possibly eroding negotiating position, Berkowitz circu-
lated a 2-track live tape the band had done in February to 
at least twenty other labels, receiving far more interest than 
his first pass the year before. Since Capitol still had the rights 
to the band, this was as much show as exploring real alter-
natives. Fuhrmann was aware of Berkowitz's activities, but 
remained cool about the overdue deadline: "Sure, decisions 
have to be made. On paper there are deadlines, because 

a contract is a contract, but both parties mutually understand 
you can't suddenly say, 'This is it.' This is a partnership be-
tween the band and us; you enter into these things with a 
smile on your face, and in this case it's still a smile. I love 
the band—that's why we did the deal in the first place. I think 
the most zen way to leave it is that whatever happens will 
be the right thing." 
Fuhrmann adds that the extra months seem to have helped 

the band, especially their stage presence. At an April 
Paradise show opening for Tommy Keene, Push Push put 
on what Berkowitz called its best set ever—the contrast be-
tween that and a small-club gig the writer saw in November 
was marked, especially in the band's overall animation and 
focus. David Birmingham's drumming seemed a quantum 
leap stronger and Adam Steinberg's tougher, more high-watt 
approach looked good on him. Fuhrmann saw the band a 
week later and heartily agreed. By early May, with Capitol 
having replaced three of its five A&R staff, the day of decision 
finally seemed near. 

Given how much Push Push had accomplished in six 
months of accerated development, what advice would 
Fuhrmann give to other young bands looking to get signed? 
"In general, even if their ideas are good, it's important that 
they make other people—a mass audience or A&R and mar-
keting executives—understand them. It becomes a question 
of communicating ideas more effectively. Even a great band 
needs to give their company and their audience a little bit 
more, maybe a melody line you walk away humming. What 
you think is obvious isn't necessarily obvious. You have to 
animate yourself onstage. It's a thin line. Being more acces-
sible without compromising. The band has to remain true to 
what they're trying to do. I think it's possible. Katrina & the 
Waves were hell-bent on not compromising and still made 
a terrific album. I think Push Push has the same goods." El 
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"iNunuark Electronics Corporation 
503 Raritan Center, Edison, NJ 08837 • (201) 225-3222 

See us at NAMM booth #323 

The DM 1900 is Numark's top-
of- the- line stereo audio mixer: 

an easy to operate studio 
quality console with built-in six 

equalizer, designed to 
every professional need, 

Its outstanding features 
include complete front-
panel operation, a fast-
ting 12 segment, multi-
red peak reading LED 
output meter and easy 

mixing of sound- on-
sound recordings for 

king video and movie 
sound tracks. There's a 

switchable sound 
processor loop facility 

for adding effects 
dey es. Three phono/one tape or 
two phono/two tape stereo capa-

bility. Independent left and right channel 
volume controls. The DM 1900 matches any power amplifier 
with its variable output selector. A two "talk over" switch 

provides smooth professional voiceovers. Easy-access 
headphone input comes with separate volume control. 

The DM 1900 is available at select Numark Professional 
Products Division Dealers. Suggested retail $615.00. 

For more information about the DM 1900 or Numark's complete 
line of professional products, please write or call 

Paul Friedman, National Sales Manager. 
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We engineered this synthesizer so you 
don't have to be an engineer to play it. 

The CZ-101, $499. 
Casio thinks music should be 

an al, not a science. So we devel-
oped the first digital synthesizer you 
aonit have to oe a PhD in electronics 
to play. Fop while i: gives you the 
bright, crisp performance of a digital, 
it's as easy to program as an analog 
synthesizer. 

Our CZ-101 will let you create 
not just fantastic music, but fan:astic 
sounds as well. And sound for 
sound, it can be placed on the same 
muse stand with the bes7synthesiz-
ers on the market today. 

Sound unbelievable? LÈten to 
these features: a 49 key polyphonic 

keyboard: 32 sound memories-
16 permanently pre-set and 16 inter-
nally programmable; optional RAM 
cartridges storing up to 16 sounds 
pe- cartridge; MIDI in, out with 
multi-timbral capabilities; separate 
8-stage envelope generators for pitch, 
filter and amplifier; polypnonic 
portamento; an optional battery 
operated amp/speaker tnat makes 
the whole system portable. And the 
list goes on. 

But perhaps the most remarkable 
thing about the CZ-101 is that not only 
is it easy to play, it's easy to pay for 

So if your fingers are 
fabulous on a keyboard but Where miracles n 

all thumbs when t comes to things 
electronic, get a Casio CZ-101. or a 
Mile money you could make it verybig. 

8 lb. Amp/Speaker $129.50 

CAS I 0 
ever cease 

Casio. Inc. Electronic Musical Instrument Division 15 Gardner Road, Fairfield, N.J. 07006 New Jersey (201)575-7400, Los Angeles (213)803-3411. 
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This is the second 
most powerful tool for 

making music. 
The first is your ear. Because nothing 

can take the place of its musical abilities. 
The second is YCAMS, the Yamaha 

Computer Assisted Music System. 
YCAMS currently consists of the 

QX1 digital sequencer/recorder. The 
TX816 FM voice generator system. And 
the RX11 (or RX15) digital rhythm pro-
grammer. Three machines operated by 
one musician that can sound like multiple 
instruments. And no machine. 

At the heart of this incredibly pow-
erful system is the QX1 sequencer/re-

corder. It gives you the total musical 
control and creative freedom to compose, 
edit your compositions, and record them. 
As well as coordinate live performances 
on MIDI-compatible instruments. 

The QX1 can memorize real-time 
compositions played on most MIDI-
compatible instruments (such as a DX7). 
Then modify, edit, and perfect those 
compositions to a degree that no machine 
has been able to before. 

Or you can compose directly from 
the QX1 in step-time. Then modify 
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and rearrange any part of the composi-
tion. Its built-in disc drive can store up 
to 80,000 notes on a 5'4" floppy disc. 

The QX1 can also act as the control 
center for a large group of MIDI-com-
patible instruments for either live or 
recorded performance. And because the 
QX1 records music as digital infirmation, 
not audio signals, you have unlimited 
overdubbing capabilities with no distor-
tion or noise. 

If the QX1 is the heart of YCAMS, 
the TX816 is the voice. 

Here is the power of eight DX7's. 
Each able to store up to 32 voices ( preset 
or programmed from a DX1 or DX7) con-
sisting of 145 voice parameters and 23 
function parameters. Each made easily 
accessible for live and recorded perform-
ance by an ingeniously simple switching 
system and MIDI-compatibility. 

And then there's the heartbeat 
of YCAMS, the RX11 (or RX15) digital 
rhythm programmer. 

All its drum sounds are digital 
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recordings which can be patterned in 
either real- or step-time. And controlled 
to a resolution of 1/192nd of a beat. 
Which along with the SWING function 
give the RXll a distinctly human feel. 

But there's really no way the printed 
word can fully convey the power, the 
scope, and the sound YCAMS offers the 
serious composer and musician. That can 
only be done by using the most powerful 
musical tool, your ear, to listen. So we 
suggest you go to your authorized Yamaha 
Combo Products dealer for a complete 
demonstration. 
For oomplete information. write: Yamaha International Corporation, Combo Products 
Division, P.O. Box 6600, Buena Park, CA 90622- In Canada, Yamaha Canada Music 
LW., 135 Milnei Ave., Scarborough.Ont. MIS 3RL 



STUN& 
SWING SHW 
A POLICEMAN 
BECOMES A PRIVATE EYE 
BY VIC GARBARINI 

H
ey, are you awake yet? Is anybody there...?" 

Aaarrgghh! I groan inwardly and make a feeble attempt to roll 
myself to the other end of the bed, desperate to escape from 

the squawking voice in my answering machine. What kind of an asshole 
would call at 9:00 a.m. on a Saturday morning without.... 

"Look, this is Sting in London, and I need to talk to you about...." 
Okay, I'm awake. I'm awake. I leap out of bed and grab the phone. 

"Hi, I'm here. What's up?" 
"Hope I didn't wake you." ( Me: " Nah, you kidding?") " I've got a job 

for you, if you're interested. Remember in the fall when I told you I wanted 
to work with some jazz musicians on my solo album? Well, do you think 
you could help me get a band together?" 

"I'll give it a try. How many pieces?" 
"First of all a keyboardist. That's the foundation. And I'll need a drum-

mer, saxophonist, and maybe a trombone...and a bass player. I'll play 
guitar and dabble with the Synclavier a bit. I guess what I'm looking for 
are jazz musicians who'd be willing to play pop and maybe stretch 
the boundaries of both." 

"Okay," I decide, clearing my throat and putting on my critical perspec-
tive, " I think what you're looking for are some of the younger generation 
of black jazz musicians who've grown up listening to funk and rock. 
They have a lot of the same cultural signposts as whites the same age. 
The trick is for them to acquire the sophistication to move easily through 
the culture without losing the passion and spontaneity that made earlier 
black music so vital." 

"You think guys like that will want to play with me?" he asks doubtfully. 
"I don't think that's a problem. The jazz community feels the Police 

are hip. One person I'd recommend off the top of my head is Branford 
Marsalis. Remember I played his and his brother Wynton's album for 
you this summer? VVynton's gets all the acclaim, but Branford is just as 
brilliant. Miles called him the ' greatest saxophonist since Coltrane. -

Michael Putland/RETNA LTD. 





"I loved that album," enthuses Sting. "But you don't audition 
someone of that caliber. Go ahead and ask him if he's in-
terested." 

"I think he will be. He told Andy the Police were his favorite 
pop group. Knew all the tunes. If you'd like, I'll set an audition/ 
workshop thing and bring in a few people for you to hear." 

"Sounds great," offers Sting. " I'll be over in mid-January. 
Do you think I'll get any negative reaction from people think-
ing I'm being the imperialistic white rock star? Or from ra-
cists?" 

"I'm not sure. Why, you worried?" 
"Yeah," he laughs, " I'm worried it won't cause any trouble." 
"What kind of music should I tell them they'll be playing?" 
"The same stuff I played for you when you were over here 

this summer. God bless and thanks." 
"One more thing. Do these guys have to supply their own 

blond wigs?" 
(Long pause) "Goodbye, Victor...." 

Late Summer 1984, London 
I follow the music through the kitchen of Sting's north London 
home, and past the billiards room. I find Sting sitting in a 
small cubicle. The tiny, closet-like space is crammed with 
various guitars and basses. Yellow legal pads filled with 
lyrics- in-progress spill across the desk. A lilting, offbeat 
waltz—all piano, bass and drums—pours forth from the 
Yamaha Portastudio in front of him. As I come up behind him 
he grins wryly and pretends to hide the hefty, bright yellow 
book he'd been engrossed in. 

Filled with a sudden journalistic Lust for Truth, I snatch the 
book from his hands. Walker's Rhyming Dictionary of the 
English Language. Sting cheats! "Okay, okay," he laughs 
boyishly. " I confess. I use a rhyming dictionary 'cause it's a 
great tool." He turns up the music and reaches for some 

battles took place. Of course, the poppy is a symbol of death 
in that heroin comes from poppies, and so in the third verse 
I link that with the ghastly industry built up around people's 
addiction to heroin." 

Sting pauses, lost in thought for the moment. Suddenly 
he's up out of his chair and bounding towards the kitchen. 
"C'mon," he calls. " I'll play you the rest of the demos." Midway 
through the sunny kitchen we spot Sting's six-month-old 
daughter Mickey, playing on the floor. Sting hands me an 
acoustic guitar and suggests I play something for her. I awk-
wardly pick out an old folk tune. Mickey stares blankly at me 
and drools. " Not like that," he grumbles, grabbing the guitar, 
"like this." He knocks out a chugging Chuck Berry rhythm 
and stomps a steady four with his right foot. Mickey rises 
unsteadily to her feet and commences a wobbly but en-
thusiastic dance, a look of sheer delight plastered across 
her tiny face. "That's my rock 'n' roll baby," Sting coos. He 
gently scoops her up and plants a tender kiss on her nose. 
"The new album is just crawling with kids," he says. 
The living room is cozy and comfortable, all light, muted 

earth colors suffused with the cheery glow of the working 
fireplace. Sting pops a cassette into the tape player and 
curls up on the couch like a sleepy lion. "See if you can 
catch the references in this one." 

It's a haunting ballad called "Moon Over Bourbon Street"— 
a melancholic melody sung over a synthesized orchestral 
arrangement. The song's protagonist seems to be harboring 
some dark, terrible secret. 

"Bertolt Brecht," I suggest. "Or Kurt Weill. Threepenny 
Opera?" Sting seems pleased. "Yeah, I've been studying 
Brecht and Weill the last few years. They're master storytell-
ers. But can't you guess who the song's about?" I shrug, 
mystified. 

"A vampire." Sting smiles wanly. " It's told from his point of 
view. I wrote the song very late one night in the French 
Quarter of New Orleans. It was a full moon, the streets were 

"I exist in a perpetual state of hysteria. I cry 
a lot. I'm moved easily by a chord progression." 

notes. " I'm working on juxtaposing these two sets of images, 
one about the First World War and the other about heroin 
addiction in the 80s, with the poppy as the unifying image. 
And I'm trying to make it all fit this reggae waltz." I look 
skeptical. 

I know he's a wiz at reconciling and blending disparate 
musical and lyrical ideas. But a pop song linking World War 
I and smack? And in waltz time? 

"Look, you've got to trust me on this. It'll come together. 
Nobody uses waltz time anymore in pop music, except in a 
cliched sentimental way, which is a shame. There's real ten-
sion in the way that three pushes against the four." I remind 
him that the First War isn't remembered as vividly in the 
States as in England, where almost an entire generation was 
lost in the trenches. 

"You grow up with it over here," he responds quietly. "One 
of my first memories as a child was of living very close to 
the war memorial in my hometown. There were two statues 
of soldiers with their rifles turned towards the ground, and a 
plaque with the names of hundreds and hundreds of the 
local young men killed in the GreatWar of 1914-1918. It looked 
as if the whole male community had been wiped out—which 
wasn't far from the truth. It's all really a function of the ignor-
ance of the people who sent them over there. In England 
we have Remembrance Sunday," he continues. "Everyone 
wears a poppy in their lapels on that day, which I think is a 
reference to the poppy fields of Flanders where a lot of those 

empty, and t remembered very vividly a book by Anne Rice 
called Interview With The Vampire. It's about a well-educated 
gentleman who becomes a vampire. But he's been left with 
a conscience, which is tragic for a vampire because he has 
to do all these terrible things. It's basically a song about 
loneliness and alienation. But it's also about being pulled 
toward things you know you should stay away from." "Just 
like most of your songs," I add. 
Now we're into "Set Them Free." It's more up-tempo than 

the others, very catchy. Seems the most likely single. The 
song's theme is intriguing and paradoxical at first glance: 
having to let go of people to come into contact with them in 
a deeper and more satisfying way. I remark that, for me, this 
song is the antidote to the enervating paranoia of "Every 
Breath You Take." 

"You're right," Sting agrees. " It is a paradox and a compan-
ion piece to ' Every Breath You Take,' which I consider to be 
really a quite evil song about surveillance and controlling 
another person. The fact that it was couched in a seductive 
and romantic disguise made it all the more sinister for me. 
Having lived through that feeling in quite a real way and 
seen the other side, I think the highest tribute you can pay 
another person is to say, ' I don't own you—you're free.' If 
you try to possess someone in the obvious way, you can 
never have them in the way that really counts. There are too 
many prisons in the world already; we don't need a prison 
in every home." He pauses for a few moments, then sits up 
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Dr. FrankenSting Stands For a Formal Portrait. 

as if to emphasize what comes next. " It's not just a clever 
thought; it's a genuine feeling. I've lost the emotion of 
jealousy, I really have. Same people may see that as being 
cold...." 

"It could," I suggest, "be just an excuse to avoid making 
commitments." 

Sting stretches out on the couch, staring at tne ceiling. 
"Well, Ido seem to be the type of person pegole like to trap. .." 

"Trap how?" t wonder. 
"In relationships I feel very susceptible to entrapmem. I 

see the bars go up and I try and escape, usually in the most 
violent and vicious way. I've destroyed one person totally; 
I've left people in a bloocy pulp as I've fed the bars go up. 
If anything, 'Set Them Free' is a kind of warning. I'm not really 
into the idea of permanent relationships. I find that phoney, 
shallow and unrealistic in many ways. That's not to say the 
relationsftps I have are in any way inferior. I think they're 
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more intense because of that belief." 
Like many of Sting's positions, this one reflects both his 

strengths and weaknesses. Might as well pursue the point 
with him in another arena. Well, I assume this applies equally 
to your relationships with Andy and Stewart?" 

"I have to be honest about this," he answers with just a 
hint of irritation. 'There's no point in being in a group just for 
the sake of being in a group—in carrying on forever just for 
sentimental reasons and getting to be an dd man and always 
a member of some fucking gang. That's not my way. The 
only reason to be in a group is if you have a unified musical 
idea. The old idea that the Police had has been taken to its 
logical, monumentally successful conclusion. The temptation 
is to sit in that rut and carry on and get al' the acclaim and 
all the money—and that's wrong. I'm not saying that we're 
breaking up. But this time away is very ;mportant so that we 
can not be inthe group. If there were afresh way of presenting 
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the Police and creating music together, then the Police would 
play again. But I don't want to become like all the other aging 
rock groups—bonded together by panic. I'm not fearful of 
losing success or not being in the limelight." 

"Yes, but being one of those rare artists who can get across 
to vast numbers of people while still maintaining your artistic 
integrity, you almost need to sustain a certain level of popu-
larity. Not for egoistical reasons, but because having a wide 
impact is part of your artistic purpose." 

"The real pull is between needing to stretch yourself as a 
musician and needing to stretch your audience at the same 
time, and yet being held back by inertia. And you're right, if 
it is important to communicate to a lot of people then you 
can only hope to stretch so far. But that's where the creative 
tension is for me. I like the challenge of writing songs that 
are both accessible and stretchy. Speaking of which...." In 
an instant he's up and heading for the stereo. " Here's another 
one I put together on the Synclavier.""In Europe and America/ 
There's a growing feeling of hysteria...." A Slavic, minor-key 
melody trudges through an almost nineteenth-century class-
ical orchestration. The theme is the growing tension between 
the U.S. and the Soviets. What saves the song from being 
a mere rhetorical exercise is the way he delivers the line, " I 
hope the Russians love their children, too." I admit that, at 
first, the song struck me as didactic. 

Sting agrees: "That line about them loving their children, 
too is self-evident, isn't it? Of course the Russians love their 
children, but I don't think we're meant to think that. If we're 
to consider them our enemies it would be easier if we thought 
of them as being unfeeling, robotic, insects almost. I'm not 
defending the Soviet model at all," he insists. " I'm just saying 
that if we're going to save ourselves we have to learn about 
them and they about us. I don't know how they'll react. Maybe 
they'll think, 'Who the hell is he to even imply that we don't 
love our children!' That might piss them off. But really, the 
song's neither pro-Western nor pro-Soviet...it's pro-children." 

Sting flips on the TV and we settle down to watch Top of 
the Pops, Britain's weekly pop extravaganza—and obligatory 
viewing for everyone under twenty-five. " I forgot something, 
I'll be right back." Sting bounds off into the kitchen and 
quickly returns with a bowl of orange rinds, bits of banana 
and other week-old fruit. On TV a well-coifed wimp bleats 
out some pseudo-Motown over a whining synth. Thunk. The 
first orange rind hits the screen. Sting's girlfriend Trudy Styler 

rolled into one." 
"Sadness is something to work with to enable you to get 

to something deeper," I suggest. " It's not an end in itself. 
You sometimes seem to dwell on it a bit much...." 

"But there's more to my life than sadness." Sting replies. 
"There's a great deal of happiness in my life. I don't just mine 
sadness. I have written happy songs...I wrote a happy song 
once... now what the fuck was it called." We both laugh, leav-
ing the main road and entering the woodlands of the 
Hampstead Heath. 

"It certainly does me good to excavate my feelings," he 
admits. " I certainly don't have to dig very deep. I exist in a 
state of almost perpetual.. . hysteria. I cry a lot. I'm moved 
very easily by a chord progression, or a painting or...... 

"A movie like Amadeus," I suggest. 
"That's easy. it's engineered so you'll cry.... God, when they 

threw his body into that common grave and poured quicklime 
on it.... Things that are beautiful move me. I think life, in many 
ways, is very beautiful and very sad at the same time. All 
I'm doing is pulling those things out and expressing them. I 
haven't really analyzed it that much. It just seems to work 
for me. 

"The Romans had a great word. They'd describe how they 
felt after meals as ' satis.' ; t's the root of ' sad' and 'satisfied'; 
after a meal you feel those two almost conflicting emotions." 
Being around Sting you become sensitive to the seeming 

contradictions in his character. Most striking is the contradic-
tion between his public and private selves. The public image 
is well known by now: The regal, leonine bearing, the self-as-
surance bordering on arrogance—the charismatic, golden 
machine. The outer facade is real, but only a facade. 
What's behind the screen? The ghost that inhabits the 

machine. It is odd how like a ghost he can be at times. 
Behind the edifice is a surprisingly gentle, reflective soul 
quietly assessing the world around him. But the polarities 
between the inner and outer man, between the lion and the 
lamb are apparent. He is aloof yet dependent. Impervious 
yet terribly vulnerable. He's a loner who longs for commu-
nity—for a chance to brirg people and ideas together. He 
is self-directed and self-willed, yet seeks advice, and criti-
cism, from those he trusts. He's devoted and loyal, but fears 
commitments; sensitive yet oblivious. Behind that cool ex-
terior beats a heart not merely warm, but incandescent. But 
then, there has to be an invisible sun, doesn't there? 

"I don't want to become like all the other aging 
rock groups bonded together by panic." 

joins us. Trudy is currently starring in a West End play entitled 
The Key to the World, in which she plays a degenerate rock 
critic. In real life, she is bright, sensitive, and gutsy enough 
to tell the old man off when he needs it. Sting throws on a 
heavy tweed jacket and we head out to walk his dog. Sting's 
hair is still quite long from his role as Dr. Frankenstein in The 
Bride. I ask about the picture as we amble through the cob-
bled backstreets of Hampstead. Sting explains that as Frank-
enstein, his character deteriorates until he emerges as the 
true monster. Not this again. " Look, why do you find evil so 
seductive?" 
"Because I feel it's one of my potentials to be evil. If you 

don't become aware of that part of yourself it can control 
you from behind the scenes, so it's good therapy." 

"Sometimes I think you also fall in love with your own melan-
choly." 
"My stage act is hardly morose. I'm far from that. Some 

people paint me as the Prince of Doom or the blonde Apollo 
or whatever, and I'm not any of those things. I'm many things 

Sting admits that beneath his placid exterior he's often 
"hysterical." His emotional life is deep and volatile, but rarely 
breaks through the surface. Yet he taps into those subterra-
nean pools for his work. Like most Englishmen, he's uncom-
fortable with his feelings; he fears that being open to his 
emotions will lead to loss of control. Yet like most artists, 
Sting's feelings control his art. The tension between needing 
and fearing his deepest emotions is palpable. 

In Sting's studio there's a Munch print of the artist's sister 
standing terrified on a bridge, her mouth a frozen oval of 
terror. It's called "The Scream." With all the attention and 
adulation directed towards Sting's public image, there's a 
danger of becoming a persona with no person behind it, a 
constant temptation to take the path of least resistance and 
live inside the charismatic, golden Machine. That, to his cre-
dit, is Sting's nightmare. He fights the threat of spiritual stag-
nation by constantly challenging himself, forcing himself to 
take inner and outer risks. 
Back in the forest we've come to an open meadow domi-
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Bert°It Brecht? Kurt Weill? Walker's Rhyming Dictionary?! 

nated by an eighteenth-century manor house. reminded 
that Keats and Shelley lived in this neck of the woods. " I've 
had another of those strange dreams," confides Sting as we 
watch the sun dip below the treeline. "There was a wise man 
in it, and he was forcing me down a well—trying to drown 
me in it. I was frightened, but I didn't resist because I some-
how knew it was good for me. Strange." 
We sit in silence fo" a while. " I've got this idea I want to 

talk about," he offers. ' I've beer think ng about working with 
jazz musicians on the solo album. How about if I just give 
you :he checkbook and you go and hire me a band?" 

I laugh. 

January 1985, New York City 
Sting pops a cassette of Branford Marsalis' Scenes In The 
City into the limo's tape deck. We are heading downtown to 
catch Branford's set with Larry Willis. "Solstice" is the tune. 
"That sounds like Coltrane," says Sting, amazed. I tell him 
that Branford's gotten flak for allegedly copyirg Coltrane and 
Wayne Shorter." "Why would he want to work with me?" Sting 
asks. "Because he's not a strict jazz purist like Wynton," I 
say. "He thinks you're a great musician, the best in your field, 
and he admires that, Heli, he told me he was out there at 
Shea Stadium for the Police show, screaming his lungs out 
with the rest of them." 
We arrive at the duo just as Marsais takes the stage with 

Willis quintet. "So is this gonna knock my socks off?" asks 
Sting. I smile. Mary Ellen Cataneo, the Columba pub icist 
who first introduced me to Branford, leans across the table. 
"What the hell are we going to do if they don't like each 
other?" she whispers. For a moment I try to picture myself 
explaining to Branford how there's this slight problem, and 
he won't be needed after all. As the first twinge of nausea 
hits I block the whole question from my mind. 

Marsalis steps up :o the mike and uncoils a mesmerizing 
solo :hat demonstrates his abilFty to bring fresh ideas to the 
tradition that he's absorbed and mastered. Sting is delighted. 

"The man can certainly play the saxophone," he enthuses. 
"And he's not just playing from his head. When a truly great 
musician plays it's almost a sexual thing, and Branford has 
that." After the set Sting gives Branford an affectionate hug. 
Over dinner the two musicians trade stories. Sting reminisces 
about his days playing trad jazz in Newcastle clubs, while 
Branford recalls himself and Wynton learring P-Funk tunes 
for his high school band. They talk about integrating their 
respective musical approaches and Sting asks what Bran-
ford hopes to get out of the collaboration. " Basically, if you 
want to play saxophone today in a pop context, you have to 
base everything on King Curtis. You learn all your clichés, 
and where to drop 'em," says Marsalis. " It's not King Curtis' 
fault—it's all these guys who are coming along and doing 
poor imitations of h m. I'm not going to even deal with that. 
I'd like to take some of the things I've learned from playing 
jazz and apply them in a new way. And a lot of that comes 
from Wayne Shorter." Sting expresses his admiration for 
Shorter's work with Weather Report. "Wayne has a fantastic 
knowledge of traditional harmonies," explains Branford, "and 
as a result he could extend those harmonies and spread 
chords out to previously unknown parallels. To the conven-
tional ear it sounded 'out. - Branford shakes his head. "Critics 
sometimes call the stuff Wynton and I do 'out,' but it's not. 
We're playing on chord structures, but not the way they did 
forty years ago. The stuff we're doing is based on tradition, 
but it's not traditional. We're not archivists." I ask if he believes 
it's necessary to work through a tradition. " Most definitely," 
he insists. "We have guys who are playing avant-garde music 
now who can't even play a twelve-bar blues. That's not what's 
supposed to be happening, man. That's retrograde." 

"But," I counter, "some people who aren't technically ac-
complished can stil put an incredible amount of presence 
and spirit into their music, often more than the technically 
proficient people." 

"Yeah, that's true," admits Marsalis. " But that doesn't make 
what they do jazz. Jazz is a standard tradition with certain 
laws and strictures, like classical music. I mean, you can't 
say, 'Well, I don't have the technique to play Bach but I'll 
just do my own interpretation of it and it'll be cool.' At this 
point in my life I'm not listening for feeling. I'm listening for 
lyricism, I'm listening for the conjunction between melody 
and harmony. It's a very analytical approach, but that's what 
I'm working on at the moment. The feeling deepens as you 
get older." He laughs. " I'm only twenty-four!" 
As we leave the restaurant Sting pulls me aside. " Bran-

ford's fantastic. He's going to be a star, I'm sure. But does 
he ever just cut loose onstage and let it rip?" 

"Not in this context," I answer. "That's why I introduced 
him to you." 
One down. Three to go. 

Tuesday, January 15 1985 
A steely, choking wind sweeps down Ninth Avenue outside. 
The wind chill factor plunges to a brutal - 20° F. But inside 
SIR Studios Room C, things are beginning to warm up. It is 
day two of the workshops. Twenty-two-year-old Darryl Jones, 
currently with Miles Davis, checks the tuning on his white 
Fender, while Weather Report drummer Omar Hakim works 
at tightening the head on his snare. During the past hour 
they've loosened up by jamming on three Police tunes: " Dri-
ven To Tears," "Ore World," and "Demolition Man." Sting, 
looking semi-formal in his white dress shirt and black suspen-
ders, is deep in discussion with Danny Ouatrochi, his faithful 
roadie/secretary/man Friday. There seems to be some prob-
lem with the Synclavier's computer hook-up. 

Branford Marsalis is sitting across the room, his feet 
propped up on an empty equipment case. He's wearing a 
bright orange St. Louis Cardinals cap. He devours the New 
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York Daily News sports section and hums an irritatingly famil-
iar melody to himself. Some old jazz standard, perhaps? A 
forgotten Duke Ellington melody? Noce, it's the theme from 
the Rocky and Bul'winkle Show. "Heyyyy Rockeeeeeee!" hol-
lers Branford from behind his paper. The man does a perfect 
Bullwinkle. Tomorrow, Sting will hail him in the New York 
Times as a "genius." Branford, that is. Not Bullwinkle. But 
it's said Einstein did a mean Donald Duck. 

"Okay, we're going to try something new now." announces 

Jones suddenly kicks in his octave-divider, boosting his 
tone into a throaty roar. Hakim, his arms and legs flailing like 
some multilimbed Hindu deity, rolls and thunders around his 
kit in an ecstatic, disciplined frenzy. The Marsalis-Hakim-
Jones triad spur each other on to near orgasmic *heights, 
then smoothly wind down and pick up the verse one last 
time. The song ends in a crescendo. There are smiles 
everywhere I look, and the sound of many hands clapping 
fills the room. Sting slowly shakes his head in bemused won-

'I consider 'Every Breath You Take' quite an evil 
song about surveillance and control." 

Sting. The demo tape of "Children's Crusade" is played once 
over the studio P.A. Sting quickly goes over the chord se-
quence with everybody. "Right after the second chorus we'll 
open it up. Branford, you solo there for as long as you like.' 

Branford emits a friendly grunt from behind the paper. 
Sting counts off the 3/4 beat and the band launches confi-
dently into the tune. Jones' bass lines are solid and econom-
ical, with inventive little flourishes that never detract from his 
supportive role. Sting blocks out chords on the Synclavier. 
Hakim carries the waltz time with grace and vigor. Branford 
continues to check out the sports page. As they come out 

Top: Branford Marsalis, Omar Hakim, Kenny Kirkland & 
Janice Pendarvis; bottom: Dollete McDonald & Darryl Jones 

of the second chorus, Jones begins to repeat the circular, 
six-note bass foundation. Sting looks quizzically in Branford's 
direction. At the last possible moment, Branford drops the 
papers and sprints to the stage, where he scoops up his 
waiting soprano. Tilting his head to one side, he cocks his 
right leg over his left knee like a stork and begins to play. 
There is an exquisite tension between the other-worldly 
beauty of Marsalis' melody and the bittersweet sadness of 
his tone. 

der. "That was amazing. I think we have the band here." 
"Fantastic," I say. " But what the hell are we going to do 

with the dozen or so people that we've scheduled to come 
in over the next week or so?" 

"Don't worry," says Sting reassuringly. " I still want to hear 
some alternatives. But I'm ready to make at least one decision 
right now. Hey, Darryl," he calls, "can I see you a minute?" 
Darryl drifts over, hands in pockets. " Look," explains Sting, 
"I don't really want to see any more bass players...." 

"Uh, okay," mumbles Jones, who turns and begins to shuf-
fle off. 

"No, wait!" laughs Sting. " I mean I want you to be in the 
band!" 

"Ah-hah," responds Jones in mock surprise. Sting gives 
him an affectionate hug. There's an extraordinary polarity 
between Branford's saxophone and Sting's voice. As if they 
were drawing from the same wellspring: the twilight zone 
between joy and sadness. Sting nods thoughtfully. "Yeah, I 
know...I wonder if he does?" He looks over at Branford, who 
glances up from his faithful paper and beams a smile at us. 
"Yo, Sting, c'mere. The Superbowl's coming up and we gotta 
explain football to you." 

"Well, English football..." begins Sting. 
"Forget that Anglo shit," laughs Branford, "you're hanging 

with the brothers now." 
Darryl, nicknamed " Munch," reflects on his good fortune 

as he packs up his bass. "Getting a job with Miles at the 
age of twenty-one was the greatest thing that could ever 
have happened to me," he explains. "Now here I am with 
the two top guys in the two fields I'm most interested in. But 
what really excites me is the statement being made here 
about breaking down barriers, the barriers between jazz and 
rock, and between black and white musicians. There's a 
possibility of creating a hybrid here that could create a totally 
new direction in music." Sting joins us, curious about Darryl's 
work with one of his heroes. Miles Davis is a legend among 
jazz musicians, who relish trading stories about his unpredict-
able and often outrageous behavior. Jones, a Chicago native, 
had been playing in a band with Davis' nephew, who one 
day called from New York to say that Miles wanted him to 
audition for his band. Right now. Over the phone. "When I 
finally realized he was serious I frantically ran around the 
house looking for my bass. I'd been practicing on the Chap-
man stick that day and I'd apparently left my bass in the 
trunk of my car. As I was explaining this to the guy, Miles 
got on the phone and asked when could I be in New York. 
It was a Wednesday. So I suggested Friday. Miles says, 
"What's gonna take you so long, you gonna walk?" Jones 
chuckles. " I flew in the next morning, auditioned and he told 
me I had the job. So I talked to him Wednesday; met and 
auditioned for him Thursday; rehearsed with the band Friday; 
and the following Tuesday played onstage with him in St. 
Louis." Someone suggests Sting pay Miles a courtesy call. 
"No thanks," he responds. " I think I'd be terrified." 
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Day Four, Thursday, January 17th 
"Who is that guy?" whispers Sting. 

"You're referring to the short, stocky, bespectacled chap 
over by the DX7? The one smoking a pipe? Kind of looks 
like an English Lit. professor?" 

"That's Kenny Kirkland," explains Branfo d. " He's Wynton's 
pianist. He's the most accomplished keyboard player in jazz 
or rock today. He's kind of shy at first and he'll tend to under-
play till he's sure of the material. But do not underestimate 
him, man." Within an hour Sting's initial skepticism has melted 
away, replaced by appreciation for Kirkland's abilities. " It's 
not just that he has the chops," insists Sting. " Did you hear 
the way he layers his sound? Such taste and restraint." 

"And you haven't even heard him open up yet," adds Bran-
ford. 

"Well," Sting nods, " I think we've found our keyboard man." 
"Do you want me to tell him?" 
"I think he already knows." 
Sting invites Kenny to try out the Synclavier. As the program 

engages the synth lines to "Set Them Free" fill the room. The 
computer's printer begins to chatter, and as fascinated band 
members gather around, it spews out the song's sheet music. 
"It'll notate anything you play," explains Sting. " Plus it's got 
32-track digital memory, which is .1ke having a recording 
studio. 

"I do find if you use machines solely, you lose that human 
dimension," he admits. "So if I'm playing a sequence or using 
a LinnDrum I'll always play some of the parts manually, in 
order to inject a bit of personality. Fingers can find things 
that machines never will." " Is that a LinnDrum on 'Set Them 
Free'?" Omar asks. Sting looks sheepish. "Uh, Omar, did you 
play on Bowie's ' Let's Dance' single?" "Yeah," beams Hakim. 
"That's me." "Well, then that's you on the 'Set Them Free' 
demo too." Omar looks baffled. "We sampled your drum part 
and used it," Sting confesses. " It was perfect." 
Over the next week some of jazz's best and brightest 

passed through the portals of Studio C. But in the end, it 
was Kirkland and Hakim who got the nod. Omar first met 
Sting while working with Dire Straits in Montserrat. "Sting had 
come over for dinner with Mark. He said he was going to 
New York to put a band together. When he mentioned Bran-
ford's name he really got my attention. I asked if he had a 
drummer yet. He said no. So I said, 'You just found one!' He 
looked at me funny until Mark explained that I actually was 
the drummer with Weather Report." 
When the chips were down, though, Hakim was hesitant 

about committing himself till he was clear about the band's 
direction. "After I went to the auditions and realized what 
was going on I felt good about it. This band is going to knock 
down a lot of barriers. Someone like Sting realizes that when 
you have an audience of eleven to fifteen million you have 
a responsibility to hip them to something else. I think what 
we're doing with a song like 'Children's Crusade' is indicative 
of the future potential of this band. And that excites me." 
Kenny Kirkland had precisely the opposite experience. "At 

first I told Branford I wasn't going to do the audition because 
I didn't know if I could do this kind of gig any more. Playing 
with Wynton's band is real conservative to me, and I got 
stuck into being conservative." But Kenny's no stranger to 
pop. Classically trained, he's worked with Angela Bofill, 
Chaka Khan, and, of all people, Crosby Stills & Nash. As 
Wynton is compared to Miles and Branford to Shorter, Kirk-
land is pegged as a Herbie Hancock protégé. He freely 
acknowledges his debt: "Headhunters is what got me into 
jazz over ten years ago. When I tell Wynton that we argue." 
Kirkland is also keenly aware of Wynton's unhappiness over 
Branford's growing involvement with Sting. 

"I think Wynton feels that if you don't study music or listen 

to jazz or classical music every day you can't be legitimate. 
He probably doesn't think Sting is a good musician, which 
he definitely is." And what does he see as the main differ-
ences between the two brothers? "Wynton is a real stick-to-
his-guns person. He's made his stand with jazz and now 
he's upset because Branford wants to do other things. He 
thinks Branford should be like him and just carry this message 
about jazz to the world. But Branford isn't like that. He loves 
jazz, but he's also open to other kinds of music. I'm the same 
way, and Wynton knows it. I think he feels that since we're 
jazz musicians in his band, by playing with other people 
we're making their stuff look like it's happening when it's not. 
You saw how he was in that Musician interview about Herbie 
playing with Mick Jagger. I don't look at it that way. Sting's 
a great musician, and he knows what he wants his music to 
sound like, just like Wynton does. It's just a different kind of 
music." 

It is mid-February, and the pace is accelerating. Recording 
will begin at Compass Point studio in the Bahamas in early 
March. Sting wants to play a surprise club date at the end 
of February in a New York club. "The idea is to put the band 
through a baptism of fire to help fuse our identity before 
recording," says Sting. This leaves only a week to rehearse 
before a show at the Ritz. Then it's off to Nassau almost 
immediately. This, of course, is exactly the kind of insane 
challenge Sting thrives on. 

Last Day of Rehearsal, New York City 
Sting is sitting by himself on a stool behind his Synclavier, 

softly strumming his black and white Fender Stratocaster. 
He begins finger picking the Villa-Lobos-inspired opening 
to "Bring On The Night." When he reaches the chorus he 
hesitates. " I've always hated that chorus," he growls. "Maybe 
it's time for a change...something a bit jazzier, more sub-
lime...." Instead of going from Em to G and Gm7, he shifts 
down to Bm, Am and C. He's pleased with the results. By 
now the other band members have filtered in, including 
backup singers Dollette McDonald and Janice Pendarvis. 
"My songs are still in a state of evolution," says Sting. " I'm 
not one of those people who refuse to perform old material 
in a new context, Sure, you've got to challenge your audience 
with new things. But it's okay to give them some reference 
points." 

"Driven To Tears," " Demolition Man," and "One World" 
worked well at the auditions and are retained, but recent 
Police mega-hits are shunned, to avoid comparisons. Sting 
decides to open the show with " Roxanne," performed as a 
duet with Branford, and close with a solo "Message In A 
Bottle." A hard-driving R&B version of "Shadows In The Rain" 
is thrown in. (Sting: "That's the style I did the demo in origi-
nally.") I suggest " I Burn For You," a lost Police gem originally 
slated for Ghost In The Machine but shunted off to the Brim-
stone And Treacle soundtrack instead. Like "Children's 
Crusade" it has a repetitive bass figure in the midsection 
that provides a ready launching pad for improvisations. The 
band runs through the song, building on the mid-section like 
Bitches Brew-era Miles Davis—but with more punch. "God, 
this band can soar," says an awed Sting. " Now we've got to 
learn to cruise, too." He's right. Where the Police are light 
and agile, this band is earthy and forceful. He can teach 
them a more subtle use of dynamics. "Songs like 'Set Them 
Free' require the band to 'float.' That'll come in time. 

"Branford and Omar are overplaying a bit," Sting says. 
"But I don't want to chance losing this amazing energy by 
reining them in now. The pruning can come later." Sting walks 
the band through "Bring On The Night." Something's not 
meshing. He asks Omar to shift to a steady four on the bass 
drum. Suddenly everything locks in. Just after the second 
chorus Sting begins vamping on seventh chords. The band 
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kicks in behind him, instantly transforming the song into a 
James Brown-style romp. Branford abruptly stops playing 
and trots across the bandstand. He whispers something to 
Sting, who nods and grins. Turning back to the mike, he 
sings the opening verse to "When The World Is Running 
Down" over the vamping chords. It fits perfectly. Branford 
was right—they are the same chords! Thus are medleys 
born. Afterwards, Darryl seems in a rush to leave. "Where 
you going?" asks Sting. " I'm recording with Miles uptown," 
replies Jones. "Wanna come?" Sting looks uncertain. " I'll call 
and ask," offers Jones. 

Forty minutes later Sting re-enters the studio, looking a 
little stunned. So what happened? I ask. " I'm...not sure," he 
answers hesitantly. "As soon as we walked into the studio 
Miles asked me if I spoke French. I said yeah, and then he 
asked me to translate a sentence into French for him: 'You 
are under arrest, anything you say will be held against 
you...so shut up!' Then he pulls me over to the mike and has 
me recite it over the music. When I firish, he grabs his crotch 
and says, 'Arrest this, you motherfuckers!' and laughs. Next 
thing I know he's escorted me to the door and I'm out on 
the street." Congratulations, I say. You now have an honored 
place in the annals of Miles Davis foiklore. 
A few minutes later I find Sting over at the Synclavier. He 

locks a simple repeating three- note figure into the machine's 
memory. Over it he picks out a simple, modal melody. " Folk 
music is the same all over the world," he muses. " I'm working 
on a modern folk song about the coal miners' strike in Britain." 
He locks in the melody, then maps out a counter-melody for 
the chorus. He works at getting the machine to synch that 
up with a counterpoint bass line. It's a struggle. "Looks like 
an aural video game," I say. "That's exactly what it is!" he 
beams. "Kenny amazes me," he continues. "He has an ability 

to play instinctively and spontaneously. I have to gather bits 
and pieces and vector them together on a machine like this 
till the different pieces fit." " But that's what they admire about 
you," I counter. "You have a conceptual ability they envy. 
They, on the other hand, can help you get more in contact 
with your feelings and instincts." Sting nods. " I've had another 
one of those odd dreams," he relates. " I'm in my back yard 
at home, and suddenly these immense blue turtles appear. 
They frolic around, wrecking the flower beds and knocking 
things over. One of them does a back flip and smashes my 
little shed to splinters. I'm a fox sitting up in a tree and 
watching all this. The funny thing is that I don't mind at all 
what they're doing." He pauses, lost in thought. " I'm sure it 
relates to what's going on with the band. It's like something 
in me being broken down, and I welcome it." 

It's Sting's nature to rationalize his emotions rather than 
experience them directly. This makes for perceptive if de-
tached songwriting, as in " Every Breath You Take" and 
"Roxanne," where the emotional release is always imminent 
but never realized. The jazz artists he's fond of are pulling 
him toward emotional directness to which he aspires. 
The Ritz gigs were a resounding success. Any doubts 

about the group being accepted by Sting's audience evapo-
rated before the end of the first band number, "Shadows In 
The Rain." Later that week Sting calls from the Caribbean. 
"How's Nassau?" I ask. "Nassau sucks," says he. "Too 
Americanized, like Miami Beach. They even have a Howard 
Johnson's there. I'm with my engineer Pete Smith at Eddy 
Grant's studio in Barbados. We'll start recording here next 
week. Why don't you come along as resident critic? Things 
could get really interesting down here...." El 

Next Month: Part Two—Fear and Loathing in the Caribbean 
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CMAR HAKIM 
CHOOSING A MULTI-SOUND CYMBAL SET-UP 

As a musician growing up in 
New York City Omar Hakim was 
called upon to play everything: 
funk, rock 'n roll, bebop, salsa 
and all the variations in be-
tween. His diverse background 
is put to good use in Weather 
Report, where his powerful and 
supple drumming fuels the 
band's heady blend of exotic 
rhythms, electronic textures 
and shifting dynamic levels. 

Omar's multi-purpose drum 
and cymbal set-up has been 
chosen with meticulous care 
to produce the extraordinary 
variety of sounds he needs for 
Weather Recut and sessions 
with David Bowie, Dave San-
born and others. How the cym-
bals are used and where they 

are positioned around his kit 
has more to do with enhancing 
his musical possibilities than 
following the "rules:' 

"I've been changing roles 
with different cymbals. Since 
Weather Report is mostly elec-
tric, I've been balancing the 
'wash' type sound with a more 
defined ride type cf 
thing on the bell of 
the cymbal. I mighi 
be riding through 
Joe's solo pas-
sages or setting 
up a groove 
with the 22" Ping 
Ride on my 
right. So I'll 
keep the right 
hand going 
and do accents and other stuff 
with my left hand on the 19" 
Medium Thin Crash on the left. 
It's an excellent crash/ride cym-
bal and it gives me enough dif-
ferent sounds to free me up for 
this ambidextrous approach7 
The innate ability to pick 

the right cymbal is an art that 
Hakim has refined by spending 
a lot of time in the city's music 
stores, playing and listening 
closely to cymbal after cymbal. 

'You should be patient. 
You've got to know how to really 
listen to the cymbal you're 
going to play for years. And 
when you pick a cymbal, you've 

Omar Hakim is the drummer for Weather Report 
and is curren4 recording and towing with Sting. 

got to do it with the same sticks 
you intend to play it with. 

'First, I listen for the primary 
tone. You have to get close to 
the cymbal to hear it. I also lis.-
ten to whether the harmonic 
overtones are coming out 
evenly I like the bells to be clear 
without too many harmonic 
overtones:' 

Not coincidentally only 
Zildjian cymbals 
meet Omar 
Hakim's exacting 
standards for 
tonal versatility 
dynamic con-
s stency and a 

. natural, in-bred 
musicality 
"Because of their 

Omar's Live Set-Up 'special' blend of 
alloys, Zildjians have the most 
beautiful natural harmonic over-
tones. They give me the wide 
vocabulary of sounds I need. 
Other cymbals only sound 
good for one kind of thing. And 
you've got to bash them to get 
them to sound. 

'The musicality of Zildjians 
makes each cymbal a com-
plete, multi-tonal instrument. 
Depending on what part of the 
cymbal I choose to play I have 
at least five or six sounds on 
my ride cymbal that I can use. 
We do a tune called 'Fast City' 
where I can smack my ride 
cymbal and get a crash you 
won't believe' 

Avedis Zildjian Company, 
Cymbal Makers Since 1623, 
Longwater Drive, Norwell, Mass. 
02061 USA 

The only serious choice. 

© Copyright Zildten 1984 
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By Rob Tannenbaum 

E
very guitarist talks about their in-
spiration,' Steve Stevens sighs, "and 
it's always the same—Jimi Hendrix." 
Stevens strides into the living room 

of his New York apartment shaded in 
purple (shirt, stiletto boots, eyeliner) and 
black (hair, pants, more hair). One wall is 
dominated by a stereo and a collection of 
robot toys he cites as musical inspiration. 
Stevens admits he likes heavy metal, but 
gets downright passionate about Bartok. 

"There's no new classical music being 
written," he complains. "The symphonies 
are funded by these rich families, and 
they just wanna hear Hoist's ' Planets.' 
None of the new classical writers are 
getting commissioned. 

"Classical guitar was more interesting 
to me than learning to play jazz, which I 
never liked because it didn't have any 
heritage. When you're dealing with class-
ical music, you're dealing with history. If 
you take the tradition seriously, you can 
find out why the guitar was invented in 
the first place." 

Is this the right apartment? Could this 
be the same guy whose solos are the 
aural equivalent of partner Billy Idol's 
fabled sneer? Have we stumbled onto 
Andres Segovia dressed for Halloween? 
Classical music, Steve? 

"Yeah," he smiles, "Vivaldi and the guys 
that wrote those early guitar pieces were 
pretty wild fuckers." 

Behind every pop pin-up face is a 
musical collaborator whose skills out-
weigh his fame. Although he looks the 
part of Billy Idol's sidekick, and enjoys the 
"shock value" of vertical hair, Steve Ste-
vens knows his proper role. " If the image 
is strong and the music is not there, then 
you're in trouble. But with Billy, it works 
out well because there's someone like 

Billy Idol's 
Six-String Sidekick 
Fortifies the Image 
with Prolo-Punk 
Musical Musde. 

STEVE STEVENS 
THE I DOLIVAKER 



myself, who's there just for the music. I 
think if Madonna had someone like that, 
she might get more respect." 
As the co-author of Idol's songs and 

musical director of their band, Stevens 
grounds the singer's darkly impression-
istic lyrics with some of the wildest, most 
inventive guitar work to be found. 
They're a blatantly odd couple, the 
snarling proto-punk from England who 
revealed his "secret sex life" to Pent-
house and the short, dark New Yorker 
who mixes British slang with a Brooklyn 
accent. The tension between their 
styles makes for a motley music with 
broad appeal; "At concerts, the people 
in front of Billy wear Public Image 
T-shirts, and the ones on my side have 
Ozzy T-shirts," Stevens delights. 

That's probably not quite what Mr. 
and Mrs. Schneider had in mind when 
they gave six-year-old Steven his first 
guitar. "My dad bought it, but he 
sounded terrible on it, so my mom threw 
it in my room. I made up my own tuning, 
but then somebody came in and prop-
erly tuned it. That fucked up my whole 
style, so I had to go for lessons." 
There weren't many guitar teachers 

on Rockaway Beach back then, so 
Schneider started taking lessons from 
a pianist who concentrated on theory 
and notation. Private lessons on classi-
cal guitar continued for many years, but 
when he heard Pete Townshend's in-
spired bashing on Tommy, Stevens be-
came convinced that he could make a 
career out of his own abilities. He 
applied to New York's famed School of 
the Performing Arts. " I was one of the 
first people to get admitted to the school 
by playing an original composition. But 
they didn't want me to play guitar. be-
cause it's not a symphonic instrument. 
I hadn't spent all those years perfecting 
guitar to play, the viola, so I began to 
lose interest." 
When he dropped out of school at 

seventeen, he found a different sort of 
education brewing in the city's club 
scene, where bands like the New York 
Dolls, Suicide, the Stilettoes and Televi-
sion were planning an assault on rock's 
future. " I was a kid from Queens, and 
there were some freaky-looking people 
in Manhattan. I'd ask, 'Where you goin'?' 
They were all going to the Mercer Arts 
Center. There was all this great music 
coming out of such a dismal area." 

While hanging around Mercer, 
CBGB's and Max's Kansas City, 
Schneider caught the spirit—he moved 
into a grimy' loft "with twelve other 
people" and joined Elixir, "a really 
strange theatrical group that nobody 
was even willing to listen to." He also 
met Dolls' guitarist Sylvain Sylvain, who 
jokingly dubbed his new friend Steve 
Stevens. "We were gonna have a band, 
with a bass player named Ed Ed and a 
drummer Mike Mike." The band didn't 

Hands without a face: " Billy changed a lot and so did I. We met at a certain point." 

happen, but the name stuck. 
Because he was "too young to hang 

out or pick up girls," Stevens says he 
"wasn't a part of any scene in New 
York." But while he was practicing guitar 
for hours every day, he also "took the 
whole scene in. and saw what was 
wrong with it and what was right." 

His next group, the Flying Malibus, 
were signed to record in Nassau with 
Jimmy Miller (Stones, Blind Faith, Traf-
fic), but when the sessions were 
aborted, Stevens was left deep in debt 
to the record company. " I audit oned 
tons of people back in New York for my 
own group; I found good drummers and 
bassists, but I couldn't find a good sing-
er. They all played role models. A guy 
would walk in and you'd know right 
away, 'Okay, this one's a David Bowie.'" 

At the same time, Billy Idol had fled 
London, where "Dancing With Myself" 
was taken as a betrayal of his punk ori-
gins, and moved to New York to find a 
new band. " I had seen Billy around the 
clubs," Stevens recalls, " and I kept say-
ing, ' I know a lot of musicians. I don't 

want to be in the group, I'll just help you 
find one.' We finally got together to talk 
about records, and found we knew the 
same stuff." 

Idol was impressed by Stevens' 
knowledge of Lou Reed LPs, and by 
the guitarist's friendship with Sylvain 
Sylvain and Johnny Thunders, two of 
Idol's original heroes. Stevens, in turn, 
had found his elusive singer, even if he 
was wary of Idol's fondness for swas-
tikas. "That's not punk rock," Stevens 
frowns. " But Billy changed a lot and so 
did I. We met at a certain point." 
They also met in Los Angeles. Ste-

vens and Idol had begun co-writing 
songs, but the record company was 
anxious to have an album for " Hot In 
The City," an obvious summertime hit. 
With only two finished tunes, the pair 
went to L.A. to record Billy Idol with pro-
ducer Keith Forsey, a Giorgio Moroder 
disciple whose other credits include the 
lighter sides of Simple Minds and the 
Psychedelic Furs. 

In retrospect, Stevens is dissatisfied 
with the band he assembled for the LP 
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There are some impressive moments 
on the record—the rousing "Come On, 
Come On" and the skittery, Fripp-ish 
motif of "Shooting Star" (the two col-
laborative songs), as well as "White 
Wedding," which became a club and 
radio hit powered by the tension be-
tween Stevens' compressed chords 
and a rising, quasi-surf melody line. But 
before the partnership had really 
melded, Stevens had to return all his 
rented effects and amps; the inclusion 
of tracks recorded earlier gave Idol's 
debut an unfinished feeling. 

After the tour, Stevens fired the band, 
moved back into his parents' house and 
began making tapes on a Tascam 
Portastudio, aiming for a sound totally 
unlike "Dancing With Myself." The suc-
cess of the first album gave the duo the 
luxury of time. " Billy and I got more com-
fortable with our partnership. The sec-
ond album was recorded in New York 
(at Electric Lady Studios on Eighth 
Street) and that made a big difference. 
You walk out of the studio and you've 
got the fear of death in you. It makes 
you play with an edge." 
The multi-format success of Rebel 

Yell is partly a reflection of Stevens' 
playing, which layers simple rhythms 
and darting leads as though Pete Town-
shend was playing with Chic using 
Eddie Van Halen's equipment. The 
overall effect is both metallic and 
melodic, a style that recalls mid-period 
XTC. But there are endless variations 
on Rebel Ye//, from the African ostinato 
at the fadeout of " Eyes Without A Face" 
to the Hendrix overload on "Blue High-
way" and the industrial intro of " Rebel 
Yell," which recalls the musique con-
crète explosions of the Test Department 
and Einstürzende Neubauten. 

"A lot of guitarists say, I've gotta have 
my own sound. For Eddie Van Halen 
it's always that one sound, and for Andy 
Summers. I'm not that kind of guitarist. 
I do run into the problem of whether 
there is an immediately identifiable 
sound—but the saving grace is that I 
co-write the songs, so I don't much 
care," Stevens laughs. 

Most of his tracks have two guitar 
parts, with a solid, T. Rex rhythm an-
choring Stevens' wild robot imitations. 
"The resurgence of the guitar hero is 
coming about because of great riffs, not 
great solos," he observes. "Look at 
Eddie Martinez's work with Run-D.M.C. 
Guitar is a percussion instrument, by 
nature. It can be just as important to a 
dance track as a snare drum, if you 
make it memorable. 'Beat It' is basically 
a heavy metal dance track, as is ' Eyes 
Without A Face.' That's the direction 
we're trying to go in." 

"Eyes Without A Face," actually, is 
one instance where Stevens builds 
layers of guitar tracks, including his own 
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staccato bass line and two acoustic 
guitars (6- and 12-string), plus a star-
tling electric bridge and a one-take 
solo. What keeps him from similar 
extravaganzas on other songs? " I've 
got the Punk Police," he glares. " Billy 
cleans all my stuff out. There was a real 
diddley solo on Crank Call,' and the 
Punk Police came in and wiped that shit 
right out." 
Onstage, though, where "the notes 

are there just for the energy," Stevens 
has more freedom. On the last tour, he 
used Bach's Toccata And Fugue In D 
Minor as a showy prequel to "(Do Not) 
Stand In The Shadows." 

"I always liked keyboard music," he 
proclaims, "especially Keith Emerson's 
work with the Nice, Jimmy Smith and 
Martin Rev (the instrumental half of the 
aptly-named noise duo Suicide). Marty 
showed me how to play a Bo Diddley 
riff without sounding like Bo Diddley. 

"You've got to look to other instru-
ments. Allan Holdsworth, for example, 
really does want to be a sax player. 
Guitar players are trying to sound as 
un-guitar- like as possible; Adrian Belew 
wants to sound like elephants, and I 
want to sound like robots." 

Stevens' inability to find musicians 
who are "flexible, energetic and deter-
mined" (only drummer Thommy Price 
is a constant in the Idol band) forced 
him to play bass and keyboards on 
much of Rebel Yell, and he's also 
watched Keith Forsey's production 
carefully. " I'm a techno-head, and I've 
gained knowledge of the studio from 
our recording. I think that's why Billy 
Idol records don't sound...(Stevens 
considers some uncharacteristic diplo-
macy, then shrugs).. like Simple Minds 
records or Psychedelic Furs records." 
Although he admits that "guitarists, 

by nature, don't make very good pro-
ducers because they're too concerned 
with the guitar sound," Stevens thinks 
he'd be an exception. A production as-
signment with Dez Dickerson was re-
cently scrapped, but he may still do 
some work with Nona Hendryx or David 
Lee Roth. And when he went to Paris 
to toughen up some tracks for the 
Thompson Twins (including a cover of 
John Lennon's "Revolution" and " Roll 
Over," which Stevens describes as 
"typical Thompson Twins, then sud-
denly heavy metal"), he found himself 
resisting the urge to offer them help with 
their self-produced tracks. 

Stevens also did some sessions with 
Ron Wood (where, typically, he con-
vinced the laconic Stones guitarist to 
let him re-record some inadequate bass 
parts) and joined with Andy and John 
Taylor, Mick Ronson, Robert Palmer and 
Kasim SuIton last winter in a pre-Power 
Station celebrity jam. And he's dying to 
find a female singer to record some 

"classical dance music, with cellos and 
LinnDrums." But Stevens swears his ul-
timate fidelity is with Billy Idol. 

Together, the pair have two new proj-
ects to consume their energy—a movie 
version of Nik Cohn's King Death (Idol 
has the title role, Stevens will score the 
film) and a new LP which, the guitarist 
predicts, will have more electronics and 
horns, and will employ his classical 
training on guitar synthesizer. 

"It sounds tacky, but the British 
groups have so little to live for that they 
really dive into that thing of having your 
mates in a group. Even Duran Duran 
are like the Boy Scouts—they really 
stick by each other." Stevens looks out 
of the window of his plush new apart-
ment, just a few blocks from where the 
Mercer Arts Center stood. " It takes a lot 
of determination to stick by what you 
want to do, without being influenced by 
drugs or sex. If you get caught in that, 
then you've got nothing new to write 
about, nothing new to say. You become 
exactly what it is you thought you'd 
never be." El 

'Til Tuesday from page 30 
be in love," she sighs. Then catching 
herself she laughs and adds, "What an 
awful thing to say! But sometimes it's 
so fucking painful." 

But art has given Mann an outlet for 
the Holy Hurt: "The first time we played 
in a big arena we were walking onstage 
and I turned around to the other guys 
and said, 'This is it. This is the big time. 
Good luck. I love you all. -
"We were all nervous," Hausman re-

calls. " If no one in the band looks at me 
I feel like I'm all alone up there. The first 
night Aimee turned to me during the 
set, gave me this big smile and said, 
'This is great!' From then on we had a 
good time." 
The second arena date was at home, 

at Boston Garden. " I was ;ust beside 
myself," Aimee says. " I was glowing 
with happiness. Backstage Eliot Easton 
came up to me and said, ' I know how 
you feel, and I know you're going to 
make it.' He knew that feeling from when 
the Cars were just starting to happen. 
It's that moment when everything 
coalesces and you're dreams about 
everything come true. You think, ' I knew 
this was going to happen, but I didn't 
think it would feel like this." El 
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THE SUGAR HILL HOUSE BAND 

The Baddest Band Around 
Remains America's 
Best Kept Secret 

By John Leland 

E
nglewood, New Jersey. The en-
durance test known as a recording 
session is finally over. The pro-

ducer is satisfied; the engineer is fried. 
The ashtrays are standing room only. 
The percussionist, fightng off an attack 
of ennui, lays his palms to the studio wa-
ter cooler. A jungle beat. The arranger 
joins in. The producer perks up her ears 
and gives the word to mll the tape. 

Nearly a year later, the beat is still 
just another spool of tape cluttering up 
the stockroom. The arranger hits on the 
percussionist for a hook to make it click. 
The percussionist, sprawled on a 
couch, looks up from the TV and says, 
"Oh man, it's like a jungle, sometimes 
it makes me wonder how I keep from 
going under." And so, in this atmo-
sphere of freedom and parsimony, two 
casual gestures become one of the 
most innovative (and the best-selling) 
records in the history of rap: "The Mes-
sage." 
The studio is that of Sugar Hill Rec-

ords, the independent label that broke 
rap music. The musicians, variously 
known as Chops, Double Edge and 
Duke Bootee, were the Sugar Hill house 
band from 1979 to 1982. They cut the 
big hits: "The Message," "That's The 
Joint," " Eighth Wonder," "Funk You Up." 
The list goes on and on— the band cut 
behind twenty-seven different acts. 
Together with producer/arranger Clif-

ton "Jiggs" Chase and executive pro-
ducer/label president Sylvia Robinson, 
they forged the stark, aggressive sound 
of rap music. This is the band that put 
the bass in your face. The unit did more 
with the James Brown funk groove than 
anyone since George Clinton. They're 
a throwback to the classic Stax and 
Motown house bands: behind-the-
scenes wizards who, without attaining 
fame or fortune, became the most influ-
ential and imitated musicians of their 
day. Until Afrika Bambaataa's electro-
boogie "Planet Rock" broke the spell, 
virtually every rap record followed 
Sugar Hill's lead. 
The musicians have since branched 

out from Sugar Hill. Singer/Percussion-
ist Duke Bootee (Ed Fletcher). best 
known as the soft-spoken voice of 'The 
Message," recorded a debut solo 
album, Bust Me Out, for Mercury, and 
then formed his own label and produc-
tion company. Chops, the horn section, 
released a selt-tified debut on Atlantic. 
Drummer Keith LeBlanc has joined 
forces with Double Edge (bassist Doug 
Wimbish and guitarist Skip Alexander) 
to form a three-piece band, a label and 
a production company. In addition to 
playing on each other's records, they've 
all cut with everybody going. They're all 
on "Unity," the James Brown/Af-
rika Bambaataa collaboration; Chops 
toured with the Police and has cut with 
the Stones, O'Jays, and Harold Melvin 
& the Blue Notes The rhythm section 
has become one of the most sougnt-
after in contemporary music: Their cre-
dits include sessions with George Clin-
ton, Lou Rawls, Soulsonic Force. Arthur 
Baker, the Farce MD's, afford & Til-
brook—even Edgar Winter. 

Taking The Hill 

Guitarist Bernard "Skip" Alexander 
(a ka. McDonald) was the first one in 
the water. Something ot a legend in his 
home town of Dayton, where he went 
to school with Junie Morrison, he came 
to Sugar Hill—then called All Platinum— 
at the age of twenty-one, iq 1971. Bassist 
Doug Wimbish, the other half of Double 
Edge, joined in 1974. He was seven-
teen. Wih drummer Keith LeBlanc, they 
formed Wood, Brass and Steel, which 
released one record onAil Platinum and 
saw another one die in the can. When 
the company changed from All Platinum 
to the more inner-city Sugar Hill in 1979, 
Wimbish says, "Sylvia put an A.P.B. out 
on us" to rock the studio. 

Meanwhile, Ed Fletcher and Jiggs 
Chase were working the New Jersey 
bar circuit in a group known (propheti-
cally?) as Fresh. After Chase .moressed 
Sylvia Robinson with a demo tape he 
produced of a disco singer, he and 
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Fletcher auditioned for Sugar Hill, 
backed by Double Edge. They figured 
they'd get the job, get Double Edge 
fired, and bring the rest of Fresh onto 
the scene. At the end of the day, Fresh 
was looking for a new percussionist and 
keyboard player. As they had with Le-
Blanc, Wimbish and Alexander threw 
the bass to get Fletcher and Chase in. 
"Me and Skip had the power where if 
we wanted to thrash somebody, we 
could thrash," Wimbish explains. "We'd 
just say, ' Look, Sylvia, we've got to have 
this motherfucker.- Chase in turn 
brought the Chops horn section onto 
the set. 
By the time this band came together, 

Groovemeisters: " If Beaver's breakdancing, if Ward is slapping June, it's a hit." 

"Rapper's Delight" by the Sugar Hill 
Gang, backed by a band called Positive 
Force, was in the racks, on the street 
and in the discos. Rap had graduated 
from subculture to marketplace. 
Which isn't to say it was established. 

Duke Bootee: "We were there when the 
genre itself got no respect. When we 
first got there, we didn't even respect 
it." Musicians thought it was a fad; au-
diences thought it was low-rent. 
"Because it was rap," Alexander 

says, "people just took it for granted 
that the musicianship was below par. 
But everyone in the group was a highly 
specialized musician, and everyone 
was basically from a jazz background." 
The rappers gave the music its raw 
energy, the musicians gave it solidity. 

Just as important as musicianship 
was the working atmosphere. Sugar Hill 
is no ordinary label. " It was more like a 
family," Chase says. " In how many rec-
ord companies can you go to the pres-
ident's house and sit in her kitchen?" 
Of course, players did more than just 

hang out at the Robinsons'. Wimbish 
describes their work schedule as 

"twenty-four-hour-a-day, give- it-to-me-
quick- 1-need- it- in-a-hurry groove man-
euvers." 

"You might have to work three days 
around the clock," Fletcher says, "and 
have your bags packed in the studio 
because you were going on tour for ten 
days." It wasn't uncommon for musi-
cians to grab what sleep they could 
right in the studio. 

Fortunately, the label has its own 
studio—two of them. With no one buy-
ing time, musicians felt free to stretch 
out. "When you're not watching the 
clock," Chase explains, "you can try dif-
ferent things. We'd keep the engineer 
up all night, saying, ' Let's try this, let's 

try that. 
Far from being hired guns, the ses-

sion people were part of the creative 
collective. They often engineered at 
their sessions, and helped shape their 
distinctive groove. "We all produced 
our own sound," Fletcher says. "Jiggs 
would produce from his office. If I was 
playing percussion, I'd tell him I wanted 
to use this or that. Keith would produce 
his own drum sound." 

Materfamilias Robinson's trust was 
worth everything. "We were in her con-
fidence," Fletcher says, "and we 
wouldn't bullshit her. Everybody in this 
business says everything is a smash. 
She'd ask us what we thought, and if 
the shit wasn't right, we'd tell her." 

Not that she always listened. But she 
didn't play dictator, either. There was a 
healthy dialectic between the ranks and 
the brass. "We try to make people rise 
to the most creative thing possible," 
Fletcher explains. "She's trying to find 
the lowest common denominator: 
what's going to make the most people 
groove." 

"Sylvia didn't care about anything 

else," Wimbish agrees. " If the shit 
sounds right, if Beaver's breakdancing, 
if Ward is slapping June, it's a hit." 
Fletcher compares her with Vince Lom-
bardi: " If the sweep is running, she's 
going to run the sweep until they stop it." 

Or, if the public is buying a record, 
she'll give it to them until they put away 
their wallets. Up to "The Message," 
Sugar Hill's rap records were cover ver-
sions—fully credited, but with different 
titles, and raps instead of vocals. "Sylvia 
would be at Harlem World or Disco 
Fever," LeBlanc says, "and she'd watch 
who was mixing what four bars off what 
record. She'd get that record, play us 
those four bars, and have us go in and 
cut it better." 

"A perfect example is (the Sugar Hill 
Gang's) 'Eighth Wonder,- Alexander 
elucidates. "The lick was on the tail end 
of a record by Seventh Wonder. DJs 
were picking up on it. We took the tail 
and made it into a whole song." 

Robinson's hit-making formula was 
simple. According to Fletcher, "Sylvia 
realized that motherfuckers wanted to 
be able to hear the groove from any-
where they put the needle down. It 
wasn't about building. The whole record 
had to be hot from beginning to end. 
When you get to the fade and other 
people are just getting hot—that's 
where she'd try to start." 
The all-covers strategy reinforced the 

band's groove maneuvers. "We've 
gone from serious Latin to serious reg-
gae to straight rock all in one day," Le-
Blanc says. " If you listen to the records," 
Wimbish adds, "you'll hear almost any 
possible style in my bass playing or 
Keith's drumming. We'd throw in stuff 
that you hear on Talking Heads records, 
some Jaco shit." 

For their contribution, the musicians 
got little, if any, recognition. "The Mes-
sage," a particularly flagrant case, was 
a monster smash for Grandmaster 
Flash & the Furious Five—except the 
Grandmaster is nowhere to be found 
on the record, and the Furious Five, ex-
cept for Melle Mel, figure only slightly 
at the end. The raps belong to Mel and 
Duke Bootee. And yet, while Flash and 
the Five skyrocketed to fame and qual-
ity leathers, Duke Bootee remained 
under wraps. They were signed to 
Sugar Hill; he wasn't. 
"Everybody was running to Flash, 

saying, 'You're the second coming,-
Fletcher says. "The European press 
was the only place that said we wrote 
it, we produced it." 

Getting beaten for credit was pretty 
much the rule at Sugar Hill. "We'd be 
in the studio," LeBlanc remembers, 
"and there was no one there. Joey 
Robinson [son of Sylvia and Joe] was 
supposed to be producing. We'd get 
halfway through the track and he'd call 
up from the Bahamas and say, 'Are you 
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done with it yet?' When the record came 
out, his name was on it for production 
and writing the track." 

But the musicians don't complain too 
loudly. Wimbish, for one, realizes that 
"none of us would be here right now if 
it weren't for Joe and Sylvia Robinson. 
What you learned there is unthrashable. 
I got out of high school, I was seventeen 
years old, and I went straight there." 
And got just about everything, less fame 
and fortune, that a musician could ask 
for: experience, exposure, education. 

"At Sugar Hill," LeBlanc says, "what 
you lost in credit, you gained in experi-
ence and knowledge. It was like going 
to school. You got on-the-job training 
and you got paid." Tenor player David 
Watson agrees: " I really think the Sugar 
Hill years were when we developed as 
a studio horn section." Chase calls the 
label "a prep school for the big 
leagues." 
While they were in school, the musi-

cians just happened to create the 
toughest sound in dance music. 

The Bass Is In Your Face 

The classic Sugar Hill sound started 
with bassist Doug Wimbish, the most 
powerful figure on the instrument since 
Bootsy Collins. In the Sugar Hill band, 
he elevated bass from a support role 
to the lead line. Other bands toyed with 
the idea of bass at the front (e.g., Chic's 
"Good Times"); Wimbish and company 
made it an imperative. 
The bass-first mentality gave rap 

music its spare sound. Instead of guitar 
or keyboard chords, or horn arrange-
ments out front, the Sugar Hill band had 
single bass notes. Wimbish had plenty 
of room to work, since everyone else 
underplayed. He embellished figures, 
and threw in stop time and lots of har-
monics. 
The band got its bite from the drums 

of Keith LeBlanc, whom Alexander calls 
"the funkiest white boy I ever met." As 
dance music becomes more and more 
drum-oriented, LeBlanc's contribution 
to the Sugar Hill sound looms mightily— 
like his introducing sixteenth notes on 
bass drum. At the time, everything was 
four on the floor. " I wasn't the first," he 
admits, " but I was the first to do it con-
sistently." Years before the beat box, he 
created lines that were as aggressive 
(rhythmically) as the raps themselves. 
Chops deserves a place in the annals 

of pop music if only for their three-beat 
hook in Grandmaster Flash & the Furi-
ous Five's " Freedom." The horn section, 
though, was the least integrated part of 
the band. When they came into the 
studio, the rhythm track was usually 
done ano the arrangements written out. 
They played spare, percussive lines, 
adding another dimension to the band. 
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Chase claims that " if you took out all of 
the instruments and put a swing beat 
behind the horn section, you'd hear that 
they were really play:ng jazz." 
Ed Fletcher, with Melle Mel, wrote 

"The Message," a radical move on a 
number of fronts. It was the first record 
on which the rapper took control of the 
tune, the production and the words. 
Fletcher's hard-edged portrait of the so-
cial conditions underlyirg the music 
gave rap new relevance: This "mes-
sage" was that rap wasn't just about 
boastin'. It was the first rap to make 
sense to people outs:de the uptown 
subculture. 

"There aren't many blacks talking 
about the kinds of things I try to talk 
about," Fletcher says. " I think a lot of 
black artists are totally involved with just 
the groin. What I want to do is show the 
head, the neart, and the groin." 
He initially had a hard time selling his 

expanded anatomy lesson. "People 
were telling me that 'The Message' was 
too dark. A lot of people said that people 
just didn't want to take their problems 
into the disco. They said I was cutting 
my own throat. Flash and them didn't 
want to do it. Mel was the only one that 
wasn't bummed down about doing it." 
So Fletcher did it with Melle Mel and 

the record went down big, both in the 
streets and among coffeehouse urban 
sociologists. It created a crossover that 
Michael Jackson and Prince haven't 
touched: whites dancing to and absorb-
ing a black social phenomenon. 
Perhaps one reason "The Message" 

caught on with outsders was that 
Fletcher himself was an outsider. " I'm 
basically middle-class," the former En-
glish teacher says. "My parents are 
school teachers. And I'm hearing that 
this is the most gnetto record ever writ-
ten, and could only be written by some-
one who comes from the depths of pov-
erty. I'm a middle-class, lukewarm punk 
from New Jersey" 

Over The Hill 

One by one, beginning just before 
"The Message," the musicians stopped 
working exclusively for Sugar Hill. They 
still return for an occasional session, but 
the majority of the cutting at the En-
glewood studios is now done by one-
man bands: first Reggie Griffin, then 
Clayton Savage. The label still has im-
pressive hits—like Grandmaster Melle 
Mel & the Furious Five's "White Lines 
(Don't Do It)," on which Wimbish contri-
buted the killer bass hook—but never 
regained the magic and power it en-
joyed when it could boast harboring the 
baddest band in creation. 

"We've all seemed to survive the 
Sugar Hill syndrome," Wimbish says. 
Among the benefits of graduation are 
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shorter hours, better money, and credit 
for their contributions. They're collect-

ing on their dues. And they're branching 
out. 
"Chops has a deal which is probably 

as substantial as we could have gotten 
under one head," Fletcher explains. 
Until PolyGram Records cut its losses 
after one unjustly ignored album, 
Fletcher had a similar deal himself. But 
he's on the rebound. He formed his own 

label, Beauty and the Beat, and just pro-
duced his first single--"King Kut," by 
Word of Mouth featuring DJ Cheese. 
It's hot. He's planning a project with Sun 
Ra, and intends to join the anti-hip-hop 
movement, cutting some go-go with ex-
Mothershipmate Dennis Chambers, 
Sugar Hill alumnus Gary Henry and 
some Baltimore locals. He also has his 
eye on club gigs and a possible assault 
on the New York downtown scene. 

Meanwhile, LeBlanc, Wimbish and 
Alexander are beating 'em away with a 
stick. They'll still cut an occasional 
track—with Mick Jagger, say, or Jeff 
Beck—but they're concentrating on 
their own group and label, World Rec-
ords. They recorded an album for Mar-

continued on page 112 

Breakin' It Down 

The Sugarhill sound began with Doug 
Wimblah's 1963 Fender Jazz bass, strung 
with Rotosound round-wounds, and 
treated by "any effect that I can get my 
hand or foot on." These include a Roland 
Chorus and Echo and Roland Program-
mable Digital Delay. Since the lean Sugar 
Hill days, he's added a Chapman Stick 
(gift from Marshall Chess), Wal bass (" it 
even has cannon plugs"), and Voyetra 
bass synthesizer. It all runs through an 
Ashley pre-amp and Crown PS 800 
power amp with Bag End speakers. Wim-
bish is available for endorsements. Skip 
Alexander sticks with the basics: one of 
several Strats "with one effect, maybe a 
delay, and a pretty powerful amp." This 
might be a MESA-Boogie, Roland, Fen-
der or Marshall—he switches a lot. Keith 
LeBlanc's acoustic drum sound ema-
nates from a Yamaha seven-piece set: 
two 10-inch rack-mounted toms, a pair 
of 12's on a stand, a 14 on the floor and 
a 22-inch bass drum. He also gives it up 
on a Simmons SDS 7 set and an Ober-
heim DMX machine. His cymbals are 
Paiste, his foot pedal a Ludwig Speed 
King. When the three get together, they 
add a couple of Yamaha DX7 keyboards, 
Emulator Ils, MSQ MIDI sequencers, and 
AMS sampling devices. Plus whatever 
else is handy. 
Ed Fletcher plays Latin Percussion con-

gas and timbales. Daryl Dixon blows a 
Selmer alto, but has been known to wield 
a King tenor, King soprano, and Arm-
strong flute. The high-frequency chops 
come from Marvin Daniels' Schilke or 
Benge trumpet. David Watscn fills out the 
sound with a Selmer tenor and Berglar-
sen mouthpiece. 
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ALAN GORRIE'S DEMO FRAvE OF MI\D  

Gorrie's home studio savvy helped him keep an N.Y.C. grittiness in glossy LA. 

An Ex-Average White 
Bander Turns 
Homework Into Albums 

By Jock Baird 

B
eing a good Scot, Alan Gorrie is 
cheap—or as he likes to put it, 
"canny." Being an unusual Scot, 

Alan Gorrie is also funky. So funky that 
as bassist, singer and writer for the 
Average White Band, he spent the bet-
ter part of the 70s cutting the cake on 
the black charts as well as picking up 
good-sized pieces of top forty act on. 
Today, as a solo artist, Gorrie has re-
tained his funkiness, his familiar husky 
high vocals, and his songwriting leaps 
of chordal logic. And he's still cheap— 
uh, canny. 

His fine new LP, Sleepless Nights, 
which seems to have been undeser-
vedly passed over in the spring 
sweepstakes, is a spectacular example 
of how to use a home 8-track studio to 
maximum advantage. Loaded with 
what monitor-room pundits call " pro-
duction value." Sleepless Nights takes 
a solid core of songs Gorrie wrote with 
East Coast compadres like Michael 
Mugrage ( ex-Orleans guitarist) and 

keyboardists Jeff Bova and Onaje Allan 
Gumbs (Ron Shannon Jackson) and 
populates them with big-name west 
coast hit squad sessioneers. Choice 
cuts like " Electric Between Us, "The 
Age Of Steam" (a paean to locomo-
tives? Why not?) and the gorgeous title 
track prove Gorrie has ably assimilated 
the synth/drum topography of the 80s 
and turned them to 1-1;s own good use. 
The credit for this successful multi-dec-
ade survival, Gorrie insists in his stro-g 
Sean Connery kyogue, goes to his 
home studio—it's my toy. It keeps me 
out of trooble." 

MUSICIAN: What are the biggest 
changes between the 70s and 80s? 
GORRIE: The technology—it's the rea-
son you don t need to have a whole 
band standing around anymore to do 
what you need. And the other thing is 
that music's got a harder edge now. I 
think the 70s got a bit soft—the musical 
state of affairs got a bit too complacert. 
Frankly I quite pr&er the 80s edge, the 
challenge that things have to be up-'r'-
at-'em, not staid. 
MUSICIAN: Did you feel Average White 
Band went a little bit that way? 
GORRIE: Oh yeah, I thirk it got conser-
vative after a certain point, especially 
after Feel No Fret, w•Ych to me was the 
last challenging album. I was probably 
more oriented towards charging ahead— 
that's just in my nature. I wasn't always 

right, I quite often bumbled things, but 
that's just the role I tend to take. 
MUSICIAN: When did you first start doing 
your own recordings? 
GORRIE: Towards 1977, the band was 
doing a lot of rehearsing at my place, 
and I started working with the old TEAC 
3340 4-track, that famous army 
machine. I'd tape the band rehearsals, 
and then I'd chop things up. I would 
occasionally bring up cassettes to the 
studio to say, "Well here's an idea of 
how I think the thing should go." That 
was a good point of reference, saved 
a lot of time and explaining. So getting 
into that demo frame of mind became 
a useful tool. I quite like being able to 
get up at three o'clock in the morning 
with an idea going 'round your brain 
and get working on it right then. That 
was also around the time I taught myself 
how to play piano and got more in-
volved with synthesizers. 
MUSICIAN: What's your typical se-
quence of building tracks at home? 
GORRIE: The deck I use influences how 
I record; it's the Tascam 30-8 with a 
couple of dbx DX-4D noise- reduction 
units on-board, which means you can 
literally have 14-track recording, be-
cause I can bounce the basics down 
onto two tracks and come back on six 
more. There's almost no perceptible 
generation drop. What I'll do is put down 
a stereo drum track, then I'll do a stereo 
keyboard track, either a keeper or a 
guide, and then a bass track; that's five. 
Leave track six open if possible, be-
cause you don't like bouncing onto ad-
jacent tracks, and then bounce the mix 
of the whole kit-and-kaboodle down to 
tracks seven and eight, and that means 
you've got one through six to use again 
for overdubs, which is generally enough 
for any experimenting. 
MUSICIAN: You did the record with hired 
guns out on the west coast. Weren't you 
tempted to do more of it at home? 
GORRIE: A&M wanted me to do the 
album in Los Angeles—it was my first 
album for them and they wanted to keep 
a close eye on it. They didn't want to 
meddle, they just wanted a close eye. 
But 1 always like to do the final record 
in a big studio anyway because when 
you come to record your own stuff, I 
think it's really good to get out there 
and get a full-fledged hot- shot engineer 
and use those kinds of musicians. A 
cottage industry can only carry you so 
far. It helps to have the brassy sound 
of a nice Neve desk and huge monitors 
and things. There's no room for any-
thing that's half baked. 

It also helped my vocals. My co-pro-
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The Mime Digital Sampling Keyboard. 
It makes $1695 sound like a lot more. 

If you want truer sound than a synthesizer 
offers, you can pay $10,000 for another digital 
sampling keyboard. Or you can get digital sam-
pling technology for less than one fourth that 
price—with the new Mirage Digital Sampling 
Keyboard from Ensoniq. 

The Mirage doesn't sound like other instru-
ments; it becomes other instruments. Digital 
recordings of real sounds (inducing sounds 
you create) are played back polyphonically 
on the new Mirage's velocity-sensitive key-
board. You control 77 parameters of sound, includ-
ing filters, envelopes, and modulation. And you 
can record and overdub with Mirage's built-in 
sequencer. 
Diskettes: for the most authentic sound 
around. Slip a 31/2" diskette from Ensoniq's 
sound library into the Mirage's built-in disk 

Ensoniq provides a 
library of diskettes with 

3 different digitally 
recorded sounds 

on each. 

drive and you're ready to play 3 digitally-
recorded instrument sounds. Ensoniq's library 
includes piano, brass, strings, percussion, syn-

thesizer, and other digitally-recorded instrument 
sounds. Plus, you can sample and save your own 
sounds for the ultimate in creativity. 
MIDI and the Q-Chie High tech for he 
performance. The Mirage gives incredible 
performance for less than $1700 because 
we've replaced hundreds of bulkier, more 
costly circuits with the Q-Chip, our own 

digital microchip. And to make sure you can make 
the most of that performance, the Mirage con-
nects to synthesizers and computers through the 
most current MIDI implementation. 
Check out the Mirage at your nearest 

Ensoniq dealer. Hear for yourself just how 
fantastic $1695 can sound. 

Available at authorized Ensoniq dealers nationwide. 

•=an mone-sirm, 
ENSONIQ' Corp 263 Great Valley Parkway. Malvern, Pennsylvania 19355 
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ducer Jay Gruska had a great objective 
ear when I was doing my vocals—you 
can't be singing and be your own pro-
ducer. And he's a good singer himself, 
so he was able to put a vocalist's ear 
and a producer's ruthlessness into it. 
You're never that ruthless with yourself. 
MUSICIAN: The L.A. session mafia sound 
fresher on Sleepless Nights. Was there 
a trick to that? 
GORRIE: I don't try to get too perfect at 
home. I want to leave something for the 
big session, some spontaneity. There's 
a danger of overworking things out, so 
there's nowhere to go. If you've got a 
John Robinson, a Larry Williams or a 
Michael Boddiker lying around, you 
want to say, "This is a sketch. One or 
two things we're going to keep, be-

cause they just plain work. The rest I 
want to leave up to you guys." And that's 
how we did it. 

Another thing we did was we only cut 
one track a day, we didn't try to swing 
for two. I think we got the best out of 
them that way, because some days 
we'd be all done by four. Then just a 
couple of us would stay behind and do 
the first layer of overdubs, and let every-
body get off. Then they could come 
back the next morning fresh, and not 
over-baked from burning too much mid-
night oil. You rarely get two tracks with 
the same intensity on one day. 
The west coast is good for glossy, 

golden, laid-back music. It's just some-
thing I think is true. In New York you get 
dirtier, spikier music. It's just funkier. 
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I didn't let that slip away. And I think 
that comes from the long hours spent 
working in your own studio. When you're 
saying to an engineer, ' No thank you, 
not that approach, I want this ap-
proach,' you're not just saying it arbitrar-
ily. You've worked it out already, and 
don't need to go through it again. 
MUSICIAN: Your songwriting tends to 
take sudden, surprising leaps. 
GORRIE: I have a real like of things that 
harmonically or chord-wise take unex-
pected turns. I like that, I like to get my 
head zapped 'round: "Whoa, why did 
it go there?" I enjoy doing that in my 
tunes. Some of that is definitely in the 
chord-plotting to start with. 

I'm really intrigued by something 
David Foster once said to me: "There's 
two ways you can make things interest-
ing. One, between two horribly discon-
nected chords, find a common note that 
you can sing to link them. Or two, have 
a real jagged graph of a vocal plot over 
a couple of sympathetic chords that al-
most never move. You take the thing to 
different places by using vocal range. 
I don't want my music to become 
samey, don't want one aspect of any-
thing to stick around too much. I want 
things to keep changing, to keep apace 
of my times.° 

The Gorrie Details 
"I don't buy equipment indiscriminately; 
I look really carefully at what's going to 
be a good buy. All the things I've got are 
very functional and don't break down, 
which I can't stand. My old mixer was a 
TEAC 35, but I'm getting a new Yamaha 
RM1608 mixer, the Cadillac of the line— 
it's a terrific board. I mix from the Tascam 
30-8 onto a big black isolated-loop 
Technics, the 10-A02. I've also got an old 
Pioneer 2-track 1050 which I use for tape 
echo and tape delays. I do use a digital 
delay, the Roland SDE 3000, and a real 
good cheap unit, a Boss DE200, which 
samples sounds—I use it to sample 
snare and kick drums and trigger it with 
my LinnDrum. I've also got the new Lex-
icon PCM-60 digital reverb; it's a terrific 
value. My compressor/limiters are a Val-
ley People Dyna-Mite and a couple of 
dbx 160s—they're nice for vocals. I don't 
use much eq; if I'm lacking something, I 
prefer to move the the mike around. If I 
had to die with one mike in my hand, it 
would be an AKG 414. f've also got a 
couple of AKG 2000 dynamic mikes. 
"My monitors are old JBL Century 

L100s, the earlier model of the 4311s 
which most people have. They're big and 
warm. I've also got a pair of little Yamaha 
NS10s. I still use my Auratones for a radio 
mix. I use a Yamaha P2200 power amp 
to drive the JBLs; the little guys I drive 
with a Pioneer SX1050 power amp. My 
bass is a Yamaha BB3000, a great bass! 
I've also got a Gretsch Beast guitar. My 
synthesizer is a Yamaha DX7; before that 
I used a CE25." 

DRUMMER MAGAZINE   
88 



,-1 

Y-• 

Don't get left behind, look at PEARL first-. 
All the other drum companies do! 
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Impossible?...not if your name is PEARL...the World's 
Leading and largest Percussion Manufacturer. Pearl's 

"MLX- Series 5-piece kits offer you a brilliant."Piano-

finish in o variety of colbrs... Black, Wine Red, Walnut 
and Natural. And theees more . the revolutionary 

Steel Free Floating System Snare Drum lmodel S. 
814D, 6 IX.: -x14-IrAll Maple Shell s-, newTHl95 Tom 
Holders, new Springless Lugs and 800 Series Hard-

ware the most requested and reliable available today). 
Pearl's 'hardware line-up includes the "fast-action" 
f'-800 Foot Pedal, the "multi-angle- S-800W Snare 

Drum Stand, the "direct-pull" H-800 Hid-tat Stand, a 
8-800W Cymbal IBoora Stand and -a  C-800W  Cym-
bal Stand as standard gear. All this for under 
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rave about is now available in 

the exciting new low-cost SOLOIST. 

Launched from years of Rockman 
research and use, the SOLOIST delivers 
to every guitarist— beginner or virtuoso, 

professional or recreational — the thrill of 
being surrounded with great stereo sound 

tweaked by Tom Scholz. Strap on your 

guitar, plug into the SOLOIST, put on 

the headphones and WOW! Nikosf yneng 
adirul to matne! You'll swear you're in 

another Cosmos. All this for the price of 
a personal cassette player. 

Scholz Research & Development Inc. 

1560 Trapelo Road 

Waltham, Massachusetts 02154 
617-890-5211 

'sr — 

Headlines cannot 

define the SOLOIST, 
—7 only the sound can. 

The unparalleled 
Rockman sound that 

recording artists use and 

To 

ROCKMAN X100 Professional Studio Processor —$319.95 

SOLOIST Personal Guitar Processor —$ 169.95 



Staggering State-
of-the-Art in an 
Old Package 

By Josef Woodard 

H
istory and technology don't 
always march arm in arm, in 
bold lockstep towards a bright 

utopian tomorrow. This much we know 
of the world where military might and 
nuclear sophistication have run amok 
and rendered the supply-and-demand 
quotient a pitiful joke. Or take the case 
of the spate of teen-lust- on-the-loose 
films inundating theaters and drive-ins 
near you; just when a few of them seem 
to have fine-tuned an initially suspect 
formula, the thrill is wearing off. So much 
for synchronization. 
What has this to do with guitar amps? 

Nothing and everything. On a much 
more benevolent front, there is a similar 
disparity of supply-and-demand in-
terplay in the realm of guitar appa,atus. 
Now that the keyboard (and its off-
spring) has toppled the once-lordly gui-
tar as the ruling cass of instruments, 
we are forced to reconsider the rock ' n' 
roll axiom: a guitarist ir every household 

NEW GUITAR AMPS  

ILLUSTRATION BY MARK FISHER 

and two amps in every garage. But iron-
ically, this comes when there has never 
been a better time to be a guitar player. 
Several decades of development, ex-
perimentation and high-tech tinkering 
have brought the state-of-the-art in amp 
design to a level that can be a little stag-
gering. Where once Fenders and Mar-
shells dwarfed the other options, a 
number of fine units now available have 
complicated the decision-making pro-
cess for the guitar consumer. 
A lot of this has to do with the domino 

theory of innovation—refining and up-
scaling existing technologies, building 
the perfect amplifying beast. And so, 
while there are several attractive small 
midline amps offered by larger man-
u'acturers, like Peavey, Roland, Ya-
maha, and Fender—all flaunting chan-
nel-switching and other seductive fea-
tures at a moderate price—more excit-
ing guitar amp activity is taking place 
a few rungs up on the scale of engineer-
ing and price tag. There are now several 
world-class contenders in the field of 
powerful, flexible, combo-sized amps 
made by smaller, quality-conscious out-
fits and priced around the $1.000 mark. 
The new breed of amps—armed with 

power to spare for almost any playing 
context, equipped with a high degree 
of variety in tone, pre-amp and power 
amp manipulation and still portable 

(which doesn't necessarily mean 
light)—can safely be traced in spirit 
back to Randall Smith, who put together 
his first MESA-Boogie amp back in 
1971. Smith, a repairing Merlin out of 
northern California, began by hotrod-
ding Princetons—turning them into little 
Davids to compete with Marshall stack 
Goliaths. His Boogie combo amps have 
been legendary, available only by wait-
ing list through the 70s, despite the 
price-no-object status. 

Boogies are no longer com-
petitors in a field of one. The 

80s have seen well-consid-
ered variations on the 
theme; perhaps the 
most intriguing of these 
is the Seymour Duncan 
Convertible, unveiled at 

the '84 Winter N.A.M.M. and gradually 
percolating into the industry. The Santa 
Barbara-based Duncan, once repair-

man to Hendrix and Beck, 
has made a respectable 
cottage industry out of his 
replacement pickup line. 

Just as that effort grew out of a dissatis-
faction with the idiosyncracies of stock 
pickups, Duncan sought to address 
common complaints with his Convertible. 

Principal among these: Why must an 
amp have only one personality? The key 
innovation of his amp is the use of inter-
changeable modules, accessed by a 
cavity atop the amp, which can drasti-
cally alter the very sound of the two 
switchable channels by coloring at the 
pre-amp stage. Thus, it's an eclectic's 
dream; you can vary your effect from 
gig to gig or from set to set with the 
works- in-a-drawer concept. There are 
five modules in play—one general and 
two for each channel. The normal clean 
sound, with a crispness and body, can 
be further glossed up by inserting the 
optional IC module. On the other end 
of the spectrum, the varieties of distor-
tion possible are many; by adding a 
High Gain Hybrid module (which grafts 
a tube and FET approach), you get a 
metallic bite, whereas two High Gain 
modules will earn you the smooth-yet-
massive Boogie-type distortion. 

Further distortion tweaking is possi-
ble by adjusting the two volume controls 
(Master and "Overdrive") with an infin-
itely variable power attenuator knob— 
f rom the amp's maximum one hundred 
watts down to a piddly five watts. The 
lower wattage level allows a full range 
of effects and harmonic snarl even at 
suburban living room volumes—a very 
socially redeeming feature. The tone 
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controls have a fair amount of impact 
and can be used in conjunction with 
two other unique features on the back 
of the amp to get desired effects; the 
damping control knob affects the actual 
flap of the speaker cone—maximum 
damping for a clenched, controlled 
sound, minimum for a looser, bluesier 
sound surface; the Pentode!Triode 
switch enables you to choose between 
a hundred and sixty watts' worth of the 
power tube output, with according tonal 
distinctions. It all adds up to a subtle 
network of controls and sound-shaping 
potential, demanding curiosity and ex-
perimentation to fully reveal its charm. 

First impressions being often deceiv-

ing, the new Sundown amp, designed 
by Dennis Kager, looks surprisingly 
conventional compared to the more 
streamlined, rethought visual design on 
the panel of the Duncan (except for the 
Sundown's clever orange setting sun 
behind the logo which tells you if the 
amp is on or not). Yet across the ten-
knob panel (with reverb and presence 
knobs in the back), the spectrum of vari-
ables is fairly impressive. Spending an 
hour or so twiddling knobs on the amp 
will acclimate you to its sonic character: 
it's not a plug- it- in, wind- it-up and 
watch-it-go proposition. 

Highly sensitive tone controls—even 
in the heat of crunching distortion—with 

A tough case to crack... 
on or off the road. 

Face it. Musical instruments and sound 
systems take as much abuse traveling 
cross-county as they do cross-country. 
Maybe more. Bouncing in the back of a 
van, skidding across wooden stages 
and concrete platforms dragg-
ed up and down stairways. 
Dropped. Your equip-
ment needs protection 
whether you're on the 
road-or oft 
ANVIL® has the perfect 

answer. ANVIL® "Professional Grade" 
ATA Cases-laboratory tested and "Pro-
proven" for well over 30 years-are the 
standard by which all others are judg-
ed. ANVIL® Forge® Il Cases afford the 

less rigorous traveling musician 
many of those same benefits. 

Whichever way you travel 
to share your sound, 
never forget...lf it doesn't 
have an ANVIL® ...you 
don't have a case!! 

ANVIL CASES, INC., 4128 TEMPLE CITY BLVD., ROSEMEAD, CA 91770 

(818) 575-8614 

a midrange boost on the red channel 
(nice touch) give you flexibility of tonal 
hue. The real action, though, is in the 
volume/power configurations. Once in 
the red (which quite logically has be-
come the standardized channel for 
things dirty, hot, hellbent, etc.), you 
have the expected Master and Gain 
controls, with a pull switch for gain and 
high end boost in the latter. The two 
knobs on the right can be brought into 
play to broaden your options; the Gov-
ernor operates, on principle, like the in-
verse of a master volume, attenuating 
the power amp as it is turned up, while 
the RMS control continuously varies the 
actual power output of the amp. 
One nice feature is the parity of effect 

between the two channels, where much 
of the engineering energy typically 
favors the lead channel in these kinds 
of amps. The Green channel can be 
modulated by the Governor control if 
desired, and in fact, for those who 
equate cleanliness with godliness, both 
channels can produce clean sounds of 
note, from squeaky to beefy. 
The owner's brochure stresses the 

amp's safeguards against the polter-
geist of intermodulation distortion, and 
the proof is in the pudding; at various 
volume and timbral levels, the amp de-
livers its hundred watts of power with 
virtually no break-up. Also featuring 
dual effects loops—a good idea except 
when you want the same effect for both 
channels—a meaty Celestion G-12 
speaker (an EVM is also available) and 
power tube clamps that offer shielding 
and a heatsink effect, the Sundown is 
a well-considered lunge at the market, 
banking less on uniqueness of design 
than on sturdy usability. Recently dis-
tributed by Ibanez and endorsed by 
guitarist's guitarist Allan Holdsworth, 
the $1200 amp, with a few small im-
provements, is now distributed directly 
by Sundown (201-321-1155). Sundown 
is also readying a 50-watt version with 
reverb called the Formula 50 that incor-
porates much of the same features into a 
near-$500 entry that should raise quite 
a few eyebrows this fall. Both Sundowns 
stand a chance of becoming the post-
Boogie model of widest circulation. 

That is, if the Dean Markley doesn't 
get to the American public first. The 
Markley line, a little more affordable, 
has been making a reputation as 
punchy units with a versatility that vies 
favorably with their peers. The recently 
launched CD model, a self-contained 
powerhouse (30-, 60- and the muscular 
120-watts available), has treble and 
midrange boosts, a drive/gain/master 
volume matrix and a fifty percent power 
attenuation switch. The CD seems to 
lack a bit of the clean channel crispness 
found in other amps, but the sheer wal-
lop of its tube overdrive sound puts it 
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in a realm of authoritative potency. 
For greater diversity of sound poten-

tial, move up to the RM DR series of 
Markley combo size amps. The key fea-
tures here are a tube/FET duality that 
allows access to either mode and the 
enticing rack-mountability factor (hence 
the AM). The amp brain can be easily 
yanked out of its cabinet and interfaced 
with an existing rack of effects, depend-
ing on the playing context—after all, a 
combo amp needn't always be a combo 
amp. For this purpose, the AM 150 DR 
model (list: $1085) is advisable; a higher 
threshold of output gives leeway and ad-
aptability—volumetric upward mobiky. 

Another amn engineer from the same 

general school as Randall Smith is 
southern Californian Jim Kelley, whose 
hand-crafted, personalized amps have 
garnered a formidable word-of-mouth 
rep. Jim Kelley owners tend to swear 
by the caliber and dependability of the 
units, and Kelley himself is a very ap-
proachable CEO, open to dialogue and 
willing to offer advice on individual tech-
nical problems. The latest of Kelley's 
models is the $1300 FACS (for Foot-
Activated Channel Switching) Line 
amp, a sixty-watt, four-power-tube unit 
with frightening potential in the volume 
department. The amp face is, again, de-
ceptively unassuming, but within the 
basic design of the knobs are such fea-

Puzzled by Audio/Video/MIDI 

Sync Lock? It's SMPLTm 
Yesterday it took lots of money 
and hassle to implement a truly con-
temporary Audio for Video Studio. 

You needed a box to lock a Video 
transport to the Audio. And boxes 
to autolocate the Audio and Video 
transports. And a box to lock and 
locate the " virtual" MIDI tracks. 
And more boxes to convert the sync 
your sequencer likes to the kind your 
drum set favors. 

And an Engineering Degree to tie 
it all together and work it, and a very 
friendly banker to help pay for it. 

But, today, Sync Tech's SMPL 
System performs all of these func-
tions and MORE. In one easy to use, 
low cost package you get a complete 
Audio editing, Video lock-up, 
Instrument syncing system that 
includes: 

• Two machine (Audio or Video) 
Sync Lock 

• 10 point autolocator for both 
transports. 

• MIDI Sync/Autolocate 
• 24, 48, 96 Tick/Beat 
instrument sync 

• Automatic Punch In/Out 
• DF, NDF, 25 F/S, 24 F/S SMPTE 
Time Code Generator 

• 8 programmable EVENT gates 
• Transport remote controls 

Best of all, the SMPL System is for 
real — no "gotchas". Works with 
equipment from every major 
manufacturer from inexpensive 
Portable Studios to 2" transports, 
even consumer quality VCRs. 

For more information and the 
name of the nearest dealer who can 
SMPLify your life, call or write: 

11111111111111 SYNCHRONOUS TECHNOLOGIES 
P.O. Box 14467 • 1020 W. Wilshire Blvd. • Okla. City, OK 73113 • (405)842-0680 

tures as a push-pull function on the lead 
channel, enabling you to get an over-
driven power amp sound with a line-
level signal—ideal for going straight 
into the recording or P.A. board with no 
loss of mondo tubal one-two. 

Kelley's product is clearly one of the 
prizes of this generation of amps. There 
is a tangible immediacy and compact-
ness of sound—clean and collected or 
with a bone-wrenching distortion that 
retains a velvety texture. 
Another recent addition to the pack is 

the solid-state Pearce G1, with seventy 
RMS watts of power, channel switching 
(but of course) and independent effects 
loops—this is the amp that Allan 
Holdsworth used before he went to the 
Sundown. The New York-based com-
pany is venturing boldly into the market, 
with good progress reports. The G1 is 
harder to find, but worth an audition. 

Marshall has not let itself become a 
mere hall-of-famer in the new amp wars. 
Having recently introduced a solid-
state MOSFET circuitry bass amp which 
has been getting rave reviews (a new 
version has a parametric eq), and hav-
ing incorporated channel switching into 
its classic models, Marshall is also de-
signing an all-new series of 15- and 30-
watt studio tube amps. These rack-
mounted specialists feature XLR con-
nectors, a Celestion Sidewinder speak-
er Marshall's engineers helped devel-
op, and a few other rather untraditional 
wrinkles. 

Another worthy new amp arrival is the 
lightweight, heavy-output Gallien-Krue-
ger series. The compact front panels of 
these bi-amped mini-brutes control a 
whole range of tonal and crunch 
changes, including fine tuning of the 
crossover point and relative high and 
low volumes. Also consider British 
power amp and recording equipment 
maker Studiomaster's new entry in the 
guitar combo sweepstakes, the Lead-
master, complete with triple volume 
controls, parametric eq and reverb for 
$300. And let's not neglect MESA-
Boogie's own relentless improvement of 
its original amp line: at least eight mod-
els, including bass versions, are now 
available without the wait, and intensive 
research into power tube improvement 
and speaker design (their Black 
Shadow line of hybrids designed in con-
junction with other major manufactur-
ers) bode well for the original revolution-
ary's future health. 
Thus the Boogie begat a generation 

of amp builders with better ideas, know-
ing that there are discerning players out 
there who are willing to pay through the 
nose for quality and versatility (and will-
ing to lend the extra muscle exertion to 
carry these heavy suckers around). Re-
joice. It's a specialist's market, in an 
ostensibly off-the-rack world.il 



"What if it breaks?" That's an ugly question, but an 
unavoidable one for anybody who buys a pro audio 
product. At QSC, we won't leave you high and dry if you 
have a problem with one of our amplifiers. We pride 
ourselves on the reputation we've earned for quick and 
courteous 
service. 
We offer a 
3-year war-
ranty on 
our Series 
Three amps 
and a 2-year warranty on our Series One. For QSC, 
anticipating problems before they occur is a part of 
effective design. Through careful engineering, we've 
been able to make service easy for our customers, our 
dealers and ourselves. Protection from real-world 
hazards is built right into QSC amplifiers. Take the 
patented Output Averaging Circuit - used in our top-of-
the-line Series Three and more economical Series One. 
It provides complete protection from short circuits 

"C„SC Gust me s 
Are Buying More 
Than A Product; 
They're Also 
Buying Our 
Support:' 
Barry Andrews 
President, 
QSC Audio. 

without compromising the 
amplifier's performance. Both the 
input and output stages of QSC 
amplifiers are fully isolated against 
overdrive, RF burnout or unstable 
loads. Even your speakers are 
protected against destruction 
caused by DC fault The modular 
design of our Series Three amplifiers makes service easy 
in the event that something does go wrong. Each 
channel is built into its own front-removal module, which 
can be easily taken out for service. Modules are 
connected to the mainframe by means of a locking gold-
plated connector on a flexible cable-an interface that 
stands up to rough handling. For QSC, service means a 
lot more than just fixing things. It means listening We 
listen to your problems as well as your praise. And we've 
incorporated that real-world experience into the design 
and service of every product we make. For more infor-
mation contact: QSC Audio Products, 1926 Placentia 
Avenue, Costa Mesa, CA 92627, (714) 645-2540. 
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SOFTWARE CITY By John Amaral 

H
igh quality music printing is on a 
lot of people's minds these days. 
Passport's Polywriter, while use-

ful, runs on the Apple II and does not 
print " publishable" sheetmusic, ard so 
there has been much speculation when 
better printing might be available for the 
Macintosh, which is capable of sophis-
ticated graphics and practically puts a 
printing press on your desk. The Jong 
awaited product has arrived in the form 
of Professional Composer from Mark of 
the Unicorn (617) 576-2760. 

First off, one thing that separates Pro-
fessional Composer from other Mac 
music products such as Musicworks 
and Concertware, is that it prints 
beamed notes. Beams are absolutely 
necessary if anyone including yourself 
is going to try to read what you've writ-
ten. Secondly, it costs $495, which 
amounts to a lot of money for many 
musicians, but for many others it pro-
vides so much functionality that it will 
pay for itself quickly as a business tool. 
Bobby Maruvada, whiz-kid musician 

from the Berklee College of Music, 
helped me develop a list of pros and 

cons. First the pros: 
1. Professional Composer allows 

you to work on forty individual staves, 
although you can see only four in the 
window at a time. 

2. The printing is beautiful in stan-
dard mode, but can get a little difficult 
to read in high quality mode if you have 
a lot of notes to print. 

3. The people at Mark of the Unicorn 
did a good job of researching the vari-
ous symbols, which are divided into six 
separate groups: notes, rests, clefs, 
dynamics, ornaments and articulations. 
Although there is a group of special 
markings such as coda symbols and 
comping slashes, you can't currently 
create your own. 

4. Composer provides you with in-
stant transposition of any part, which 
saves tons of time when writing for wind 
instruments and singers. You can also 
transpose an entire piece of music 
either by key signature or by interval 
within the same key signature. 

5. The documentation is easily un-
derstood by the average musician/ 
composer. 

6. There is great customer support 
from a person who knows what she's 
talking about (Robin Briggs), since she 
helped write it! 
Now the cons: 
1. The method of putting in the 

music, with mouse in the right hand and 
left hand on the Mac keyboard, is dif-
ficult to get used to if you've never used 
a Mac before, maybe even if you have. 

2. There are some bugs in Profes-
sional Composer, most of which are re-
lated to screen updating and text entry. 
This is still true in version 1.1. 

3. There is no flat symbol in the text 
mode. The addition of an eraser, pencil 
and fatbits would be very helpful. 

4. The program is painfully slow in 
almost everything that it does. It's close 
to being reliable enough to use all the 
time and not be afraid of system 
crashes, which would result in lost data, 
but the main problem is the speed. It's 
too slow to input a large score easily. 
What many people would like to be 

able to do is to play their music with a 
MIDI instrument into some kind of re-

continued on page 112 

MAKE ANY SOUND YOU WANT 
...With SYNTHARTS Synthesizer 
Instruction Courses on video tape. 
Designed for the modern electronic 
keyboardist, guitarist, or drummer, 
SYNTHARTS shows you how to: 

Make any sound, real or electronic, 
from any synth. 
Utilize MIDI to its fullest potential. 
Program FM Synthesizers like the 
DX-7. 

P Effectively edit presets. 
Interface any unit to any other unit 
regardless of manufacturer. 

lb• Take advantage of the latest computer 
technology. 

Useful to beginner and seasoned studio 
pro alike, SynthArts cuts through the tech-
nical talk and plainly demonstrates how to 
achieve these goals. Because these are video 
courses, you learn by watching and hearing 
first-hand demonstrations on actual equip-
ment. All the major manufacturers are 
included. You'll see and hear demonstrations 
on equipment by Yamaha, Simmons, 
Sequential Circuits, Roland, Oberheim, 
Moog, Linn, Korg, Fender/Rhodes, Emu, 
Commodore, Apple, and many more. 

Secrets of Analog & Digital Synthesis 

This course is a comprehensive and 
entertaining overview of all aspects of syn-
thesizer sound creation and performance. In 
two volumes, this course shows you how to 
make any sound on any synthesizer and pro-

vides you with valuable insights into stage 
and studio performance techniques. Some of 
the topics explored are "The Physics of 
Sound," "The Synthesist as Magician and 
Impersonator," Programming FM Synthesiz-
ers such as the DX-7, and an in-depth tour of 
virtually every major manufacturer's syn-
thesizer product line. 

Making the Most of MIDI 

This two-volume course is a continu-
ation of the previous volumes and explores all 
aspects of the Musical Instrument Digital 
Interface, commonly known as MIDI. The 
course makes sense of the bewildering infor-
mation and choices facing the MIDI mu-
sician. It shows how to use MIDI to help you 
produce and perform music in ways that were 
previously impossible, and demonstrates how 

Each SYNTHARTS course consists of 
two volumes. Each volume includes a 
2-hour video tape and a comprehensive 
100 page illustrated reference manual 
which is supplied in a hardcover binder 
The tape is recorded in stereo hi-fi 
(compatible with all VCRs) and is avail-
able in VHS or Beta. 

Each Volume: $129.95 (suggested retail) 
Available at your local music store. 

to use synthesizers in conjunction with 
computers, sequencers, drum machines, 
and other synthesizers. 

The SynthArts courses were written by 
Steve De Furia, synthesist/ programmer 
with such recording artists as Frank Zappa, 
Stevie Wonder, John Farrar (Olivia Newton-
John), David Paich, Steve Porcaro, and Lee 
Ritenour. Mr. De Furia is a former faculty 
member of the Electronic Music Department 
of Berklee College of Music. 

Ferro Productions 
228 Washington Avenue 
Belleville, NJ 07109 
Phone (201) 751-6238 
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The Pitchrider can MIDI your saxophone. It 
can MIDI your trumpet or your flute. Even the 
notes you sing into the Pitchrider will become 
MIDI events. Imagine the creative possibilities. 

Every nuance of your performance will be 
translated into MIDI. Play staccato and your syn-
thesizer will follow perfectly. Play legato and bend 
the synthesizer tone over a full octave range. 
Whispering pianissimo or stout forte are within 
your complete control with the Pitchrider. 

The Pitchrider is incredibly fast 10 millisec-
onds plus 2 cycles of a monophonic input tone are 
all that is needed to capture the pitch. Then the 

Pitchrider will send a MIDI Note On over any one 
of the 16 MIDI Channels. 

When coupled with a MIDI composing pro-
gram such as TEXTURE, the Pitchrider is a power-
ful arranging and composing tool. Explore the 
unfolding realm of MIDI synthesizers and compu-
ter software without sacri-
ficing expressiveness. 

See the Pitchrider at 
your local dealer. Or   CHERRY 
send for a Pitchrider   LANE 
Brochure today. TECHNOLOGIES 
Cherry Lane Technologies, PO. Box 430, Port Chester, NY 10573 
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Everything you've heard about 
the Beyer M 69 is true. 

Except 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 

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. 

beyerdynamicn The Dynamic Decision 

'Manufacturers suggested list price U.S. Beyer Dynamic, Inc. 5-05 Bums Avenue, Hicksville, New York 11801 ( 516) 935-8000. 



BRIGHT IDEAS IN CLUB LIGHTING 

Now It's Easier 
Than Ever to Bring 
Your Own System 

By Alan diPerna 

L
et's face it: We live in an MN 
world. As performance videos 
have establisbect a set of visual 

signatures for each pop genre, sophis-
ticated stage lighting has become de 
rigueur— even for fleagling bands. Club 
audiences now come in the door with 
ears and eyes primed for a spectacular 
show; and aspiring artists are expected 
to deliver the multi-media goods. 
Champagne tastes on a beer 

budget? Well, by one of those curious 
laws that govern the in:erplay of Art and 
Commerce, the cost of club-oriented 
lighting gear has come down dramati-
cally in recent years. With entry-level 
systems starting at about $1,000, it has 
become very feasible for bands to bring 
their own lights on the road. 

If you're thinking about shedding 
some new light on your act but don't 
know the first thing about the equipment 
you'll need, tnere's some good news: 
Lighting systems bear an uncanny re-
semblance to PA. systems. Like an 
audio mixing console, a lighting control 
board has a row of faders (or sliders, 
as they're often called in the lighting 
biz). Each slider regulates the bright-
ness of its own channel of lamps oy 
means of a variable control voltage. The 
signals are sent to dimmer packs, which 
supply tne necessary amounts of power 
to the lighting fixtures—just as power 
amps drive the speakers in PA. sys-
tems. 

Of the companies that manufacture 
lighting equipment, some (such as 
Spectrum Design & Development and 
LSS Laboratories) specialize in tie 
electronic components of a lighting sys-
tem—the controllers and dimmer 

packs. Other companies, incluorng ETA 
Lighting, Dyna-Might Sound & Lighting 
and Sunn Electronics, also manufacture 
lighting fixtures, rigging and cables. In 
all of these areas, design engineers are 
constantly seeking ways to make the 
equipment lighter, more compact and 
less expensive. 
Improvements in lighting fixtures 

have hâped bring down the cost of er-
tire systems. As manufacturers figure 
out how to make lamps out out more 
light (or candlepower) and use less 
electricity to do so, it becomes possible 
to operate a lighting system on stan-
dard wall current (120 VAC, s ngle 

ETA DUAL SCENE lIONTINO CONTROLLER NOOEL • 2,1 

ETA 1221 dual-scene lighting controller 

phase). The need to buy and carry a 
separate power supply is thus elim-
inated. Also, lighting fixtures lose 
weight as they become more efficient, 
so they're easier to set up, tear down 
and carry. They can be mounted in light-
weight, inexpensive rigging and hung 
from suspension ceilings or elevated on 
tripods. 
The favorite lighting fixture of the music 

industry—from clubs to arenas—is 
called a PAR, which stands for Para-
bolic A'uminum Reflector. It's a sealed 
container with an aluminum reflector at 
the back, a lens on the front and a lamp 
in the middle. PAR lights are available 
in a variety of diameters, from the 41/4 -
inch PAR 36 to the 8-inch PAR 64. 

"The reason why music people like 
PAR fixtures so much is that they're pre-
focused," explains ETA Lighting's gen-

eral manager Bob Harris. "They're not 
like some other types of fixtures, where 
you can vary the focus of the bulb itself. 
PAR fixtures are therefore quick to set 
up and relatively inexpensive com-
pared to some other types of lamps." 
By now, you're starting to get the pic-

ture. Anything that can cut down on 
costs, weight, power consumption or 
on-the- road hassles is an important 
benefit for a club lighting system. This 
line of thinking inspired Sunn to come 
up with their multiplexed lighting sys-
tern. It can transmit up to 32 channels 
of lighting control voltages via a stan-
dard mic cord with a three-pin XLR con-
nector. As Sunn marketing engineer 
Robert Hick will tell you, the idea was 
to do away with the heavy, cumbersome 
multiple cables that most lighting sys-
tems require—cables which often use 
non-standard, hard-to-find connectors. 
Instead, any of Sunn's control boards 
can be connected with onstage Sunn 
dimmer packs via a PA. snake. Up to 
thirty dimmer packs can be daisy-
chained, and each can be preset to re-
spond to any four control channels 
emanating from the lighting board. 
Perhaps the most exciting develop-

ments in club lighting are those related 
to microprocessor technology—the 
same stuff that is now shaking up the 
musical instrument industry. ICs are 
what made lighting systems portable in 
the first place. Control boards have long 
Peen equipped with digital memory cir-
cuits for storing multiple scenes (preset 

' \fs‘ 
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J.L. Cooper MIDI Lighting Controller 
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lighting combinations) which can be 
called up quickly during a show. The 
same type of storage capabilities have 
allowed onstage footpedal controllers 
to evolve from primitive on-off switches 
to subtle mood changers that can save 
a starving band the expense of hiring 
a lighting operator. 
One of the next steps in this micro-

processor evolution is represented by 
the Moto Light, a digitally controlled, 
motorized fixture that Dyna-Might 
began marketing this year. The lamp 
can be moved horizontally and verti-
cally by means of a joy stick. When Moto 
Light memory module is added, up to 
ninety-six lamp positions can be stored 
and recalled from the console. The 
Moto Light will even change color in 
response to a digital control command. 
Although they carry a fairly high price 
tag (about $5,000 for four lights and a 
controller), these intelligent, mobile 
units promise to add some new sparkle 
to club lighting. 

Another new microprocessor marvel 
has brought club lighting under MIDI 
control. J.L. Cooper, whose MIDI con-
version devices are well known to synth 
players, has come up with a 12-channel 
MIDI lighting controller, the MLC-1 
($895). What it does is convert lighting 
control voltages into MIDI data and vice 

versa. This lets you store complex light-
ing routines in a MIDI keyboard se-
quencer and then " play back" the light-
ing sequence in perfect sync with the 
music. 

"The usual procedure," Cooper ex-
plains, "would be to start by entering 
music parts in your sequencer. Then 
you can slow the tempo down and 
'teach' the lighting cues to the MLC-1 
by moving its sliders and other controls 
to suit the music. You can 'overdub' 
lighting parts just like you can do 
keyboard overdubs on a sequencer, so 
you only have to worry about one or two 
sliders on each pass. And once you've 
entered a part, it's locked in—down to 
the sixteenth note. It's never going to 
miss a cue, and you don't need to have 
an extra person to run your lights." 
Now that lighting has entered the 

musician market in a big way, it's only 
natural that lighting technology should 
start to borrow from electronic instru-
ment design, and vice versa. The 
beauty of this goes beyond the new af-
fordability of lighting gear. Devices like 
Cooper's put lighting under the direct 
control of musicians, letting them ma-
nipulate it with equipment they're al-
ready used to. How players will use this 
new expressive potential remains to be 
seen; but it's sure nice to know it's there. 

MUSIC MAGIC 

111/G 
P CK,PS 

P.O. Box 4394 
Santa Rosa, CA 95402 
(707) 525-9941 
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• 180° sweep in one second (horizontal 
and vertical) 

• Four channel connection with one mic 
cable Can infinite number of units can 
be operated by one channel) 

• Modular controllers expandable from 
four channels to sixteen channels 
with 96 scene memory and 
programmable chase 

• Optional computer interface and six• 
color gel changer 

Finally, the complete turn-around in stage lighting can 
be yours! Durable and road-rugged, Moto-Lights are 
destined to become the industry standard. Make the 
break from static lighting with the lights that 
move . . . Moto-Lights specs and prices yours . 
for a song. Call 417-8E13.4549 or write Dyne-
Might Sound and Lighting, 3119.A South 
Scenic, Springfield. Missouri 65E1 

DYNA-MIGHT 
SOUND AND LIGHTING 
3119A SOUTH SCENIC 

SPRINGFIELD, NAO 
(417) 883-4549 

TWO-MOCILLE 
MAIN FRAME 

MOTO-MEMORY , 
MASTER CONTROLLER 

MAIN FRAME 
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ROCK GUITAR °OSTER 

All posters 24" • 36" 

GUITAR POSTER KEYBOARD POSTER 

AVAILABLE IN FINE MUSIC STORES EvERYwhERE! 

11-g Pri 

Put 
°11#1E POWER 
OCK n' ROLL R  

on your wall! 

LEAD and 1:1 
This outrageous poser shows you everything you need to know to start playing hot rock leads 
and powerkl heavy me 

HIVTHI 

tal rhythms. It's got: 

• ROCK SCALE PATTERNS that will have you playing lead all over the neck. 

• ROCK SCALES WITH PASSING TONES to add flash to your leads 

• POWER CHORDS yo 

• Tips and techn,ques or ND TAPPING, and 
WHAMM'Y BAR! 

• OPEN CHORDS and BAR CHORDS you can use to hold down the rhythm in all styles of 
MUSIC. 

u can use to play anywhere on the neck 

HARiMONICS, TONE AND SUSTAIN, TWO HA 

• A.three page instruction sheet that shows you licks using BENDS, SLIDES, HAMMERONS, 

PULLOFFS, VIBRATO, and much more! 

These two handy 11" cards are a great way to take the answers with you. Laminated to 
last! 

TABLE OF KEYS: Recognized as the definitive transposing tool for dhord progressions, 
scales, melodies. Great for writing charts! 

CHORD & SCALE TABLE: This ingenious chart shows the structure of all common chords 
and scales and how they work together in many styles of popular music. 

THE GUITAR AND KEYBOARD POSTERS 

Also available are THE GUITAR POSTER and THE KEYBOARD POSTER. These two highly 
acclaimed posters are helpingpver 100,000 musicians improve their playing. They are as easy 
to use as a roadmap, and tney make the principles of music as simple as DO RE MI, even if you 
don't read music! 

The GUITAR and KEYBOARD POSTERS both feature: • TABLE OF KEYS • GREAT 
STAFF • CIRCLE OF FIFTHS • CHORD & SCALE TABLE. THE GUITAR POSTER has 
• NOTES OF THE FRETBOARD • OPEN TUNINGS *BASIC CHORDS • MOVABLE 
CHORD & SCALE FORMS. THE KEYBOARD POSTER has: • TWELVE MAJOR SCALES • 

CIRCLE OF FIFTHS • A FOUR OCTAVE LIFE-SIZE KEYBOARD. 

Please send. _ ROCK GUITAR POSTERS, _GUITAR POSTERS, and _ KEYBOARD POSTERS a: 
$6.95 each plus $2.00 postage and handling for the first poster, $ 1 00 for each additional poster. 

Please send: _ TABLES OF KEYS and _ CHORD & SCALE TABLES at $3.50 each plus $ 1.00 
postage and handling for the first card, $.50 for each additional card. 

For 10 ROCK GUITAR picks, add _$1.00 

Enclosede for my order . Foreign orders add $ 1.00 (US funds only. Rush orders add $ 1.30. CA 
residents add 6% sales tax. Allow six weeks for delivery. 

My VISA/MASTERCARD #is 
Expiration date _ 
NAME  

ADDRESS  

CITY'STATE/ZIP  

Send checks payable to: 
Musician Magazine P.O. Box 701 Gloucester, MA 01930 

Published by Caetalta Publtceons, Petaluma. CA 



DEVELOPMENTS 

B
iggest product story this month? 
The new Simmons SDS 9 elec-
tronic drum kit. Remember hear-

ing Terry Bozzio complain a few months 
back that he couldn't get a rim-shot or 
a stick-across on his Simmons snare? 
Well, someone was listening, and that's 
one of the SDS 9's innovations. There's 
also the new injection-molded pads 
with more natural feel and a micropro-
cessor which logarithmically expands 
the signal befdre instructing the voice 
to sound, greatly enhancing dynamic 
control. The SDS 9 brain has separate 
synthesis systems for each drum: digi-
tal for the kick, analog for the toms (with 
a "second skin" feature that emulates 

Simmons SDS 9 

the interaction of two vibrating drum 
heads) and three interchangeable 
snare samples loaded on EPROMs. In-
dividual controls for pitch, bend, decay, 
noise, click and filter pitch and sweep 
are also part of the panel, plus on-board 
digital delay. Program loading, with 
twenty presets and twenty user pro-
grammable memories, and MIDI make 
this an unbelievable steal at $1850. 
From Simmons, (818)-884-2653. 
A sporting new entry in the synth 

derby is the new $1200 Split-Eight from 
Sequential Circuits. A fully programma-
ble 8-voice workhorse, the Split-E ght 
has four modes, one normal, one unison 
which stacks all eight voices behind a 
single note for killer single-note lead 
sounds, one double mode which .ets 
each key trigger two sounds, and one 

By Jock Baird 

which splits the five-octave keyboard 
into two groups of four (the split point 
is at your discretion). The memory holds 
sixty-four presets or custom sounds you 
can create with the aid of a graphic 
matrix. Each voice has a multi-
waveform VCO, a 4-pole bypass filter, 
a VCA, two ADSR envelope generators 
and an LFO; there's also a built-in 
chorus effect. The Split- Eight has an 
array of MIDI features, including the 
ability to assign half the split keyboard 
to a separate MIDI channel. From Se-
quential Circuits, (408) 946-5240. 

It may not be cheap, but quality like 
Sennheiser's never is. The maker of one 
of the top recording mikes in the world 
is debuting a new blue-chip wireless 
system, the EM 2003-9. This narrow-
band VHF receiver employs true diver-
sity circuitry and front-end helical filters 
for high selectivity of RF and a minimum 
of intermodulation from stray carriers. 
There's also an integral splitter for its 
two antennas and LED displays for 
audio modulation and RF strength. 
From Sennheiser, (212) 944-9440. 

Sennheiser EM 2003-9 wireless 

Finding there isn't enough high end in 
your studio monitors to go around? One 
of three monitors with JBL's new Bi-ra-
dial horn will spread those highs from 
wall to wall, with constant vertical and 
horizontal polar coverage. Two existing 
full-size editions are the 4430 and 4435 
models, and the latest is the compact 
4425 for smaller studios. The Bi-radial 
horn uses JBL's titanium diaphragm 
compression driver with edge-wound 

Sequential Split-Eight 

aluminum-ribbon voice coil, copper-
plated pole piece and signature dia-
mond surround. The crossover system 
also provides power response compen-
sation for the high frequency driver. The 
low-end of the 4425 is a 12-inch driver 

JBL 4425 studio monitor 

with an edge-wound copper-ribbon 
voice coil and incorporates JBL's sym-
metrical field geometry (SFG) for ultra-
minimal distortion. Other action on the 
JBL front includes a nifty new two-way 
stage monitor with controlled disper-
sion, the 4604B, and a small-hall vocal 
reinforcement speaker system using a 
flat-front version of the Bi-radial tweeter, 
the M1-630. For a good hard listen, con-
tact JBL, ( 714) 541-5188. 

If you're an upwardly mobile bass 
player, try to catch the videol3CI did with 
Jaco Pastorius entitled "Modern Elec-
tric Bass." The interview with Jerry Jem-
mott includes all kinds of goodies on 
left- and right-hand technique, picking, 
harmonics, even practicing. There's 
also a tasty trio performance with John 
Scofield and Kenwood Dennard. Give 
DCla call at (212) 924-6624. 
Recent ads from Casio neglected to 

mention their full-scale swoop into MIDI. 
Quite a few new Casios, including the 
extraordinary CZ-101, are MIDI-com-
patible now; contact your Casio dealer 
or call (201) 575-7400. 
Happy sixtieth birthday to Shure! 

Sixty years? Jeez, some of these little 
software companies haven't been in 
business sixty days yet. 
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ETA LIGHTING... 
TAKE YOUR FIRST 

STEP INTO 
TOMORROW 

TODAY. 
One step ahead is where you 

have to be with every performance 
to make your mark. Wherever you 
are now, and wherever you want to 
be in the future, ETA can help. We 
offer you tomorrow's professional 
lighting systems today. 

Controllers, dimmer packs, 
lighting fixtures, and our own 
Lightruss;' ETA supplies all of the 
components for a dynamic high 

impact show. From a tow wattage 
system, to a light production 
beyond imagination, everything is 
easy to operate, and has unlimited 
flexibility. 

Designed for mobility, every-
thing is compact and lightweight 
for quick set up and fast teardown. 
Triangular and " I " trusses come in 5 
ft. and 10ft interlockingsections for 
ease of handling and transportation. 

At ETA you can start small and 
add to your system as needs 
change. We're affordable too, so 
your first investment doesn't limit. 
your expansion down the road. 
With ETA, your first step already 
has you looking one step ahead. 

There's no question that stage 
lighting is an essential ingredient in 
all successful performances. It will 
intensify the impact of your show 
and become an entertainment 
medium in itself. Take your first step 
into tomorrow today. For more 
information on our complete line of 
professional lighting equipment see 
your local ETA dealer or contact us 
directly. 

ETA LIGHT ING 
1710 Enterprise Parkway 
Twinsburg, Ohio 44087 
216-425-3388 

ElF/A 
TOMORROW'S 
LIGHTING INNOVATIONS TODAY 
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The Shrinking 
Violet expands his 

world view and musical 
vocabulary — then 
exits, stage up. 

PRINCE AND 
THE REVOLUTION 
Around The World In A Day 

(Warner Bros.-CD) 

A
round The World In A Day lists 
Prince's accountant among the 
credits. This may or may not be 
a recording first, but it certainly 

indicates the rarefied realm Prince now 
inhabits. So imagine the scene at 
Warner Bros. Records when Prince 
dropped off the tape for his new album: 
WARNER BROS. EXEC: [trying to make eye 
contact with His Purpleness, concealed 
by bodyguards] "Gee, Prince, that's 
great, that's really, er, different." Mean-
while, the exec's mood ring has im-
ploded while he's contemplating the 
where's-the-beef crux of broadcasting: 
What's the single? "Paisley Park" (also 
the album's subtitle), with its straightfor-
ward beat, paradisiacal theme, catchy 
chorus and cute merry-go-round 
organ? "Pop Life," with its au courant 
pro-education, anti-dope sentiments? 

The cheerfully misogynist "Raspberry 
Beret," with the line, " I put her on the 
back of my bike/ And we went riding"? 
Hey, Purple Rain II! 

Prince, meanwhile, shows less con-
cern with such material affairs. The 
album's title trac.k opens with Indian 
flute and percussion, and proceeds to 
modal licks. It could be a vintage Dono-
van recording ("open your heart, open 
your mind") but for Prince's distinctive 
vocals, a whomping bass drum and 
trademark keyboard sound. Besides 
continuing Prince's purple fetish (we're 
exhorted to forsake the " red, white and 
blue" for " purple"), the song even scans 
similarly to "When Doves Cry." But the 
latter makes a direct emotional appeal; 
"Around The World In A Day" is all hazy 
platitude. 
Perhaps Prince's earthy revolution, 

and his new emphasis on spiritual prog-
ress, has left him a little dizzy. Around 
The World In A Day still has its share 
of familiar Princely musical e.ements—a 
faisetto ballad ("Condition Of The 
Heart," complete with noodling piano 
introduct on), now-token funk ("Tam-
borine" [sic]) and heavy guitar ("Temp-
tation"). But the portentously titled 
"America" makes you wonder if Prince 
still wants Ronnie to talk to Russia or 
just nuke 'ern and the hell w•th it: " Little 
sister making minimum wage.. may not 
be in the black/ But she's happy she 
ain't in the red." (Suggested antidote: 
Malcolm X, "No Sell Out.") On "The Lad-
der" Prince modestly discusses "a king 
who didn't deserve to be" and pre-
sumes "everybody wants salvation of 
the soul"; the song also includes a 
classic Prince conflation, 'The love of 
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God's creation will undress you." 
Prince's ingenuousness remains his 

saving grace. The embarrassingly per-
sonal "Condition Of The Heart" wallows 
in the self-pity of a jilted, "sometimes 
lonely musician" whose "dame" has 
"left him for a real prince." Whether or 
not Prince is writing from experience, 
you have to admire his nerve. The killer 
is the concluding "Temptation," Prince's 
sermon on the mons veneris. He 
screams, shrieks, croaks and croons 
about "sssssexual temptation" ("not just 
any old kind") over a crushing fuzz-beat 
that gives way to a more heavenly pulse 
as Prince sees the light and stammers, 
"I'm sorry, I'll be good this time, I prom-
ise." And there he goes, up the ladder, 
with a hasty " I don't know when I'll 
return...goodbye" to leave his fans in 
tears. It's a classic. 
Never mind that somebody once 

summed up "Temptation's bombast 
with the succinct phrase, "Without love, 
it ain't much." Great pop music of any 
era thrives on the grand gesture, and 
Around The World In A Day is as grand 
as they come. Prince's message, what-
ever it is, sounds admirably idealistic. 
Let's hope he really has disappeared 
up a ladder—and not just his own 
shapely ass. — Scott Isler 

R E.M. 
Fables Of The Reconstruction 

(I.R.S.) 

M ichael "Demosthenes" Stipe, the kid from Athens who sings 
with rocks in his mouth, is 
back to give literal-minded 

rock critics the heebie-jeebies. R.E.M.'s 
third album is not unlike its predeces-
sors: it defies interpretation as stub-
bornly as Georgia kudzu resists the ser-
vices of a gardener. 

Fables Of The Reconstruction is less 
immediately inviting than last year's 
Reckoning (with its appealing singles 
"So. Central Rain" and " Rockville"), but 
the new LP's darker, more challenging 
texture ultimately bestows rewards. The 
driving "Can't Get There From Here" is 
an immediate choice for radio popular-
ity; the doomier "Feeling Gravity's Pull" 

and "Old Man Kensey" are the most 
seductive and atmospheric of the rec-
ord's eleven songs. 

Producer Joe Boyd, whose credits in-
clude albums with such notabie English 
folk-rock eccentrics as Nick Drake, 
John Martyn and Richard Thompson, 
proves an ideal foil for R.E.M.'s dense, 
detailed sound, and even adds fresh 
fillips to the band's basic approach. A 
lean string quartet fills out a couple of 
numbers, a hint of horns and keyboards 
are present, and a melancholy banjo 
elaborates the album-closing "Wendell 
Gee." But the familiar ensemble sound 
of guitarist Pete Buck, bassist Mike Mills 
and drummer Bill Berry—that chiming, 
occasionally hard-rocking folkish-
ness—remains firm and uncluttered. 
Stipe's vocals, meanwhile, remain a 
cloud of metaphor and allusion. 

At this point in their career, it would 
be folly to imagine that R.E.M. will ever 
produce an album's worth of songs 
which lend themselves to neat, English-
class explications. Stipe's almost pri-
vate vocal style tortures already impres-
sionistic lyrics; the listeners are encour-
aged to make what they will of such 
lyrical shards as " It's a Man Ray kind 
of sky/ And I'll show you what I can do 
with it." 

Critics are similarly at a loss to offer 
that crucial insight than can deicpher 
R.E.M.'s introverted take on the world. 
This isn't a group that gives fans the 
keys to understanding rattling upon 
their chain—the truth of their music lies 
somewhere deep in the back of the 
brain. Stipe and company may have 
provided their own best definition of 
R.E.M. on "Wendell Gee": a band that 
"takes a tug upon the string that held 
the line of dreams." — Chris Morris 

MARVIN GAYE 
Dream Of A Lifetime 

(Columbia) 

ust when you thought it was safe to 
go back into the bedroom, here 
comes Dream Of A Lifetime, an ap-
propriately kinky coda to the life of 

one of the more bizarre and brilliant art-
ists of our era. Marvin Gaye was one of 

a kind, and at this point any additions 
to his recorded oeuvre are welcome, 
no matter how truncated their form. This 
record proves it. 
Dream comprises the sessions Mar-

vin was working on before his father 
decided to reverse the Oedipal curse, 
so we'll never know exactly what he 
would have done with this music. My 
guess is that his final versions would 
have veered considerably from those 
put together by producers Gordon 
Banks and Harvey Fuqua. Certainly he 
would have raised a ..uckus over the 
gospel chorus that exists for no other 
purpose than to sanctify "Sanctified 
Lady" for radio airplay, thus distorting 
the spirit and the letter of Marvin's 
frankly sexual message ("Louie Louie" 
fans take note). Of course the unexpur-
gated version still pales before the 
tracks that follow—"Savage In The 
Sack" (clearly a mere fragment of the 
intended funk offering) or " Masochistic 
Beauty," Gaye's S&M version of the 
"Monster Mash." Marvin even affects 
Bobby "Boris" Pickett's deadpan narra-
tive as he commands his " nasty little 
slave" to "kiss my feet," (etc.) and drily 
suggests that " It's my duty/ To smack 
your booty." No doubt this will rouse a 
protest from the ASPCB, but the song's 
overall effect is more like camp—try as 
he might, Marvin's tender tenor can't 
muster the properly fascistic flourish. 

Elsewhere, the producers have tried 
to shroud Gaye's sketchy vocal tracks 
with ornate arrangements that recall 
late Motown and early Phil Spector 
rather than the relatively spare and 
tasteful tracks Gaye constructed on his 
last LP, Midnight Love. "Symphony" ? 
sounds too much like Marvin at the 
Copa, and "Life's Opera," a crypto-
spiritual that invokes the holy trinity of 
Jesus, Jehovah and Malcolm, sounds 
more like a loosely sketched suite of 
musical ideas. But a few other tunes 
showcase Marvin at his best. On "Ain't 
It Funny (How Things Turn Around)." 
Marvin uses a relaxed, jazzy groove to 
croon knowingly about the way love re-
lationships can suddenly reverse them-
selves, while " It's Madness," a truly 
haunting ballad about lost love, could 
as easily serve as a metaphor for Mar-
vin's lost life. 

Finally there's the title track, a lovely 
farewell number which works as a kind 
of "My Way." Marvin thanks his creator 
for the "dream of a lifetime," and rumi-
nates about "the dreams that I've lost. 
But whatever the cost," he sings at last, 
"the parade isn't passing me by." It's a 
poignant and fitting sentiment from a 
true poet of the heart. No, Marvin, the 
parade didn't pass you by. You were 
the parade. And we miss you still. 
— Mark Rowland 

105 



MAP" IIIllee111OW, 

me ', 41 Alei 
de, 

,•t4 
. Oit 

s 

,16/ 1 

VARIOUS ARTISTS 
Radio Tokyo Tapes, Vol. 3 

(PVC) 

DAVE VAN RONK 
Going Back To Brooklyn 

(Reckless) 

N
ow that Bob Dylan is establish-
ing himself as a born-again 
rocker, why shouldn't the new 
wave stage a folk r evival? But 

listening to Radio Tokyo Tapes, Vol. 3, 
an all-acoustic compilation from L.A., it 
quickly becomes clear that "folk" is no 
more strictly defined in the City of 
Angels than is " punk." Take, for exam-
ple, the Knitters, the folk alter-ego of 
John Doe, Exene Cervenka, Dave Alvin 
and D.J. Bonebreak. Although the 
name is an obvious tribute to the Weav-
ers, ther performance—a medley of 
"Wild Side Of Life" and " Honky Tonk 
Angels"—is, like the music of X and the 
Blasters, far closer to Nashville than 
Greenwich Village. Black Flag's Henry 
Rollins, on the other hand, manages to 
get to St. Marks' Place with "Al Jolson's 
Bedroom," a patricidal poem with guitar 
accompaniment that's less likely to re-
mind you of folkies than the beats. 

But accuracy is hardly the point. 
While some of the echoes are fairly 
exact, like Balancing Act's Simon & 
Garfunkel harmonies, Phranc's neo-
Joan Baez soprano or Revolver's rasp-
ing Dylan impression, most of the cuts 
here aim for a more generalized nostal-
gia, turning the album into a musical 
dress-up night. RTT3 is no manifesto— 
it's a goof, and stronger for it. 
The real folkies, after all, never 

passed up a punchline. Dave Van 
Ronk's Going Back To Brooklyn boasts 
some of the funniest songs you're likely 
to hear this year, from the gain-through-
pain "Tantric Mantra" to the brashly 
bawdy "The Whores Of San Pedro." But 
there's more to this album than yocks, 
just as there's more to Van Ronk than 
his ribald wit. In fact, this album does 
an amazing job of presenting Van 
Ronk's stylistic range while still giving 
a clear picture of the performer today. 
And that conveys the vitality of folk far 

better than any of the signals emanating 
from Radio Tokyo. (Reckless Records: 
21 Lakeview Avenue, Cambridge, MA 
02138) J.D. Considine 

»AVID lettsiti 
,ve ..rrret Basil, Vol I 

DAVID MURRAY BIG BAND 
Live At Sweet Basil, Vol. 1 

DEWEY REDMAN 
& ED BLACKWELL 

In Willisau 
(Black Saint/PSI) 

T he wailing tenor saxophonist 
raising the roof and sanctifying 
an audience remains one of 

he 
enduring images. Since 

the heat is best experienced live, it 
makes esthetic—and financial—sense 
that two of the hottest tenor players 
around, David Murray and Dewey Red-
man, have both released live records. 
The version of Murray's big band on 

Live At Sweet Basil, Vol. 1 boasts some 
of the best young soloists in New York— 
Murray, Olu Dara, Steve Coleman, John 
Purcell, Craig Harris—an untouchable, 
hard-boiled rhythm section, and charts 
arranged by Murray and cued and con-
ducted by Butch Morris that are alter-
nately sumptuous and hard-ass. When 
they play for keeps, the band is as good 
as any that's set foot onstage. Unfortu-
nately, the LP's mix is terrible. What had 
been one of the band's strong points— 
braying, willingly independent voices 
meshing into a whole—has been re-
duced here to sonic porridge. 
One solution: put on headphones and 

crank the old Sony. With a bit of volume, 
the waves of horn riffs welling under 
Murray's solo on "Silence" become 
more distinct; their dissonance spurs 
Murray, who measures out one of the 
most hair-raising, scarily pathological 
solos I've heard in years, laden with 
rhythmic shudders, moaning glissan-
dos, and an eye-rolling climax. It's also 
easier to feel the excitement generated 
by the riffing duel between trombonist 
Craig Harris and cornetist Olu Dara on 
"Bechet's Bounce," or appreciate the 
rhythm section's response to Dara's joy-
ously melancholic solo laid out on 
"Duet." Cranked, this band is hot. 

Dewey Redman and Ed Blackwell are 
old pals, having worked together for 
years as part of Omette Coleman's 
group and Old and New Dreams, plus 
more than a few record dates. On Will-
isau, a series of duets, it shows. The 
record is a forty-six-minute example of 
rhythmic telepathy; every space be-
tween Redman's tenor musings is or-
namented by Blackwell's tap-tap-tap-
ping. Murray's band may be powerful, 
but Blackwell's genius with rhythmic 
and textural variations, Redman's pli-
able, gruff tone, and the hellacious 
swing both players generate simply 
render other instruments moot. 
- Peter Watrous 

NEW ORDER 
Low-Life 
(Qwest) 

A
s Joy Division, they ignited 
a trend of anguished confession 
that turned punk's Angry Young 
Men in Leather to post-punk's 

Sad Young Men in Analysis. As New 
Order, they assimilated Arthur Baker's 
beat-box blasts before Hall & Oates and 
Springsteen made rock remixes hip 
(hop). So if this English quartet's first 
album in two years disappoints, it's be-
cause it offers only masterful moods 
and textures, rather than big, new ideas. 
New Order's strengths are the 

smoothed remnants of their punk heri-
tage—the aggressive rhythmic turns of 
bassist Peter Hooke and drummer 
Steve Morris, the simplicity of Bernard 
Albrecht's and Gilliam Gilbert's woven 
guitar lines and the unsettling strain of 
Albrecht's thin tenor. And as usual, 
they've hidden some surprises in the 
vague, offhand lyrics; " Love Vigilantes" 
has a Twilight Zone tag line, and the 
sprightly " Perfect Kiss" proffers wank-
ing as ideal entertainment. But bounc-
ing sequencers and conventional synth 
washes flatten "Subculture" and 
"Sooner Than You Think," and turn the 
instrumental "Elegia" into a misty ECM 
parody. 

While they're entitled to shed their 
dreary image, New Order still sound 
best when mining some minor key mel-
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In a survival s'tuation, there's no 
time to worry about how your 
sound system will perform. 
That's why the best American 
and European performers rely 
on Cerwin-Vega sound systems! 

The Cerwin-Vega V-43 is a direct 
offspring of C-V's renowned 
family of full-scale touring 
concert systems. Featt.ring our 
brand new high-efficiency driver 
design, the V-43 has been engi-
neered and built for a variety of 
applications. 

A high sensitivity M-150 
compression driver in a new 
throat design replaces "power 
hungry" cone midranges from 
300Hz to 3kHz. This makes the 
V-43 ideal for smaller clubs, halls 
and theaters where you need 
more output per watt. High 
efficiency means no costly or 
complex bi-ampimg Its versatility 
means musicians can use the 
V-43 for vocal and keyboard 
performance 

Compare the Cerwin-Vega V-43 
to other "high performance" 
systems on the market. You'll 
appreciate the difference 
between using an ordinary PA. 
and owning the most uncompro-
mising music reproduction 
system in the world. 

For more information, please writs or call: 

Cervvirt-Vega! 
12250 Montague St. 
Arleta, CA 91331 
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ancholia. A hushed nightmare ("This 
Time Of Night"), a storming clatter 
("Sunrise") and a poisoned declama-
tion (" Face Up") comprise this LP's best 
tracks. As hard as it is to believe, these 
musicians are fast approaching the end 
of their first decade. While their paternal 
stature entitles them to some laurel-rest-
ing, here's hoping their next album of-
fers some braver ideas, at least so other 
bands will have something to copy. 
- Rob Tannenbaum 

EURYTHMICS 
Be Yourself Tonight 

(RCA-CD) 

p
erhaps the title is meant to be 
ironic, for Annie "Zelig" Lennox 
is one pop chameleon who 
adapts to her surroundings. 

Here that includes echoing Stevie Won-
der's percolating harp on "There Must 
Be An Angel (Playing With My Heart)," 
scat-singing with Aretha Franklin that 
"Sisters Are Doin' It For Themselves" 
and crooning a duet with Elvis Costello 
on the lilting ballad, "Adrian." What Be 
Yourself Tonight makes more explicit 
are Eurythmics' roots in horn-laden 
R&B, accented by Annie's full throttle 
wail and partner Dave Stewart's Stax-
Volt affinities. Trouble is, the real Annie, 
whoever that might be, tends to get lost 
in Stewart's shimmering funhouse ar-
rangements. She's at once too chilly to 
be Queen of Soul and too upfront for 
Synth Goddess. 

Instead, Be Yourself Tonight flaunts 
Annie's vocal pyrotechnics, which 
range from the breathless attack of the 
single, "Would I Lie To You?" to the 
echoed telephone call-and-response of 
"Here Comes That Sinking Feeling." 
Stewart's canny showcases are far 
more impressive. Fresh from his own 
successful collaboration with Tom Petty, 
the Other Eurythmic proves a studio 
whiz by creating a unique mise en 
scène for each track. A speaker-to-
speaker stereo mix on " I Love You Like 
A Ball And Chain" lets the prisoners 
march from one side of your room to 
the other. Muted trumpets and swirling 
synths underscore the cinematic vision 
of " Here Comes That Sinking Feeling" 

while Oriental flutes and vibes set the 
table for "Conditioned Soul." In fact, 
Stewart's backdrops, along with his 
guitar lines, give Be Yourself Tonight all 
its staying power. Not until the chorus 
of the aptly-named "Better To Have Lost 
In Love (Than Never To Have Loved At 
All)," does any Lennox vocal really 
catch fire. The Eurythmics seem to be 
one band that's only as good as their 
latest hook, and Be Yourself Tonight, 
while undeniably ambitious, does not 
deliver. It's a musical you don't leave 
the theater humming. - Roy Trakin 

SAM COOKE 

SAM COOKE 
Live At The Harlem Square Club, 1963 

(RCA) 

D
evil or angel—Sam Cooke 
couldn't make up his mind. 
Like other 50s R&B stars, he'd 
honed his vocal chops on gos-

pel music; unlike them, he'd ended up 
at RCA, a label rarely revered as a 
hotbed of greasy funk. So besides fac-
ing tne religious-vs.-secular dichotomy, 
the singer also had to contend with a 
corporate mindset that could hardly 
have been sympathetic to " Mr. Soul." 
No surprise, then, that RCA initially 

passed on these Harlem Square tapes 
and released At The Copa instead. 
While that live LP may be sonically 
superior, there is something to be said 
for vibe—and Live At The Harlem 
Square Club, 1963 is soaked in it. 

Although the three-track recording 
minimizes the audience, everyone obvi-
ously had a hot time at the North Miami 
venue that January evening. Cooke 
barely pauses between numbers dur-
ing his forty-minute recap of recent 
singles sides and a couple of (com-
parative) oldies. Stripped of their studio 
gloss, originals like " Feel It," " Chain 
Gang" and " Having A Party" barrel 
along on guitar, bass and drums with 
occasional brass pedal- points. And the 
singer himself is decidedly grittier than 
we're used to hearing, which alone 
makes these performances valuable 
documents of the " real" Sam Cooke. 
Just as revealing are his asides—a ref-
erence to leukemia (!) on "Somebody 
Have Mercy"—and count-offs "ah-one, 
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BE A TRAK STAR! 
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THE AMAZING NEW MULTI-TRAK! 
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ah-two, put it anywhere!" 
Even if you've never wondered where 

Otis Redding or Rod Stewart (among 
many others) came from, this album will 
work wonders at unclogging your 
pores. Cooke devises a little scenario 
to link three songs together; it's a clever 
if unnecessary touch. A tenor sax barks 
solos. The crowd squeals and sings 
along. The band ends "Cupid" rather 
chaotically. Thanks to the smoky audio, 
you are there, until a cruel fade-out and 
crueler bullet twenty-three months later 
silences a divIne voice. 
Long live Sam Cooke. — Scott Islet 

JULES SHEAR 
The Eternal Return 

(EMI America) 

o
ne of the less-anticipated 
benefits of Cyndi Lauper's 
ascent to glory was that her 
heart-felt cover of " All Through 

The Night" managed to drag Jules 
Shear along for part of the trip. Since 
his days with Jules & the Polar Bears, 
Shear has long shown a gift for ef-
fortlessly flowing melody and the ability 
to compose lyrics that are clever for 
what they say, not merely the way they 
say it. Unfortunately, that's something 
only his fans know, as Shear hasn't yet 
managed ary hits on his own. 

The Eternal Return may change all 
that. There ace more than a few songs 
that sound like hits; more to the point, 
Shear has managed to find the right 
stylistic vehicle for his songs, a sort of 
high-tech retro approach that lends his 
music a contemporary sheen while 
firmly anchorng it in the realms of more 
traditional pop. 

If that seems like a tricky concept, 
consider the way it works for "Steady," 
which Shear wrote with Lauper. The feel 
is soulful and smooth, somewhere be-
tween the sentiment of mid-70s James 
Taylor and the groove of such Philly Soul 
hits as Jackie Moore's "Personally." Yet 
the production veneer, with its crisp 
synths, gated drums and chorused 
guitars, sucks any excess sweetness 
out of the song, so that the lyric's es-
sence—holding together for other 
people's problems even as your own 

tear you apart—comes off as emotional 
realism, not maudlin heroics. It's a com-
plex message for such a simple song, 
and the fact that Shear makes it work 
speaks volumes for his craft. 

But "Steady" is hardly the exception 
here. From the circuitous logic of " If She 
Knew What She Wants" to the vivid 
metaphor of "Empty Out The House," 
Shear's songs speak with a quiet elo-
quence. And when he's capable of 
backing his observations with music as 
instantly evocative as "Here S/He 
Comes," which at once recalls the Crys-
tals, the Who and the Cars, it's hard to 
imagine any rock fan not making his or 
her own eternal return to this album. 
JAI Considine 

ANTHONY BRAXTON 
Seven Standards 1985, Volume I 

(Magenta) 

ho does this Braxton guy think 
he is anyway? Hasn't he 
heard that "jazz" players 
aren't supposed to embrace 

Cage and Weber with the same spirit 
as they do Monk and Omette? Doesn't 
he realize that it looks pompous to try 
to play every woodwind ever invented, 
or write extended works for four simul-
taneous symphony orchestras, or wad-
dle tnrough Bird's " Ornithology" with a 
contra-bass clarinet? And wouldn't he 
suspect that he's going to ruffle more 
feathers with these very personal in-
terpretations of evergreens like "Spring 
Is Here," " I Remember You" and "You 
Go To My Head"? Anthony Braxton ap-
pears to be very much the innocent as 
he tackles projects that so obviously 
open him up to criticism. But if you're 
like me, you'll find that his sincere and 
ultimately courageous explorations are 
like breaths of fresh air in today's musty, 
conservative jazz atmosphere. 

Braxton's approach to these stan-
dards is far from standard. His improvi-
sations avoid the usual saxophone 
clichés, maybe because he's less famil-
iar with the genre. In any event there's 
real joy in Clifford Brown's "Joy Spring" 
and an honestly sentimental lyricism to 
"Old Folks." And the juxtaposition be-
tween Braxton's "outside" playing with 
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the very definition of a great 
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But the ATM63 works 

for more than vocals. Around a drum kit, 
for instance, the ATM63 provides out-
standing bleed-through rejection to 
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If your "old reliable" microphones have 
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a traditional rhythm section makes this 
LP doubly rewarding. After all, Hank 
Jones, Rufus Reid and Victor Lewis are 
masters of straight-ahead jazz, and 
their ensemble sound here is rich, taste-
ful and extremely musical. Jones' work 
in particular constitutes a master's class 
in creative playing within a traditional 
perspective. Meanwhile, that devilish 
Braxton is still thinking and exploring— 
"postulating" as he'd put it—and in turn 
expanding our collective horizons. 
Here's looking forward to Volume 
— Cliff Tinder LI 

Software City from page 96 
cording package, then print it out in 
standard music notation which looks 
good enough to sightread and publish, 
at least such that members of a band 
or an orchestra can get instant parts. 
I'm aware of at least three computer 
companies that are preparing integ-
rated MIDI recording and printing pack-
ages, which should probably be availa-
ble soon, perhaps by the time this is in 
print. I do expect that Professional Com-
poser will remain the highest quality 
music printer for the Mac, and that the 
Mac will become the computer of 
choice for many musicians. 

All in all, Professional Composer is a 
good package with good support, but 

not perfect. If you need good music 
printing, but can't afford a Synclavier, 
it's the best way to go. By the way, the 
Kurzweil and Emulator now have as-
sociated packages which use the Mac, 
and New England Digital has one in the 
works for the Synclavier which should 
be available in the fall. LI 

Sugar Hill from page 85 

shall Chess' Jamar label, but because 
it isn't recognizable hip hop, Chess 
can't market it, and is shopping it 
around. They released one single as Fats 
Comet & the Big Sound, and plan 
another in conjunction with Rough 
Trade. 

Chops' record is nothing to write 
home about—short on personality, 
songwriting and tasteful arrangements. 
But the title track of Duke Bootee's Bust 
Me Out is the hardest-hitting piece of 
urban claustrophobic intensity since 
"The Message." The album proves he 
has always been as much songwriter 
as rapsmith. 
Under the influence of British pro-

ducer Adrian Sherwood, LeBlanc, Wim-
bish and Alexander have gone way into 
electronics. MIDI sequencers, Emula-
tors, AMS sampling devices and drum 
computers—besides guitar, bass, and 
keyboard synthesizers—create a mon-

strous sound with just three musicians. 
Their orphaned album, LeBlanc says, 
"goes from straight tack-head nut music 
to jazz." The treated spoken vocals, 
which Wimbish describes as "Last 
Poets meet Eddie Murphy," owe a debt 
to Was (Not Was)'s "Tell Me That I'm 
Dreaming" and the LeBlanc-created 
'No Sell Out," by Malcolm X. The single, 
"Bop Bop," adheres to a similar strat-
egy, but is steadier. This sound, while 
a bit capricious, always maintains an 
irrefutable groove. LeBlanc terms the 
songs "science fiction dance hall class-
ics." 
The only step remaining for these 

musicians is to unite under one banner 
as a consolidated, democratic band. " I 
think we've got the future of American 
dance music," Fletcher modestly de-
clares. " I think we're the baddest band 
on the planet, and I think we can change 
a lot of people's ideas about what 
dance music is about. People are just 
beginning to hear our sound—what we 
do, as opposed to what we do for other 
people. We've got to go ahead and 
prove we're as bad as we think we are." 

Until they do, in the grand tradition 
of black house bands, America's funkiest 
outfit remains our best-kept secretal 

SUBSCRIBE! 
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BOLIKSHORT TAKES 

Lone Justice 
Lone Justice (Geffen) 
Rock ' n' roll bands with country and 
western hearts seem all the rage now, 
and Lone Justice is at the top of the 
hype. No surprise, given that the band's 
stand-out feature is Maria McKee, a 
singer who supports an expressive 
Dolly Parton warble with the sort of lung 
power Linda Ronstadt would envy. But 
despite a couple stand-out songs— 
"Soap. Soup And Salvation" in particu-
lar—Lone Justic never quite deliver on 
McKee's promise, mostly because 
there's too much emphasis on the 
sound of the music, and not enough on 
its sense. 

The Dukes of Stratosphear 
25 O'Clock (Virgin Import) 
According to the liner notes, " It's time 
to visit the planet smile," so excuse 
yourself from Paisley Park and prepare 
yourself for an intentionally funny 
psychedelic revival. The Dukes, who 
bear more-than-passing resemblance 
to XTC, know all the best jokes, from 
the light-hearted Beatle-isms of "What 
In The Word?" to the Dark Side stereo 
tick-tock of the title cut. Yet there's 
enough affection for these affectations 
that these six songs remain listerable 
even as you laugh. A sure antidote to 
everyone else's flashbacks. 

Suzanne Vega 
Suzanne Vega (A&M) 
Like any bright young singer/song-
writer, Vega goes for the poetic in her 
songs, but unlike most of her col-
leagues. her best work actually arrives 
at poetry. As such, these songs build 
from the rhythms suggested by her ca-
dences Sometimes that's little more 

paniment, but with songs like " Marlene 
On The Wall," she achieves the mar-
riage of words and music Paul Simon 
has chased after for years, and does 
so with such casual grace that this 
album will leave you sitting slack-jawed 
in amazement. 

Tears for Fears 
Songs From The Big Chair (Mercury) 
Though these techno-poppers tend to 
prefer the moody appeal of minor-key 
melodies to the instant gratification of 
dance-floor derring-do, they've none-
theless made their music delightfully 
addictive. Granted, their pop is often 
lightweight, but that won't stop you from 
returning to the slow wind-up of " Head 
Over Heels" or the hypnotic clank of 
"Shout." 

Glass Eye 
Mario (Glass Eye) 
Interesting indie bands are a dime a 
dozen, but finding a record as distinc-
tive and hypnotic as this is enough to 
restore any fan's faith in American in-
genuity. This Austin quartet is fashiona-
bly beat-happy, but channels that 
momentum into a guitar-based sound 
that's halfway between the B-52s' surf-
rock silliness and R.E.M.'s folky drones. 
More important, though, Mario lends 
Kathy McCarty's moody, obsessive 
songs enough textural variety to leave 
you hanging on every verse. (1300 S. 
6th, Austin, TX 78704) 

Allan Holdsworth with I.O.U. 
Metal Fatigue (Enigma) 
With Holdsworth concentrating on 
thickly chorded rhythm work instead of 
fleet-fingered leads, there's more of an 
emphasis on composition and form 
here, bringing an added focus to Holds-
worth's playing that's even more impres-
sive than the technique he uses to 
achieve it. All of which makes his insis-
tence on overwrought vocals all the 
more mystifying. (POB 2896, Torrance, 
CA 90509) 

Andrew Lloyd Webber 
Requiem (Angel Digital) 
Daniel Lentz 
Missa Umbrarum (New Albion) 
Music for the masses? Not hardly, and 
yet these obviously serious works re-
main utterly approachable by the pop 
listener. That's typical of Lloyd Webber, 

he of Jesus Evita Superstar & His Amaz-
ing Technicolor Cats fame, but apart 
from some gratuitous tambourine in the 
"Hosanna," he avoids playing to the 
cheap seats. His lyricism is impressive, 
and the music, despite a heavy dose 
of vocal fireworks, never tumbles into 
operatic exhibitionism. Lentz takes a 
more austere approach, balancing 
voices and percussion in a way that re-
calls both Steve Reich and David Hykes 
while remaining grounded in a far older 
American tradition. (Lentz available 
from New Music Distribution Service, 
500 Broadway, New York, NY 10012) 

Kenny Loggins 
Vox Humana (Columbia) 
In his attempt to become funkier-than-
thou, Loggins has taken Robin Gibb's 
macho falsetto and Michael McDon-
ald's soulful wheeze and spun them into 
a vocal style that's as annoying as it is 
affected. Which is a real drag, espe-
cially considering how catchy "At Last," 
"I'll Be There" and the title cut are. 

Fishbone 
Fishbone (Columbia) 
Had this willfully eccentric sextet 
sprung from Cambridge instead of 
California, we'd be awash with hosan-
nas over their warped wit and wildly ec-
lectic (ska-cum-funk-cum-punk-cum-
you-name-it) sound. That they're black 
Los Angelenos certainly doesn't hinder 
their music—in fact, it's largely respon-
sible for the unlikely fusion—but will 
likely lower their visibility on the Anglo-
phile new music scene. A shame, be-
cause Fishbone has more to offer, both 
in energy and originality, than any un-
derground Brit band you could name. 
Yet another reason to buy American. 

Paul Young 
The Secret Of Association (Columbia) 
Young's status as England's pre-emi-
nent soul man clearly has gone to his 
head—how else to explain the gratuit-
ous melismas and recurrent falsetto 
leaps that litter this record? But that 
doesn't always work against him. It 
does overload the likes of " I'm Gonna 
Tear Your Playhouse Down," though the 
over-ambitious arrangement hardly 
helped. Sic Young on something leaner 
and meaner, like "Soldier's Things" or 
"Everytime You Go Away," and all those 
illusions suddenly seem more substantial. 
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ln the early evening of Sept. 17, 1973, Jay 
Barth was at the wheel of a 22 ft. utility 
truck that was loaded with sound equip-
ment. Just south of Benton Harbor, MI an 
oncoming car crossed the center-line; 
fortunately Jay steered clear of the 
impending head-on collision. Unfortu-
nately, a soft shoulder caused the truck to 
roll two and one half times. Exit several 
Crown DC-300As through the metal roof 
of the truck's cargo area. 

The airborne 300A's finally came to rest 
— scattered about in a muddy field, 
where they remained partially submerged 
for four and a half hours. 

Jay miraculously escaped injury; the 
amplifiers apparently had not. 

Unbelievably, after a short time under a 
blow-dryer all the amps worked perfectly 
and are still going strong. 

The rest — and the truck, is history. 

crown® 
1718 W. Mishawaka Rd. 
Elkhart, IN 46517 
(219) 294-8000 
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WILLEM BREUKER KOLLEKTIEF 

Willem Breuker Kollektief 
Willem Breuker Collective (About Time) 
Breuker is a Dutch reed player and 
composer/arranger, a dropout from the 
European free music scene who has 
elevated the generally inadvisable tac-
tic of pastiche to a level of nosethumb-
ing art. Here he juxtaposes nettled free 
improvisations, knucklehead peasant 
dances, sleazy Broadway beads, 
leftish solidarity marches, mercantile 
hymns to progress, reasonably faithful 
Kurt Weill adaptations, and recycled 
big band riffs that were probably ripped 
off from nineteenth-century European 
composers in the first place. The effect 
is as exhilarating as it is disorienting— 
even if you miss most of the musical non 
sequiturs, sendups and external sig-
nifiers, the brawling fervor of Breuker's 
nine-member Kollektief sweeps you 
right along, surprising you most when 
you think you know what's coming next. 
This studio album, recorded during 
Breuker's 1983 American tour, is a per-
fect introduction to his music, and it's 
easier to come by than his many albums 
on European labels MPS, FMP, ByHaast 
and Marge. (All of which are well worth 
seeking out—particularly Driebergen-
Zeist. Available from New Music Distri-
bution Service, 500 Broadway, New 
York City, NY 10012.) 

Michel Petrucciani 
Live At The Village Vanguard 
(George Wein Collection/Concord Jazz) 
This two-record set is a revelation—a 
far more convincing demonstration of 
the young French pianist's harmonic 
acuity, lyrical ardor and rhythmic nite 
than last year's maundering solo album 
100 Hearts. There is no filler here. Pet-

rucciani's invention never falters, and 
with fleet bassist Palle Danielson and 
drummer Eliot Zigmund, the three-way 
simpatico invites comparison to the 
classic Bill Evans trio with Scott LaFaro 
and Paul Motian. 

Phil Woods 
Live From New York (Palo Alto) 
Until the promising Phil Woods Quintet 
(with pensive trumpeter Tom Harrell 
bolstering the front line) makes its re-
cording debut, this 1982 quartet date 
from -the Vanguard will more than suf-
fice. The altoist strings choruses to-
gether with zip and contagious aban-
don, and in pianist Hal Galper, bassist 
Steve Gilmore and drummer Bill Good-
win, he has assembled a rhythm section 
that shades lines with unerring accuracy. 

Mike Westbrook Orchestra 
On Duke's Birthday (hat Art/N.M.D.S.) 
This is an Ellington homage, not an evo-
cation—which is to say that British com-
poser/arranger Westbrook updates 
Duke's sensibility knowing full well that 
the Ellington sound is beyond appropri-
ation, especially by a quirky, modernist 
writer. And one secret to Westbrook's 
success is that, like Ellington, he pulls 
off the coy deception that he is no more 
than the piano player in the band. This 
two-record set reaffirms Westbrook's 
position as a bandleader of interna-
tional stature. 

Dave McKenna 
The Key Man (Concord Jazz) 
The most remarkable thing about 
McKenna is the knockabout charm that 
prevents his latter-day stride piano style 
from sounding retro or overly genteel. 
This latest effort hardly differs from the 
many earlier solo piano albums he's re-
corded for Concord and Chiaroscuro, 
yet I find it definitive for its abundance 
of jaunty pop tunes from the 20s, 30s 
and 40s—the kind of ephemera only 
McKenna seems drawn to these days, 
and the kind he happily makes his own. 

New York City Artists' Collective 
Plays Butch Morris (NYCAC/N . M . D.S. ) 
Whether the problems are related to 
conception or execution is difficult to 
say, but the first album to focus attention 
on Morris' compositions, though not 
without its imaginative moments, is 
murky in the extreme. Sure this is en-

semble music, but it's still too bad that 
the composer/conductor left his trum-
pet at home, because there's no instru-
mental voice (or blend of voices) here 
self-possessed enough to balance 
Ellen Christi's quietly powerful vocals. 

Emily Bernier 
Catwalk (Concord Jazz) 
This young guitarist's fourth album 
shows her becoming more lyrically ex-
pansive to match her rhythmic finesse. 
She's blossoming into quite a soloist, 
and here receives solid support from 
bassist Eddie Gomez, drummer Bob 
Moses and trumpeter John D'Earth. 

Andy Jaffe 
Manhattan Projections (Stash) 
I guess the idea was to make a record 
reminiscent of those great old Blue 
Notes and Prestiges. But this LP is as 
predictable as its lineup is promising 
(pianist Jaffe, Branford Marsalis, 
trumpeter Wallace Roney, alto saxo-
phonist Ed Jackson, baritone saxophon-
ist Tom Olin, bassist Lou Harless and 
drummer Marvin "Smitty" Smith). 
Maybe it's because the Blue Note and 
Prestige guys weren't educated 
enough to know they were playing 
bebcp cliches. 

Teddy Wilson 
Sunny Morning (Musicraft) 
One of 1985's most welcome reissues. 
Wilson mid-40s solo piano recordings 
have never been accorded the classic 
status they warrant because the label 
he recorded them for folded shortly af-
terwards. Now that they're back in cir-
culation, these Astaire- like solos should 
help to restore Wilson to his rightful pos-
ition as the most innovative jazz pianist 
between Art Tatum and Bud Powell. 

Max Roach 
Plus Four Plus More (Emarcy) 
This Japanese import (distributed by 
PolyGram Classics in the United States) 
gathers together the leftover masters 
from two 1957 classics—Jazz In 3/4 
Time with Sonny Rollins and Kenny 
Dorham) and Max Roach 4 Plays Char-
lie Parker (with Dorham and Hank Mob-
ley). this is an essential purchase—un-
less you bought last year's twofer Stan-
dard Time, in which case you'd get just 
three new tracks. The jazz record bus-
iness is never easy to comprehend. 

116 Francis Davis 



WE GO TO THE MAT FOR 

CYNDI LAUPER. 

Call and find out 
why you shou.d be 
a BMI affiliate, too 
Wherever there's music, 

there's BMI. 

BMI. The iniorlds largest music licensing organization. New York (212) 586-20CCi • Nashville ( 615) 259-3625 • Los Angeles (213) 465-2111 



Du SHORT TAKES 

This Is Spinal Tap 
(Embassy) 
In some ways. this awesomely funny 
film is better experienced at home, 
where you can discover the gags 
hitherto buried by audience laughter. On 
a TV set, Spinal Tap's clone theory of 
parodying the seemingly un-parodiable 
absurdities of heavy metal seems even 
more like the much-missed SCTV. Like 
SCTV, this ain't just comedy: the charac-
ters are empathetic as well as just plain 
pathetic. 

Golden Earring 
(Sony Video EP) 
This tape's superiority should come as 
no revelation. After all, it does include 
the classic "Twilight Zone," a mini-
movie filled with wit, sexy style, ana high 
production values. The other four clips 
all maintain that level of accomplish-
ment. Director Paul De Noojier's "Some-
thing Heavy Going Down" and 
"NEWS." make beautiful use of 
masks, special effects and self- referen-
tial games, all accented with deadpan 
comic flair. " Twilight Zone" director Dick 
Maas proves he's got panache to burn 
with "Clear Night Mconlight"—bas.cally 
a Bonnie and Clyde gloss with a brutal 
coda— and the Freudy-cat-and-mouse 
psychodrama of "When The Lady 
Smiles." The best clip compilation, of 
short length and without connective 
scenes, ever? The music.. well, it backs 
the visuals nicely. 

Ready Steady Go! Vol. 2 
(Thorn—EM I) 
Another batch of all-star performances 
from the mid-60s British TV show. Re-
velatory moments include the Beach 

Boys fucking up the a cappella opening 
of "When I Grow Up"; hostess Cathy 
McGowan introing Marvin Gaye by 
gushing, "Even the Beatles think he's 
simply fabulous!"; and the Who embar-
rassing themselves with incredibly lame 
"Shout And Shimmy." The rest—like 
Dusty Springfield blowing her lip-synch 
on " I'm Losing You," and a proto-Puttin' 
On The Hits "Mime Time" segment—is 
typical mod-nostalgia, though don't 
miss the Rolling Stones' slapstick lip-
synch deconstruction of Sonny & Cher's 
"I Got You Babe." Since Dave Clark 
owns these archives, he's tacked on 
non-RSG! clips of his DC5, with scream-
ing audience reaction shots obviously 
from elsewhere. Tsk, tsk. 

Urgh! A Music War 
(CBS/Fox) 
This is no less nostalgic than Ready 
Steady Go! for those who came of musi-
cal age in the late 70s and early 80s. 
Urgh! has played the midnight-movie 
circuit for so long that it's in danger of 
being taken for granted, but it's out-
standing. Derek Burbidge's in-concert 
direction is straightforward and unob-
trusive, and the selection of U.S. and 
U.K. bands is first-rate. Highlights in-
clude the Cramps, Devo, Magazine, 
Orchestral Manoeuvres, Dead Ken-
nedys, Fleshtones, Steel Pulse and 
UB40; the late Klaus Nomi, Gary Numan 
and Skafish redefine camp for this dec-
ade. A loving memento of new wave 
before it devolved into "new music." 

The Residents 
Mole Show/Whatever Happened To 
"Vileness Fats"? (Ralph Records) 
The first half of this hour-long tape pro-
vides a rare glimpse of the mysterioso 
mutants onstage, intercut with intri-
guing faux-primitive computer graphics. 
The last half is a blitheringly bizarre de-
scent into the recut remainder of the 
Residents' long-abandoned (mid-70s) 
"video movie." As usual, there are 
stupendously imaginative sets ánd cos-
tumes. But this stuff be strange, even 
more so than Ralph Records Video Vol-
ume 1, which was half as long, twice as 
disciplined, and $15 cheaper. Still, the 
Residents cannot be ignored by anyone 
interested in musical-visual synergy 
with originality and integrity. For those 
who dare, it's worth a look. ( 109 Minna 
#391, San Francisco, CA 94105; $50) 

Adrian Belew 
On Electronic Guitar (DCI Video) 
Ostensibly instructional, this is as much 
a portrait of the artist as anything else, 
thanks to Belew's idiosyncratic high-
tech effects and appealing low-tech 
sonc spelunking. Anyone interested in 
his fretboard lunacy need look no 
further. If you have a hard time picking 
something up, you can always hit the 
scan button, right? (541 Sixth Ave., New 
York, NY 10011; $59.95 plus $4 postage). 

The Jazz Life: Johnny Griffin 
(Sony Video LP) 
One of Chicago's finest tenor saxophon-
ists, live at New York's Village Vanguard 
with a quartet including pianist Ronnie 
Matthews, bassist Ray Drummond and 
drummer Kenny Washington. Solid-
smokin' bebop, straight up— without 
even the pleasant if insubstantial inter-
view segments in Sony's previous Al-
berta Hunter and Art Blakey video LPs. 
Griffin's playfully crusty between-songs 
patter adds a nice touch, though. 

Razorback 
(Warner Home Video) 
Russell Mulcahy has directed some of 
rock's most eye-catching videos: Duran 
Duran's "Hungry Like The Wolf," Fleet-
wood Mac's "Gypsy" and Billy Joel's 
"Pressure," to name but a few. So how 
does a micro-movie auteur manage 
with his first feature? Not well enough to 
get t released theatrically in the U.S., 
even though it is as showily art-directed 
as one might expect, and does have 
one marvelous scene midway through. 
Razorback is a dumb, uninvolving, 
overdone stalker-slasher saga set in 
the Aussie outback, and starring a hu-
mongous killer boar. Killer bore, get it?!? 
So bad it's gotta be a video hit. 

Blues Like Showers Of Rain 
(Rhapsody Films) 
Thirty overwhelmingly poetic minutes of 
country-blues documentary as medita-
tive exegesis. Producer/director/editor 
John Jeremy matches sepia-toned his-
torical photos with field recordings of 
Otis Spann, Sunnyland Slim, J.B. 
Lenoir, Lightnin' Hopkins and narrator 
Blind Arvella Gray, among others. The 
result is not only entertaining and en-
lightening, but profoundly moving. (30 
Chariton St., New York, NY 10014; $60 
including postage) D
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A S S I F E D 

HOTLINE 

TOLL • FREE 

800-223-7524 
HOW TO ORDER AN AD 

Regular Classified (ads without borders) 
25 word minimum. $ 1.75 per word, minimum 
$44 per insertion. $ 1.70 per word, minimum 
$43, for six consecutive insertions; $ 1.65 per 
word, minimum $41, for 12 insertions. 
Classified Display (all ads with borders) 
$127 per column inch, per insertion; $ 118 per 
column inch for six consecutive insertions; $ 110 
per column inch, for 12 insertions. 
Bold Face Caps. First line, additional $20. 
Box Number: count 7 words for our Box 
# and address, and add $4.00 per insertion 
for handling. 
Payment Must Accompany Order. 
Deadline: Two months prior to date of 
..nlication. Cancellations must be in writing 

- be accepted 
Address All Ad Orders: 

Musician Classified Ad Dept. 
' l 5 Broadway, New York City, NY 

Phone: 212-764-7388 

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

NEW JAZZ LISTENING CLUB FORMING. 
Contact "Jazz at Shore Fire Concert Series." 1-800-
621-2292. In New Jersey 201-870-2843. 

BOOKS/PUBLICATIONS 
ROCK MUSIC BOOKS. Original JEFF BECK 
$9.95, Original ANGUS YOUNG $9.95, ZZ TOP 
Eliminator $9.95, SCORPIONS ANTHOLOGY 
$12.95, Original BLACKMOORE $7.95, Guitar 
Styles of ZEPPELIN $6.95, RATT Out Of Cellar 
$7.95, Guitar Techniques Of RUSH $6.95, VAN 
HALEN 411 $12.95, Electronic Projects For Musi-
cians $14.95. Free Catalog. DISCOUNT MUSIC 
WAREHOUSE, PO Box 212M, Lindenhurst, NY 
11757.  

MAKE MORE MONEY! New Musician's 
handbook guarantees profits...for you! Free infor-
mation. WORKBOOKS, Dept. M5, PO Box 8504, 
Atlanta, GA 30306. 

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

FOR SALE 
GUITIE OR BASS GUITIE! Anatomically correct 
fretboard neckties! Specify black or white. Send 
$10.00 each to: GUITIE, 69 Elm, Camden, ME 
04843 or Visa/MC 207-236-8051. 

HELP WANTED 

FEMALE MUSICIANS WANTED to complete 
all female Rock Bands, Barracuda, based in Las 
Vegas. Send tape, photo and resume. Must be 
serious and willing to relocate, no Motley Crue 
clones! STAR DUST MANAGEMENT, Dept. Bar-
racuda, PO Box 70246, Las Vegas, NV 89170. 702-
736-8534-24 hours. 

INSTRUCTIONS 

GUITAR INSTRUCTION BOOKS. The Right 
Touch-right handed hammering (Van Halen 
technique) $8.95, Teach Yourself Lead $6.95, 
Teach Yourself Rock Bass $6.95, Power Chording 
$5.95, Scale Power $5.95, ROCK TRAX 1-book & 
cassette course to teach beginners to improvise 
rock $8.95. Free catalog. DISCOUNT MUSIC 
WAREHOUSE, PO Box 212M, Lindenhurst, NY 
11757.  

WALT ECKSTEIN PIANO TUNING COURSE: 
Amazing new kit includes video and audio cas-
settes, transparencies, illustrated text, tools and 
more. Write for free brochure: PO Box 441, 630 
Grant St., Oceanside, CA 92054. (619) 722-2040.  

PLAY ANY SONG OR SOLO by ear instantly! 
Guaranteed! IMPROVISE LIKE THE MASTERS. Ex-
citing new method makes it easy. Free information 
Write today. BATES MUSIC-MN, 5256 Beard, Min-
neapolis, MN 55410.  

HEY PAL-WANNA PLAY BETTER TOMORROW? 
Watch this tape tonight, or whenever you need im-
provement. Beginner or pro-This 1/2 -hour Fret-
board dexterity workout will keep your hands sore 
for years. $49.00. VHS or Beta-SOUNDSMITH 
COMMUNICATIONS, 17 Ashland Ave., Pleasant-
ville, NJ 08232. (609) 645-1765.  

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

Workshop in the ockies 
July 22-27 

Songwriting, Current Trends, 

Women in Music 
Taught by professional songwriters 

& recording artists 

Fur brochure: CMC Box 2208M, Breckenridge, CO 
03-453.6757 

INSTRUMENTS 
BEST PRICES IN THE NATION!! Own drums 
and keyboard equipment. THE DRUM/KEYBOARD 
SHOP will BEAT any price any store quotes nation-
wide!! Call us and we'll prove it to you. (713) 524-1577.  
FANTASTIC DISCOUNT ON STRINGS, 
reeds, etc....for free catalog write: RITCHIE'S 
MUSIC, 50 West Main Street, Rockaway, NJ 07866.  

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

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

DRUMMERS! GREAT PRICES ON STICKS, 
heads, etc. Send or call for free catalog: N J PER 
CUSSION CENTER, 80 Route 46, Rockaway, NJ 
07866. (201) 625-8134.  

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

HUGE SAVINGS TO YOU! All major brands of 
guitar, strings, picks and drum accessories at the 
lowest possible prices. FRENCH'S MUSIC, Box 884, 
Cleveland, TN 37311. (615) 476-3016 Call Jeremiah!!  

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

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. 

OREGON PINE 
CASSETTE HOLDER CRATE 

Send check or money order for $2.95 

plus $ 1.00 postage and handling 

to: Crate The Music, P.O. Box 47, 

Springfield OR 9 74 7 7 

FREE ELECTRIC CATALOG-Instruments by 
Gibson, Kramer, Cort, more. Also effects, strings, 
straps, pickups, accessories. Discount prices. EL-
DERLY INSTRUMENTS, 1100 N. Washington, POB 
14210-85, Lansing, MI 48901 (517) 372-7890.  

HOT NEW PROGRAMS FOR OBXP, OBS, 
Prophet 600, Poly 6, JX3P, GR700. Send $12.95 
(Specify volume 1 or 2) to: SOUNDSCAPES, PO 
Box 166826, Irvving, TX 75016.  

INVENTORY CLEARANCE SALE! NEW 
Ovations Guilds, Gibsons at super-discount 
prices! trades OK-dealer Inquires wel-
come! GUITAR TRADER, 12 Broad St., Red 
Bank, NJ 07701. (201) 741-0771. 

MISCELLANEOUS 
PROTECT YOUR VALUABLE EQUIPMENT!! 
EZ Pocket-Size kit repairs and strengthens up to 
8 handles on equipment cases, briefcases, lug-
gage in minutes. Satisfaction Guaranteed. Send 
$5 to: HANDLE-SAVER, Department 275, 1984 
Stoney Island Ave Crete. IL 60417  

925 N 3rd Street Philo PA 19123 
212-966-3185 215-627-2277 

CALL TOLL FREE 1-800-468-9353 

• RECORD 
PRESSING 

• CASSETTE 
DUPLICATION 

SEND FOR OUR PRICE LIST 

(203) 442-9600 

Trusted by Museum Iderldtelde toe over 50 yea& 
RO..ANO SYNERGY LMN 
CŒRHEM CIIRCMAA EMU 
A0140 11.400ES DIAA 

SEOU(NTIAL ENSONO DRUMuLAION 

VOTE TRA GA Im TECHNICS 
MOOG 0601 LEMON 
SIEL MO SYSTEMS ULTIMATE SuPPORT 

SEALO COSO MANY MORE. 

SAME DAY SHIPPING Ile 
20 RANA St • NEW LONOON Cr 06120 

PATENTS ON T-SHIRTS 

Vintage Buff Patent i shtrts that dtSplay the early famous musical 
instrument patents elc Selection Surat Les Paul, Tele. P- Bass. 
Rhodes Piano T-shirts S8 00 each. matted framed prints $13 00 each, 
add SI 50 Postage and 500Z for each extra Specity shirt size (SMLXL) 
and color (black. navy or burgundy) Send check or M 0 to 
Buff Inc., Dept 115, P.O. Box 15470, Baltimore, Maryland 21100 
allow 4 vel,s delivery 01382 
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The Working Band's 
Percussion Stand 

Bill Kinzie formerly with Kilimanjaro 

Owner/Producer, Rabbi: Recordings 
Waterbury Vermont 

Sturdy, collapsible, 
with canvas bag, 

à complete with stand 
• for gigs, studio, schools 

$89.95 includes shipping 
Check. Money Order, 

or MCI VISA 

The Band Stand 
PO. Box 634 

Montpelier, VT. 05602 
(802) 223-7911 

Wholesale Inquiries Welcome 

MUSICIANS 

1985 MUSIC .6USINESS COMF'UTER PRINTOUT 
LISTS! Complete, current, confidential listings— 
addresses, phones contacts14 different lists—rec-
ord companies, producers, managers, agents 
publishers. Only $5 per list: TOP TEN, 130 Wes; 
72nd Street, # 100, NY, NY 10023.  

32 VOICE PACKAGE FOR YAMAHA DX-7 
Fat analog-type synth sounds & dazzling special 
effects—instructions & programming tips includea 
(Demo cassette available $3.00.) Write to: R.L. Pro-
duCions, PO Box 4692, Bay Terrace, NY 11360-
4692 or call 1-718-939-1649.  

256 JUNO-106 VOICES ON CASSETTE. Un-
cover sounds hidden within you, Juno. Innovative 
brass, chimes, pianos, effects, guitars, bells; much 
more. Just $15.9b(!) PPD. ERICKSON PRO-
GRAMMING. PO 13c,x 331. Monticello, MN 55362 

PHOTOS/POSTERS   

COLOR CONCERT PHOTOGRAPHS! Huge 
selection. Send $2. for illustrated catalog/coupon 
Mention favorite. "SMILE," Box 15293—M, 
Chesapeake, VA 23320-0293.  

GREAT MUSICIANS "LIVE" IN CONCERT! 
Randy Rhoads, Yngwie, V. Hater, Bowie, Clapton, 
Duran, Beck, Page , Elton etc... New catalog & 
sample $2.00. ROCK 'N ROLL COLLECTABLES, 
PO Box 564-M, New Britain, CT 06050. 

  RECORDS/TAPES 

UKfUSA RECORDS: FANTASTIC CATALOG 
of records, tapes & books. Many 'moons & rarities! 
Our computerized search service can find it all! 
Seno your want lists, requests, + three 220 stamps 
for catalog to 28-D Pamaron Way, Ignacio, CA 94947. 

FINANCE YOUR PROJECT! e 
• ROGER NORTH, MUSIC BUSINESS CON- I 
▪ SULTANT WITH TRACK RECORD, WILL HELP 
; YOU RAISE CASH! BANDS. RECORDING ; 
• STUDIOS, RECORD COMPANIES. 
• rail 

616-344-1663 
• FOR FREE INFORMATION 

RECORDS CUT FROM YOUR TAPES. Ideal 
for juke-boxes, copyrights, demos. 45 RPM, lac-
quer on metal. RICHARD SMALL, PO Box 60991, 
Rochester, NY 14606.  

IMPORT / DOMESTIC LPs / TAPES / CDs 
Huge selection of Rock, Metal, New Wave, Jazz, 
Independent Labels. Fast, personalized service. 
Competitive prices. Latest catalog $1.00. Visa/MC 
accepted. (818) 881-9908. MOBY MUSIC, 14410 
Ventura Blvd., Sherman Oaks, CA 91423.  

45 RPM RECORDS CUT FROM YOUR TAPE. 
Great for demos, novelty greetings, or just fun! One 
side $ 18.00, both sides $22.00. Add $3.00 ship-
ping. BRENTWOOD RECORD MASTERING, PO 
Box 832, Brentwood, TN 37027. 

SERVICES  
RUN YOUR CLASSIFIED AD in America's # 1 
Trade Music Magazine. Minimum ad order $44. 
ABC audited. $2.20 per word. Display $72.00 per 
column inch. Major credit cards accepted. Call Jeff 
at BILLBOARD MAGAZINE (800) 223-7524.  

YOUR PUBLICITY PHOTOS COPIES. 500 
B&W glossy 8x105 for $69.95. Free price list & 
paper samples. MUSICIAN'S PHOTO SERVICE, 
706 N 76th, Seattle, WA 98103. 

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 

e 
PERFECTLY 
AWESOME! 

Close your eyes and listen. Do you know what 
notes and chords are playing? 

Now open your eyes and play. Do you know 
what notes and chords you need to produce that 
perfect sound you want? 

If not, you're using only a fraction of your 
musical potential. By doing easy listening exer-
cises a few minutes daily, you can uncover your 
own sense of PERFECT PITCH (Absolute Pitch) 
which you already have in your earl This means 
you can identify notes and chords even 
blindfolded. 

Your sense of pitch is the most intimate and 
basic of your musical talents. In fact, you can 
only write, perform, and appreciate as much as 
your ear can comprehend. 

It's easy to play by ear when you recognize 
chords with perfect pitch, because your ear has 
already done the work for youl Improvising is 
magic when you know the sound of a tone even 
before touching it. Command over musical pit-
ches comes when you have mastered their 
sound. 

Uncover YOUR sense of perfect pitch! It's sim-
ple! Write today for FREE PERFECT PITCH 
BROCHURE. Your ear can make the difference 
between being just "good" — or AWESOME! 

For free perfect pitch brochure, write your name 
and address on any paper and rush to: 

AMERICAN EDUCATIONAL 
MUSIC PUBLICATIONS 
Grand Lake Headquarters 
P.O. Box 14-R12, Presque Isle, MI 49777 

WAIT III. YOU HEAR WHAT YOU'VE BEEN MISSING' 

FEEL THE POWER! 

Ur I"! Illinem‘e. 
ts 
see e ...a..401 %ergo 

ELECTRIC GUITAR 
BASS STRINGS 

IN OFFER 
Guitar Strings- 2 sets for 66.00 
Bass Strings—one set for $12.00 

 ' Send check or money order to: 
AlEAVY METAL STRINGS 212 W. Lancaster Ave., 

Deot. MR Reading PA 19607 

For Visa or Mastercard call ( 2.51 775-9472 

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

LEARN SONGWRITING & COMPOSE MUSIC. 
Professional instruction by mail. For course de-
scription: AMERICAN CORRESPONDENCE INSTI-
TUTE Box 31021-D, Cleveland, OH 4413f  

SONGS? LYRICS? America's leadin9 music de-
velopment company seeks songwriters-'lyricists 
with, marketable material. Best reierences. Strictly 
coitidential. American Music Connection g.ves you 
the facts! Free 1 (800) 257-7880.  

FREE! FREE! P.M.I. '85 
Musical Instrument Catalog 

The most complete DISCOUNT :. sting of 

name brand instruments and accessories. 
Write P.M I Dept ( PS), P.O. Box 827, Union 
City, N.J. 37387 Est. 1939 

NEW!! "MIDI YOUR MIND?" 
IVOTF-Lrt 
L. IKE IT NOVEL ! ! 

A.B.SOLLJTECY. 

'Only an Army Brat 
with access to certain 
sensitive f iles,vonld be 
crazy enough to do this'. 

In 1969 a Special Army 
Intelligence Group in 
collaboration with the 
C.I.A. spent 15 years 
and millions of dollars 

developing a project based on para-kitetic 
theories. Even, though they did succeed in the 
design of a device capable of lirdcing a man, 
with electrodos taped to his temples, to an 
instrument instantly sampling his impulse 
and ;-.:inverting waveforms to voltage, some 
Senate sub -commitee labeled the whole pro-
ject "Questionable',and it ended up on a 
defense scrap heap. 
In 1984 the ti-ohno/musician sou of a 

Lt.Colonel who took part in both the concept 
and design of this project, ' borrowed his 
fathers files' to build a similar system 
capable of creating music. 

`SIMPLE,CHEAP AND READILY AVALABLE BIUFEED-
BACK DEVICE LINKED VIA MIDI IN/OUT/TITATT— 
KETUNS DESIGN DP BLACK BOX WITH AMAZING 
POTENTIAL WHEN INTERFACED WITH HOME COMPUTER 
AND DIGITAL swell:Ism MR.' 
By copying the schematics for the essential 

circuitry from iris fathers diagrams a small 
(BLACK Box) evnIkted. With its adaptation to 
MIDI this BLAG( 30X, about the size of e 

,`Isran, when inserted between the 'BIOFEED-
BACK" headband arid his microcomputer produced 
ASTONISHING RESULTS WHEN INTERFACED WITH A 
synth. After learning to contro: the BIOFEED-
BACK instrument by using the instructions 
included ( controlling a digital thermometer 
with your own tinily temperature was the (- toe) 
It became possible to hum, thir* of a note, 
and nave it played back instantaneously! 
Soon complex musical patterns were handled 
with ease YOU CAN IMAGINE THE POSSIBILITIES! 
We're trying to keep as low a profile as 
possible.but durit know how long well go 
undetected. GET IT NOS-Ji ! I 

Send check or money order for Si . 15 + 11.50 
for shp.i hanill. to ARMY BRAT P.0.801r 682 
Headphones not incl. CENTREVILLE,VA. 221420 

allay 4 to 6 weeks tor delirefy 
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I
t has been said that all rock ' n' roll 
since the mid-60s has been a vari-
ation on either Bob Dylan, the 
Beatles, or the Rolling Stones. That 

this is true does not preclude a universal 
antecedent even earlier; all rock music 
can be finally traced to either Moe, 
Larry, or, Curly. 
The Three Stooges, before Elvis or 

Little Richard, before Brando or James 
Dean, blasted apart the consciousness 
of the postwar generation and reassem-
bled it in their own image. As quick as 
the pure product of Howard, Fine and 
Howard was picked up by television, 
kids across America went crazy. Par-
ents reacted with a horror typical of ( but 
by no means restricted to) the McCarthy 
era. Mothers campaigned to have the 
Stooges banned and dozens of TV 
stations knuckled under. PTAs con-
demned their " harmful, morally de-
based" influence. The reaction of 50s 
Middle America to the early rockers was 
tame compared to the panic the 
Stooges excited. 

Rock ' n' roll only reflected the cultura' 
hegemony of Moe, Larry and Curly. If 
the new music was mothered by coun-
try and the blues, it was fathered by the 
Three Stooges in a •iotous gang-bang. 
of post-Hiroshima rebellion. "We want 
the world and we want it NOW," a gen-
eration screamed—but it was a child's 
tentative imitation of -Moe Howard's am-
bitious "Who do 'we have to kill?" 

NYUK RocK 
BILL FLANAGAN 

But if the Stooges provided the soul 
and inspiration, can rock at least take 
credit for coming up with the melody? 
Certainly not. The Stooges themselves 
were often portrayed playing musical 
instruments (with somewhat more tech-
nical dexterity than, say, Presley or 
Dylan), singing in close harmony (Brian 
Wilson, among others, appropriated 
many vocal arrangements from Curly 
and the ooys) and improvising lyrics 
that defied the accepted moon/June 
banalities of the day. Yet if their influ-
ence on music was all-pervasive, if their 
anti-authoritarian politics were finally 
globe-shaking, it was their hairçuts that 
revolurgized the Aquarian generation. 
Moe was, of course, the leader, the 

asserter, the oldest brother, and for a 
time the rower of rock—the leaders and 
asserters—all appropriated Moe Hair. 
When the Beatles copied Moe's pud-
ding bow, coiffure to the finest detail 
the civdized world followed suit. 

Just as the leaders followed Moe, the 
passive, -docile and sensitive emulated 
Larry Fine's locks. Art Garfunkel was 
the most prominent among the sons of 

Larry. Like Larry, Garfunkel had a Moe-
haired Paul Simon threatening him, 
pushing him around, and generally 
leaving him "low man again." 

Noel Redding and Mitch Mitchell of 
the Jimi Hendrix Experience were 
forced to play dual Larrys—posing on 
the cover of Electric Ladyland in a lov-
ing re-creation of the portrait that intro-
duced the Stooges' earliest shorts. 

Curly's followers were, like himself, 
misfits, morons and geeks. Ian Dury 
capitalized on being slightly crippled 
(as Curly was) and shaved his head to 
affect a Curly-do. Later the most de-
spairing and nihilistic of Britain's 
punks—the skinheads and Oi Boys— 
continued the cult. 

Lyrically the Stooges had the most 
obvious influence on Steely Dan, whose 
songs often seemed stylized, jazzed-up 
versions of Stooge tunes ("Swing it!" 
cried Curly to the band again and again, 
his prototypical pre-bop hipster the 
model for Steely Dan's Deacon Blues.) 
It takes little imagination to picture Curly 
loose in a hospital, wheeling a gurney 
down a corridor warbling, " Is there gas 
in the car? Yes, there's gas in the car." 
No rock act, however, approached 

the elegant simplicity of the Stooges' 
great "Swingin' The Alphabet" ("B-i-
bee, b-o-bo, b-i-bickey bi") until the 
Police copped the formula with "De Do 
Do Do, De Da Da Da" in 1980. To pro-

continued-on page 30 
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THE PERFORMANCE 
HAS BEGUN. 

BUT IT'S JUST THE 
BEGINNING 

The Yamaha DX7. It's on just about 
every recent major album, and in just about 
every major band and studio in the country. 

And now, you can be out front, strutting 
your stuff, with the new KX5 MIDI-controlled, 
touch-sensitive remote keyboard. 

So all the incredible musical power and 
accurate, flexible voicing you get from a DX7 
can now be strapped around your shoulders. 

But wait folks, this is just the first act. 
There's more coming for the DX7. 

A whole series of products that will make the 

most amazing synthesizer ever heard into the 
most amazing music system ever heard. 

'Cause like the song says, "We've only 
just begun." 

In the meantime, why not visit your 
Yamaha dealer and check out the instrument 
that started it all—the DX7. 

Yamaha International Corporation, 
Combo Products Division, P.O. Box 6600, 
Buena Park, CA 90622. In Canada, 
Yamaha Canada Music Ltd., 135 Milner Ave., 
Scarborough, Ont. M1S 3R1. 
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