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NEIL
YOUNG

Talks about
supporting Reagan,

payola, his suit with
Geffen, CSNY, and
how country music

can save his life.
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SIS CHOOSING WHICH

FOUR MODULES
T0 BUY.

KOD-101 — Overdrive ST Y]
KDI-101 — Distortion § % % oy
KCO-101 — Compressor bl
KFL-401 — Flanger i =
KDW-301 - Dist Wah DIST WM
KCH-301 — Chorus

KOT-401 — Octave V
KPH-401 — Phaser
KWS-301 — Wave Shaper
KNG-101 — Noise Gate
KAD-301 — Analog Delay
KGE-201 — Graphic EQ
KDD-501 — Digital Delay
KDC-601 — Digital Chorus
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Decisions, decisions. Just when
you thought you had it all figured
out, Korg comes up with the most
irrcsistib%: effects offer in recent
memory — a free PME-40X Console
(a $109.95 value retail) when you buy
any four PME Modules* Especially
when you consider the advantages of
a truly Professional Modular Effects
gPM ) System that sets new standards
or sonic imegntg/, wide-ranging
effects, quiet performance and case
of use.

PME doesn’t just promise a new
cra for effects, it delivers. An un-
matched range of 14 different digital
and analog cffects, whisper-quict
electronic switching and built-in
noise buffering and easy-to-use, ca-
ble-free “slide-in” modules. Each ef-

fect module delivers the widest usable
range coupled with total sonic integ-

rity. The best-sounding effects with a
proven modular system approach.

Not bad, but with 14 (counting our
powerful new Digital Delay and Digi-
tal Chorus modules) great-sounding
effects to choose from, getting the
free Console could be tougher than it
sounds.

To make things cven “tougher,’
Korg’s introduced two new super-
accurate and versatile Sterco Digital
Modules — the KIDID-501 Digital
Delay and KDC-601 Digital Chorus.
The 501's 16 ms to 1024 ms of quict
and accurate digital delay delivers a
wide panorama of time delay effects.
The 601 Digital Chorus offers a 16
kHz frequency response for the

richest chorusing effect and truly
“digital” performance.

hen you think of how many new
sounds you can get from the PME
System for so little money with
Korg’s one-of-a-kind PME Promo-
tion, there’s really no reason not to
drop by your local Korg dealer and
make the “tough” decision. For more
information, write to: Unicord, 89
Frost St., Westbury, New York 11590.
For the name of the Korg dealer near-
est you call: (516) 333-9100.

Exclusively

KORG/unicora

© Unicord 1985

MORE FOR YOUR MUSIC.

*Offer does not apply to KFB-001 Filler Box and KES-101 External Sclector Modules. At participating dealers only.
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The staggering number of Sampling, Delay and MIDI
possibilities built into the SDD-2000 make it a serious
candidate for any modern music-making system — for both
the MIDI and non-MIDI user.

MIDI

MIDI system owners have proved their commitment to the serious exploration
of new musical sounds and timbres. The possihility of expanding MID!'s huge
potential even further with the modest investment of $695 (suggested U.S.
list) makes sense — especially when you consider all the extras built into the
SDD-2000. Now you can assign any kind of ambient time effect to any of your
MIDI Programs.

PROGRANMMABLE

The SDD-2000 has 64 programs that instaneously react to and change
along with your MIDI programs. All time delay parameters are programmable
and respond to your program change commands from a MID! keyboard,
guitar synth, sequencer or computer. Programs can also be selected by
front panel control or footswitch.

SAMPLING

Sample any sound you hear with the SDD-2000. In fact, get the whole
sound envelope (up to 4.368 sec.). Play back that sound on your MIDI
keyboard, drum machine, guitar synth or MIDI sequencer with pitch and
timing. Sampling with the SDD-2000 provides total control over Pitch Bend,
Velocity and Modulation information.

DELAY

The SDD-2000 gives you up to 4.368 seconds of clean, quiet digital delay.

You also get over one second of delay at a full 18 kHz bandwidth. Make the

entire available spectrum of SDD-2000 echo, chorus, flanging and doubling

effects a vital part of your music. Delay times can be set from a MIDI clock
or other trigger source for greater accuracy and flexibility.

Korg's new SDD-2000 MIDI Sampling Delay's accurate and flexible digital
control technology opens up a whole new repertoire of time delay effects

for your music. Sample it at your nearest Korg Dealer. o
KORG /unicor

© Unicord 1985

Unicord, 89 Frost St., Westbury, New York 11590
MORE FOR YOUR MUSIC.
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Give your performance an expressive edge with Roland's Imagine having one

keyboard synthesizer that can deliver classic analog sounds, as well as rich-timbred patches
usually associated only with digital synthesis, and is also a dynamic MIDI keyboard
controller to boot! That's the 6-voice JX-2P. The super sound of this standout synth starts with
12 Digitally Controlled Oscillators. Each can be set for any of 4 waveforms. Waveform
cross-modulation is the key to Roland's unique AM Synthesis technique. Also, independent
routing of envelopes to the mixer section for separate control over DCO2 results in percussive
effects normally found only in digital synthesis. Velocity sensitivity and after-touch sensitiv-
ity make the 61-note keyboard incredibly expressive. The after-touch sensitivity can
be used to control vibrato, brilliance, or volume. 6 different keyboard modes (2 settings each
for Poly, Unison, and Solo) let you get more out of each patch. Fueled by Roland's newest
technology, the 64 presets offer one super set of sounds. Plus, you can program your
own patches into an additional 32-location memory bank, or instantly access another 32
patches with the optional C-64 RAM memory cartridge. Program the through its
on-board parameter programming facilities. Or if you prefer the ease of traditional ELE]
programming, use the optional PG-800 programmer for the Either approach lets you
access 2 separate 4-position —=swes=--=— Envelope Generators, Hi-Pass,
and Low-Pass Filters, an ample = - ~=sc0 LFO section, Key Follow, and
Chorus. A separate sequence - - e memory facility even lets you
pre-arrange a succession of pro- 3 grams and step through them in
live performance. So why not ~° 28 give your next performance an
expressive edge? You can with .= = -= = — the Roland JX-8F For more infor-
mation, contact: RolandCorp ~ US, 7200 Dominion Circle, Los
Angeles, CA 90040. (213) 685-5141. ' -

 J : Jary.
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No more rumors, legends, or lies.
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Robin Lane, Rank & File and other
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Peter Watrous

WORKING MUSICIAN
Richard Perry

How one of the 70s’ top producers stays
red-hot in the digital-decade.
By Roy Trakin

Keith Forsey
By Rob Tannenbaum 76

Narada Michael Walden
By Josef Woodard 80

Synchronicity
By Craig Anderton .. 86

Mike Fright, Part One
By Freff ...... .. . .92

Developments
By Jock Baird . . 96

4DEPARTMENTS

LETTERS . .. . e o 0
.28

RECORD REVIEWS . .

ROCK SHORT TAKES

JAZZ SHORT TAKES

VIDEO SHORT TAKES

READER SERVICE

CLASSIFIEDS .

-

Talking Heads

The family that

plays together stays
separately. Chris and
Tina in the Bahamas,
Jerry Harrison in
Wisconsin and David
Byrne in Texas learn
that absence makes
the Heads grow fonder.

By Scott Isler . ... ... LY

W q’

Eurythmics

* Soul searching with
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“BLACK CODES”

NEW SHADES OF JAZZ FROM
WYNTON MARSALIS

“Black Codes (From The
Underground).” A new album
of original jazz compositions
from multi-Grammy winner
Wynton Marsalis—the young
trumpet sensation who draws
on tradition to create jazz
for today.

On Columbia Records, Cassettes
and Compact Discs.
Produced by Steve Epstein.

“K “Columbia,’® are trademarks of CBS Inc. © 1985 CBS Inc.
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Building the Beach

I have just finished Timothy
White's article on Brian Wil-
son and | wanted to tell you
how muchlenjoyedit: Afine
piece of writing on one of
rock 'n' roll's saddest enig-
mas. | learned a lot of stuff |
didn't know, for example,
that Brian's Pa was from
Kansas and that his Ma was
from Minnesota. This fortifies
my somewhat controversial
theory that there is no musi-
cal history in California save
that of the Spaniards and the
American Indian; that there
is no "California Sound” (Oh
weariest of weary phrases!),
and that Los Angeles is just
a melting pot—a sort of
genetic finishing school (pun
partially intended), if you will,
for the rough musical seed
brought over from the old
country and left to mutate in
the great heartland.
Don Henley
Colorado, USA

The Kingof Summer
Comme Home

To me, there was no other
band like The Beach Boys.
They were summertime and
fun!Backthenlhad noidea
of some of the bad times that
the group themselves were
going through. You just
didn’t hear that news back
then. I'm glad that the fact
that the boys and their father
didn't always get along as
great as the press let on in
the past was brought to the
attention of your readers.
This is something that was
kept in very low profile for
many years.

Carlhas showed the listen-
ing public that he has a lot
to offer on a solo basis and
I'm sure that Brian's solo
efforts will be just as great. |
think that some of the Beach
Boys best stuff is yet to
come.

Beau Smith
Barboursville, WV

Many thanks to Timothy
White on his excellent cover
story on Brian Wilson. It
ranks with the very best I've
ever read on Brian & the
Beach Boys. There are a
certain few of us who had not
given up on Brian, and we
are so happy to have him
heaithy and happy again.
Christopher Beach Potter
Wickford, RI

Live Praise

I would like to express my
appreciation for Fred
Schruers' superb profile of
Bob Geldof. Geldof's organi-
zation of the original Band
Aid project certainly eclipses
all other such efforts in sin-
cerity and selflessness, if not
necessarily in popularity. His
exhausted but radiant face
during the London finale
showed clearly the physical
and mental effort. Having
already "made compassion
fashionable,” Geldof has
now also proven that music
is the universal language.
Thank you, Bob Geldof—the
world is now a better place
for having experienced your
presence and inspiration.
Lisa Wolfe

A big thanks to Fred
Schruers! It's about time the
Boomtown Rats got a little
exposure.

Kelly Heneghan

Meat Beat Farmers??

Okay, repeat after me: Meat.
Beat. Got that? Now how
‘bout this: Puppets. Farmers.
Now let's put them together
properly: Meat Puppets.
Beat Farmers. Got that?
Good. Now in the future will
you remember not to put a
picture of the former with an
article on the latter? Get
some folks onyour staff who
aren't just new music dilet-
tantes. Love and kisses.
Dan Epstein
Chicago, IL

This and That Chat

Tell me, is there a bigger
fool involved in the music

business today than Saul
Zaentz? Of course, we (the
great unwashed) would not
have known this were it not
for his lawsuit against John
Fogerty. Thanks for the in-
sight Sal (or whatever your
nameis). | thought it was just
about a boy and his pig! Itis
abundantly clear as to who
can dance, and who Kant.
D.L. Cameron
Pickle Lake, ONT

I thoroughly enjoyed Ben
Sandmel's excellent article
on Cajun and Zydeco music
in your August issue. You
mentioned Clifton Chenier,
Dopsie and Buckwheat. We
saw Buckwheat twice this
spring here in Washington,
D.C., and the joint was jump-
ing. His mixture of rock,
blues and jazz makes people
happy anywhere. As an
amateur accordion player,
I'mgladto see and hear the
increasing popularity of the
instrument.
Bill Stannard
Washington, DC

For his review of Bob Dylan's
Empire Burlesque, Charles
M. Young gets my voteinthe
“Most Likely to Succeed
Northrop Frye in the Popular
Media" category.

Eversince Jann Wenner's
strangely effusive review of
Slow Train in Rolling Stone,
and Vic Garbarini's
sophomoric screed of
spiritual condescension in
Musician shortly after
Dylan's conversion/betrayal,
most critics have been
ogling Dylan's contrariness
for signs of a lapse in faith.
They took it so personally!

Young is independent
enough to acknowledge the
spiritual value and cultural
influence of Judeo-Christian
faith and teaching (despite
the shortcomings of contem-

porary religion) and Dylan's
own admonition, “It ain't me,
babe.”
David Hicks
Toronto, ONT

I've been reading Musician
now for about 6 months.
Everytime | read areview on
a record by someone who
professes to be a Christian
(Philip Bailey, Amy Grant,
Bob Dylan), there is always
sometint of prejudice mixed
into the review. What differ-
ence does it make if an artist
professes to believe in
Jesus?

George Del Signore

Franklin, MA

Thanks to Craig Anderton
for the "MIDI Recording
Studio” article. | had been
forcing myself to read com-
puter music articles in hopes
of picking up a glimmer of
understanding—it's appar-
ent this is what the music !
world is going to be all about
in the future. | can’t wait to
get rich and famous now so
| can afford to buy all this .
new equipment! |
Karen Byrde
Oakland, CA

Thanks for not writing any- |
thing about me! ‘
Birge Seltzer
Redwood City, CA
[Our pleasure. It was all the
news that was tit to print —
Ed]

The Envelope Please

Musician and JBL proudly
announce the first finalist in
the “Best Unsigned Band”
contest—OHO from Baiti-
more, self-professed pur-
veyors of Gothic pop, Slavic
funk and Balkan bop at its
best. Congrats, comrades.
Keep those entries coming
(See page 111 for details.)



Private, Music

Private Music is a new record label producing original instrumental
music which draws its voice from many styles and cuitures. Private
Music is often described as intimate, visual, and stimulating. The music
is dynamic yet non-aggressive.

Private Music is available at record stores nationwide.

For information or to order Private Music,
call 1/800/382-4025; in New York call 212/684-2533, Ext. 83.

Private Music, 220 East 23rd Street, New York, NY 10010




Hard work and firm commitment to your music brought you to where you are today. Years of practice,
honing your skills, qave you the confidence to make it happen. The: crowd in the arena can't see all the smokey
bars and small time: clubs on the road to success. You've demanded a lot of yourself, and your break came. This isn't
the time: to compromise:.

The: Ibanes Pro | ine Series is the end result of years of dedicated, hard work and firm commitment to produce the
finest quitar we can build. Feature: for feature, it reprosents the: kind of “no-compromise” attitude necessary to qualify as a
true professional instrument. When it's your turn to step into the: spotlight, dor't settle for a quitar that's any less professional
than you are. Choose a Pro Series from 1hanez.  “Now available it Black and new  herry Iee finshes

Foratull enlor cotalog senet 42 00 10 Ihanes, dept MG o PO Box 886, Bensalem, PA 19020) «
8221 Provdue e Way, Pomona, CA 91768 3916 « PO Box 2009, [daho Falls, ID 83403 « In Canada
D Trans Coanadn Higbway, Site 10545, St Laurent, Quebxec, Canada H4T 1V8,



DWIGHT
YOAKAM

By CHRIS MORRIS

COWPUNK NUTHIN=THIS
HOLLYWOOD HONKY-
TONKERS THE REAL McCOY

onky-tonk bands were the first

rock 'n" roll bands. That's

where the first loud electric

bands were. That's where the
first rompin’, stompin’ dance music
came from. Honky-tonkers were the
rock 'n’ rollers of their day. They were
the ones that everybody belittled:
'Those terrible hillbillies, carrying on.’
What | do is an absolute throwback to
that.”

Dwight Yoakam sits in the booth of a
West Hollywood bar, not far from a glass
display case containing a large collec-
tion of porcelain Elvis Presley wine de-
canters. He wears a loud Melrose Av-
enue-style shirt and a string tie—items
of apparel emblematic of his position
as the reigning king of Hollywood
honky-tonk.

Yoakam, a twenty-nine-year-old na-
tive of Pikeville, Kentucky who still
speaks with a pronounced Suthen
drawl, is an exciting anomaly on the Los
Angeles music scene. A veteran of pure
hard country bands that played in bars
and clubs in the San Fernando Valley,
he has brought tough, traditional mod-
ern mountain music “over the hill" into
Los Angeles. Opening both locally and
out-of-town for such established roots-
oriented acts as Los Lobos,
the Blasters and Lone Jus-
tice, the singer has won
an unexpected audi-
ence of hip young

o
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club-goers for his original neo-honky-
tonk compositions. He's also won a con-
tract from Warner Bros. Records’
Nashville division.

“The whole premise for our success,”
Yoakam acknowledges, “has been
coming out of Los Angeles and out of
this particular scene—the scene that
spawned cowpunk, that spawned Rank
& File, Lone Justice, Blood on the Sad-
dle, and numerous others. That audi-
ence accepted us first and was aware
of us first.

“| remember when we started playing
shows on the Hollywood side of the hill,
the kids would come up and be very
impressed. Wouldn't know what they
had just heard, but they knew they liked
it. They'd say, 'You're kinda rockabilly,
but no, you're not rockabilly. You're
kinda country, but no, you're not coun-
try.” To them, ‘honky-tonk’ was a lost
term. We're dealing almost with rein-
troducing a lost form of American music
to a whole segment of the population.”

Yoakam was raised on that “lost”
music in Kentucky and southern Ohio,
via the radio and his father's record col-
lection. The artists who had the greatest
impact on his youthful sensibilities were
Hank Williams and Elvis Presley; he was
also exposed to the raw dance tunes
and cry-in-your-beer weepers of 50s
honky-tonkers Stonewall Jackson, Ray
Price, Hank Thompson and Wynn
Stewart. A cappella gospel, which he
sang in the Church of Christ, was
another powerful influence. He played
in rockabilly bands as a teenager, but
when Yoakam graduated from high
school in 1974, the style of country
music that he cherished had died out.

“Because of the political climate, the

Resting on
Hank Williams’ -
coffin
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social changes and the cultural revolu-
tion we went through in the 60s, we all
but lost a form of American music that
was reacted against by the youth en
masse,” he says in typically thoughtful
fashion. "In '66, '67, when there had to
be a changing of the guard, there was
nobody to hand the staff to.”

After honing his style of country in
bars and roadhouses along Route 23
in southern Ohio, Yoakam had to decide
where to take his music. Instead of
Nashville he chose Los Angeles, the in-
cubator of the early-70s country-rock of
Gram Parsons and the Eagles.

“With country-rock blossoming in the
middle 70s, | saw the possibility of com-
ing out here; | knew that what | was
doing, even though it was country, was
a little too risky for Nashville. | wanted
it to have some edge. By then, Nashville
had succumbed completely to country-
politan slickness.

“One of the heads of the live enter-
tainment department at the Grand Ole
Opry gave me a good piece of advice,”
he adds. “He said, ‘You're gonna /ose
jobs because of your voice, because
you're a stylized singer. But go out there
and figure it out.” Thank God | didn't
have to do it in Macy’s window.”

Playing country covers and honky-
tonk styled originals in Valley bars from
1978 on, Ycakam slowly accumulated
a band of like-minded musicians. They
collaborated on the rugged original
country songs, leaning heavily on the
Bakersfield sound of Merle Haggard
and Buck Owens, on Yoakam's inde-
pendently released Guitars, Cadillacs,
Etc., Etc. EP.

That record’s success and the band's
Hollywood club popularity found both
rock 'n’ roll indie labels like LR.S. and
the Nashville branches of majors in pur-
suit of Yoakam. He ultimately opted for
the country route with Warner Bros./
Nashville. But Yoakam turns deadly
serious at the suggestion that Music
City might denature his music.

“I'm not gonna compromise
anything,” he says."l do what | do,
which is hillbilly music. We are

what American country music
- used to be.”

11




THE FUTURE OF MUSIC
IS ELECTRONIC

With the future of drumming
s0 closely linked to the future
of the rest of music, pro-
gressive drummers—those
who know where the future of
Music 1s going—are going
electronic. Theyte going elec-
tronic because they want a
drum system that can adapt to
any need, any sound, any sit-
uation. And. theyre going to
Simmons because they dont
just want any electronic
drums; they want the best.

Simmons Electronic Drums
are already being used in the
studio and in concert more
than any other.

SIMMONS SDS7:
ENTER TOMORROW'S
WORLD OF MUSIC
TODAY

Acknowledged as today's most
advanced drum set, Simmons’
SDS7 modular percussion svn
thesizer places the contempo-
rary drummer firmly in the
future of total electronic
capability. It offers limitless
analog and digital possibilities
(as well as sampling), so that

SDST vuggesred serup

vou can create and program
virtually any sound you want

But, as futuristic as the SDS7
is, its reliability, playability an
ease of operation has been
designed with you, today’s
drummer, in mind. See and
hear for vourself at vour near
est Simmons Drum dealer.

SIMMONS)

Group Centre. Ine 23917 Craftsman Road
Calabasas. CA 91302 (8I8) 884
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EURYTHMICS

By BARBARA PEPE

TWO “TOTAL
OPPOSITES” TRY
A BIT OF SOUL

SEARCHING.

omething | did recently was so
helpful to me,” Annie Lennox
explains. "l went to see a
psychotherapist. It's something
that I've been a little bit unsure about
for years. | did see a therapist once
before, at a particularly tough time in
my life. She didn't help at all, just sat
and looked at me. | felt completely
tongue-tied, like | was filling in all the
spaces with words. | was more freaked
out when | left than when | came in

“This time | was very fortunate. | met
a woman in Los Angeles, of all places,
where you always expect a load of hype
and nonsense. She was so helpful to
me, just in terms of going and talking
to her and asking, ‘Am | mad? Am |
going to go insane, or am | all right,
really?’ To have an unbiased opinion, a
genuine opinion given back to me was
the best $500 | ever spent.”

Annie Lennox is sitting on a blue
cushion, spine erect, in the Church,
Eurythmics' London office/studio/work-
shop/sanctuary. The bright-white walls
are lined with forty-four gold and
platinum records from five countries,
and framed magazine covers from
around the world. Surrounded by these
reflections of glory the singer rivets her
questioner with clear gray eyes and of-
fers, "We are living in this crazy, super
fast, hyped-up society. There's this
superconsciousness, which before, we
never really had. We just did what we
were doing and didn't ask too many
questions. Now we're full of self-doubt.
Neurosis is a common disease. We
used to have scurvy, now we have
neurosis.”

Neurosis is something the sometimes
moody, always passionate musician
has spent a lot of time studying, in and
out of the therapist's office. Hers is the
palette that paints the brooding, darker
colors in Eurythmics' distinctive sound.
"I'm very secretive in my lyrics,” she
says. “Everything's there but it's so
masked. | can't write a song about, ‘Oh
god you cut me up and I'm hurting." |

“Give Stevie back his glasses or I'll break your neck.”

write more from the overview that our
lives, our destinies, are already
mapped out for us and that we're just
unfolding them. Whatever we do, what-
ever happens to us at any given minute,
had to be.

“I've experienced the pains of these
relationships, and in a way it is a kind
of a catharsis for me to write about it,
but it's not just my experience. It's a
whole load, these plays that had to be
re-enacted. | could choose a lover who
was masochistic and | was sadistic and
somehow or other it had to be that per-
son. | had to be the one for them and
they had to be the one forme. This might
sound a bit funny, but that’s what fasci-
nates me."

Dave Stewart has another point of
view. But then, that's not unusual for
these two separate but equal partners.
“We're totally opposite,” he insists. "If |
speak to Annie for more than five min-
utes she sometimes gets really con-

fused and teils me to stop it. We are
complete, | think. That's why it works a
lot of the time.

"Annie's often very quiet,” explains
the male half of the duo. “Before we go
onstage, my dressing room'’s always full
and there's always tons of people
comin’ in and out, people cracking
jokes, the trumpet player's doing a
dance in his kilt.... In Annie’s dressing
room it's always totally quiet and sort
of empty. That kind of represents a simi-
lar thing to how it works, really. When
we're onstage and in photos, Annie
seems like the real extrovert. She's at
the front and I'm the guy behind. But
that's a very classic thing, isn'tit? There
aren't many people who are the same
in the dressing room and onstage.”

Lennox traces this offstage isolation
to her early teens: “My childhood was
relatively happy, sort of normal, nothing
traumatic. But at the age of thirteen or
fourteen, everything changed. | be-
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came very moody, very easily de-
pressed, a bit withdrawn. Although |
seemed to be an extrovert, in my own
inner world | was much more withdrawn,
watching the world, trying to cope with
who | was and really very confused
about it. That went on from the year four-
teen right up to thirty. It's been incred-
ibly hard to deal with, but something is
starting to dawn on me, that it doesn't
have to be like this, it doesn't have to
be all negative. It is possible for me to
turn what seems to be useless, hope-
less and despairing into something that
is valuable. What I'm feeling about
growing up, is that ultimately we take
responsibility for our actions. You can't
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run away and hide anymore, you can't

pretend, ‘Oh | won' talk to this person
it'll all go away, because it doesn't. It
gets worse.

Lennox's private/public dichotomy
extends to her general perception as a
stand-up singer, belying her well-
trained musicianship: *| started playing
piano when | was seven because there
were lessons available at school. Also
my grandmother had a piano. | got the
chance to learn the flute when | was
eleven years old. | started to play in
local school orchestras and military
bands, and later smaller chamber
groups and ensembles. When | realized
that | wanted to play the flute profes-
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Jeff Beck, Brian Ferry, Madonna,
Peter Gabriel and other top stars...

The man who's broken producer
records for the most titles in
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The man for all seasons uses
D'Addario XL Reds.
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Diddario
E. Farmingdale, NY 11735 USA

sionally—or so | thought—I went on to
the Royal Academy. There | actually
took up the harpsichord because | en-
joyed it—it's a beautiful instrument.”

Dave Stewart reveals, “It was Stevie
Wonder that turned Annie on to singing.
She was totally into being a flute player
in a classical orchestra until she was
stoned for the first time. Somebody put
headphones on her head and played
her Talking Book. From that moment on
she left the Royal Academy and just
wanted to sing.”

“It was such a revelation to me to lis-
ten with very heightened senses to that
record,” recalls Lennox. “It was an ex-
traordinary experience to me at the
time. | held that very dear, as something
that had touched me, made a profound
impact on me. It was something that in
the future | wanted to aspire to, that kind
of depth of subtlety and profound state-
ment through music.

“You use your instinct and you also
use your intellect. Hopetully one doesn't
outweigh the other. If you go by your
instinct too much, the overall shape and
form can suffer. Likewise the other way
around. Too much into the intellect and
it becomes a clinical exercise. So hope-
fully we finely balance the two things.
That's what we aim to do."

Be Yourself Tonight, Eurythmics' third
hit album, show Dave and Annie shad-
ing the instinct side of that balancing
act, aided and abetted by a move to-
ward out-and-out soul. Like most
Eurythmic activity, it was unplanned;
neither Eurythmic is a particularly avid
soul freak, notwithstanding Annie's
seminal encounter with Stevie. The rec-
ord was originally conceived as a ming-
ling of Indian and pop music. Then, dur-
ing a 1984 tour that took them through
Australia, New Zealand, Japan, Europe
and North America, “we just naturally
progressed into a soul orientation,”
Dave explains. “The instruments we put
together, the horns, Annie's voice, the
backing vocalists, kind of got us into it.
We came straight from all those gigs to
make this album,” mostly recorded in a
derelict section of Paris on 8-track eq-
uipment lugged over from the Church.

The duo made special pilgrimages
to two soulful deities, the first being
Stevie himself, who added the har-
monica solo to "There Must Be An
Angel” while Lennox, according to
Stewart, “sat at his feet the whole time
looking up in amazement." "Meeting
him was very daunting,” admits Annie.
“l was a little nervous about it. There
was nobody but me and him. But it was
wonderful. He's got true command. It
was rather humbling.”

The second pligrimage was to Detroit
and the court of Lady Soul Aretha
Franklin, who joined Lennox in a duet
on “Sisters (Are Doing It For Them-
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selves).” (In their excitement about the
impending session, Dave and Annie al-
most left the 24-track master on the
plane.) "Annie was very nervous, natur-
ally,” Stewart recalls. "She felt Aretha
might think she was just a white girl try-
ing to sing the blues or something. Yet
Annie, believe me, was heavily con-
victed in everything she was doing.
Aretha'd never heard Annie sing any-
where. The first take, the tape started,
and you could see Aretha sort of go,
‘Wow, check this out.” Annie was really
singing.

“They're very alike, it's funny,” Dave
muses."They're from different places
completely, but they've got a very simi-

lar point where they come from, soul-
wise. Annie's from a kind of very de-
pressed working-class background in
Aberdeen where there's lots of un-
employment and her father was out of
work a lot of the time. A lot of Scottish
people have got this soul, you know,
like the Average White Band.

“Annie was very friendly that day—
she wanted everything to be all right.
But Annie's very moody and Aretha’s
very moody. If she thinks something
she'll say it. Aretha started arguing
about one line in the song. She didn't
want to sing the line, ‘The inferior sex
are still superior.’ Aretha thought that
was a bit strong. Well, it is, but Annie
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didn't really mean it like that. The next
line was ‘We've got doctors, lawyers,
politicians too," meaning that women
might be regarded as the inferior sex,
but Annie's point was, 'Look we're really
on equal terms.” Annie came up with a
great new line that Aretha liked, which
was ‘The inferior sex have got a new
exterior. We've got doctors, lawyers,
politicians too.”

Despite suggestions to the contrary,
Aretha was not a musical influence on
Lennox: “To be honest with you, and
I'm embarrassed to say this, I'm not that
familiar with Aretha’s records,” Annie
admits. “In fact, | don't have any of
them. In the Rolling Stone review the
woman criticized my singing, said I'd
just aped Aretha Franklin all through the
record. It is so contrary to what really
happened.

“Aretha’s a much more fluid singer.
My melodic lines are far more clear-cut.
These are just personal differences in
style, like the color of the shoes | might
choose to wear. She's very florid, very
decorative. She also sings with very lit-
tle effort. Watching her was very in-
teresting, technically, because | find
singing hard.”

"Annie's best when she can impro-
vise,” Dave comments. “Soul is one of
the best mediums to improvise in be-
cause the rhythm is so hypnotic. It's got
its own pulse and Annie can kind of let
loose, do all the little asides. | loved
when Van Morrison used to sing the
brass section like ‘doo do la dooop do,
doo do lado.’ These are often the things
that give you the feel of the record, not
the words.”

One uncalculated benefit from the
band's emphasis on soul has been the
successful eradication of a “synth/pop”
tag Dave and Annie believe was unfairly
hung on their music when Sweet
Dreams (Are Made Of This} was re-
leased in the U.S. in 1983. “I thought at
one point the Americans were making
us part of a fad by putting us alongside
Tears for Fears, Yazoo and all these
bands who came out at once,” Stewart
decares. “Annie and | realized that
when we went to the New Music Semi-
nar. We never went to it again because
we thought, ‘Hang on, we're not part of
this." How can you say what's ‘new
music'? It's all new music. Some early
records of Bowie or Dr. John the Night
Tripper sound like they could've been
recorded yesterday. I'd rather go to the
Timeless Music Seminar.

“People still call us a synth-pop duo
even though they'll get sent a photo with
a band that's got ten people onstage,
even with brass and orchestras on the
album. They still can't get it into their
heads that we aren't sitting there like
Kraftwerk with a drum machine.”

One look around Stewart's main
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workroom upstairs at the Church bears
out the statement. Amidst the litter of
keyboards and guitars are trap sets,
basses, trumpets, flutes and an array
of “squinky" instruments from which he
elicits the stray sounds he loves drop-
ping into the records he produces. At
the moment, he's working with Feargal
Sharkey, producing the former Under-
tones singer's solo debut. Session
musicians? They just sort of show up.
“You see, we've got a launderette in the
Church, basically for our costumes,”
Dave laughs. "All the musicians who live
around here, like Paul Young's band
and a load of others, come in and do
their washing before they go off on tour.

While they do their spin dry they come
up and put on a sax solo or something.”
As he did during his collaboration
with Tom Petty, Stewart is co-writing with
Sharkey, a process that's one part
mayhem, one part deliberation and
three parts talent. Putting together "A
Bitter Man," for example, was done with
Feargal and Dave in the studio, playing
a tape over the phone to lyricist Tim
Daly (who Dave says spent five years
in prison for blowing up part of the Im-
perial War Museum). Daly free-asso-
ciated syllables to the track while Shar-
key transcribed potential lyrics and
sang them back into the phone.
Songwriting with Annie isn't quite as

James How Industries Ltd.,
Unit One. Morewood Close,
Sevenoaks, Kent TN13 2HU., England

Tel: (0732) 450838 Telex: 957290 JHIG

The very best of
British Strings

manic a process, but Dave explains that
it, too, is "all mixed up. Sometimes she’'ll
have four lines on a bus ticket and /'l
have a tape of me playing bass in a
bathroom, which somehow fits to-
gether.” Two key elements are mini-
malism in the song structures and
spontaneity in the writing process itself.
And almost all their songs share a
characteristic Eurythmics twist. "We've
always had this bittersweet sort of thing
where one minute it's really good and
the next it's really bad,” Dave notes.

Despite the diversity of theirindividual
personalities, Eurythmics' musical mar-
riage somehow succeeds. “We're very
much a bonded unit,” Annie asserts.
“It's a very good relationship. | suppose
it's like your mother and father. You
know they're always going to be your
mother and father. Ultimately, Dave and
I know this is a partnership that's here
to stay, unless we get run down by a
bus or something. Allthrough this chaos
he gets an awful lot done. It takes me
longer to come up with resuits. With the
two of us, it's like him pulling me along.
It works. | don't know how, but it's the
right kind of combination.”

The two aren't engaged in a joint proj-
ect at the moment only because Len-
nox, who has a history of throat trouble,
developed a node on her vocal chords.
“The doctor showed me it in a photo-
graph,” confirms Dave. “You either have
to have an operation or stop, and she
doesn't want to tour with her throat
wrecked.” To save her meal ticket,
Annie's planning a two-month retreat to
her home in Switzerland.

The only other escape from public
view Eurythmics have been able to ef-
fect in the past year has been into the
studio. “There are so few places for us
to actually go away and be quiet.” Annie
shakes her head. "More and more for
us, the studio is becoming a retreat
where the phones don't ring, where no-
body is allowed to come and interrupt
us. Hopefully Kenny [Smith, their En-
glish manager] will move his offices out
of these premises and this will be a sole-
ly creative space. The telephone rings
all the time, there's a lot of demand.
There's always a country that we aren't
able to get 'round to. In Italy, for exam-
ple, they think we're cold-shouldering
them. The truthis, there justisn’t time.”

Stewart takes to the tennis court or,
these days, to the recipe book to refieve
any stress of stardom. Not Lennox.
Smiling she says, “Actually, | drink to
relax. | wouldn't endorse it for every-
body but | must admit I'm a better per-
son when I've had a drink. I'm afraid |
don't meditate or do anything like that
and | don't go to the health club that
often. | wish | did. | think hugging a
friend is a good way to relax.

‘I have a strange dichotomy. You
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know those funny cuckoo clocks in Swit-
zerland where on sunny days the
woman comes out and on cold days
the man does? I'm a bit like that. | can
be very icy. It's either my defense
mechanism or because | really don't like
that person and | want them to go away.
At heart, | think I'm a generous spirit. |
don't think I'm a mean, cold person.
“Something happened to me on my
thirtieth birthday that changed me. | feel
more positive than | ever did before. So
now I'm trying to wade through and get
my voice rested, which is the only im-
portant thing to me. Unless | do that, |
can't sing live.” She smiles. "All | want
is to shut up, go away, and just rest."®

Icons in the Church
Dave Stewart offers a tour of the Church,
pointing out “me favorite things. Here's
the Octave-Plateau Voyetra. It doesn't
sound like a synthesizer, it sounds like
an orchestra from outer space. Here's
my big Gretsch Country Gent 1950-
something guitar. All the riffs for 'Adrian’
and 'Ball And Chain’ are played on that.
The Oberheim DMX drum computer has
really quick and efficient ways of writing
in rhythms, getting a track down. The
Movement audio-visual drum compuiter |
love because you can see the bars on
the screen as it's playing. Then | love all
the Roland keyboard range, and the little
Casios. Sometimes I'll buy a keyboard
just for the inspiration of all the new
sounds on it. Then there's the Tascam
Portastudio, which is fantastic for making
home demos. Fostex is good too. This is
the Bond guitar,” he continues. "It's just
been invented. If you notice it doesn't
have any frets, just steps.”

The tour continues. "Fender Telecas-
ter. The Roland G-505 guitar synth, which
| use onstage. Simmons drums.” He
stops to open the lid of a Yamaha PS-6100
keyboard. “It's all in a lid and it's got the
Yamaha drum machine sound mixed with
all of the nice Yamaha DX7 kind of
sounds. | had it in L.A. when we were
doing the Stevie Wonder stuff.” Record-
ing equipment? "Soundcraft series 760.
Soundcraft 24-track digital. The old Tas-
cam 8-track. And Soundcraft 2400 desk.
That's what we made all our albums on,
Soundcraft equipment. A roadie later
provides a complete catalog: Custom
Gretsch semi-acoustic guitar (ex-Scotty
Moore), Eventide Clockworks harmonizer
H910, Fender Mustang bass, ibanez
UE-400 multi-effects unit, Kiark-Teknik
DN300 graphic equalizer, and DN 780
digital reverb/processor, Korg digital
delay and dual footswitch, Ludwig con-
gas and timbales, Nakamichi MXDU1
drum computer, Paiste high-hats and
2002 crash cymbal, Avedis Zildjian high-
hat, Roland Juno 60, SH-09 and SH-101
synths, MSQ 700, CSQ-100, and -600
sequencers, and Cube keyboard amp,
plus a Schecter Tele and a Takemine
electro-acoustic guitar.

Annie Lennox plays Yamaha YFL 225S
and YFL silver flutes: Economically, they
give very good value for the money—I
get a very lovely sound out of them."” Her
acoustic piano is a Beckstein.




“We saved the Hamﬂton
but lost the bench”

Sue Dawson’s memories burn brightly.

“My family bought our Hamilton back in 1939
when [ was three. We were living in Sundown, Texas
at the time, and bought it from the Young Baldwin
dealership in Odessa. I think he came through
Sundown once a month with the pianos on the back
of his truck.

“We managed to rescue the Hamilton when
our house caught on fire in 1956, but lost the bench
and the house to the flames. And I'll always remem-
ber that Mr. Young came by afterward and graciously
replaced the bench.

“I took piano lessons as | was growing up
and later majored in music at the University of Texas
at Austin. [ continue to teach piano at St. Edwards
University in Austin. And I still enjoy playing
my Hamilton.”

This is just one of the many remarkable stories
we found during our recent search to locate historic
Hamiltons. We wanted to find out just how many of
our earliest Hamiltons were still in use. The response
was overwhelming and confirmed our faith in their
tremendous durability. As a tribute to the love and
care shown to the five oldest, we are giving each of
their owners one of our newest Hamilton pianos.

In addition to Sue Dawson’s, the five oldest
Hamiltons found include those owned by John Hainey
of Reno, Nevada; Timothy and Gayle Burdick of
Cleveland Heights, Ohio; the Dallas, Texas Indepen-
dent School District and the Robstown, Texas Inde-
pendent School District. In such diverse areas and
climates as Ohio and Texas, they're still giving
performances daily. In schools, studios, churches
and homes, they each have a legacy all their own.

We will soon produce our Hamilton with serial
number 400,000. And we’ll take special pride in
presenting it to John Hainey, the owner of the oldest
Hamilton piano found. Because this is where the
legacy of the Baldwin Hamilton begins. And continues.

And though it's been America’s most popular
school piano for the past 40 years, we still strive to
make it the preferred piano for the next 40 as well.

At Baldwin, all of our efforts go into creating
pianos without equal. Pianos for Sue’s students. For
Timothy and Gayle’s children. For john's grand-
children. And the graduating class of 2010 at Dallas
and Robstown High.

M Baldwin
Without equal.
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TERRY BLOOM

DAVID
MURRAY

By PETER WATROUS

S IT A BIRD?
IS T A TRANE?
_NOITS SUPERSAX

avid Murray sits in a bar watch-

ing the Yankees axe the

Angels. Clark is pitching to

Winfield, who has aiready hit
for six RBIs and two homers. Clark
throws the ball so far below the strike
zone he looks like he's bowling. Ball
four; Winfield walks. “What bullshit,”
snorts David Murray. “Instead of just
giving him an intentional walk, they pull
a charade.”

David Murray shows little tolerance
for pretense. Not tall, but definitely im-
posing because of the size of his chest
and shoulders, Murray exudes power.
Arriving at Sweet Basil's, he barely
pauses to gladhand or politic with the
resident critics, hangers-on, fans and
assorted jazz rabble as he moves pur-
posefully through the audience. His
glare wilts the groupies, a glare that
vanishes when he talks to friends. Mur-
ray can be charming, leavening an
acerbic sense of humor with a quick-
witted, probing intelligence, but coy-
ness isn't part of his personality. And
it's not part of his music either.

Rocking back and forth on the
bandstand at Basil's, Murray closes his
eyes, his horn rising slowly toward the
heavens. He opens with slap-tongued,
creamy notes, but as his solo begins to
take shape he glides into his upper regi-
ster, all the while playing off contrasting
rhythms. Finally he rips into the upper
reaches of the horn, or plummets into
the lower, shearing away the narrative
line of his solo entirely, and making
sounds that would make Adolph Sax
shit in his pants. Yet each flight is really
a construct of tempered feeling; while
other musicians coast on mannerisms
or elliptical irony, Murray forcefully
shreds the barriers between player and
listener. You could spend hours analyz-
ing his solos for intellectual balance,
logic, harmonic intrigue and technique,
and you could also miss the point. Mur-
ray's music is there to be felt, to be
assimilated into the dank, scary murk
of the emotions

Murray, thirty, is the finest saxophon-

Murray looks for heaven in the upper register.

ist of his generation. He's also consid-
ered a leader of the avant-garde, an
association that, Murray notes drily, “is
like somebody saying you're a mur-
derer.” From his fierce improvising with
the stately World Saxophone Quartet
and James “Blood"” Ulmer's hard-funk
harmolodic groups to the turbulent ar-
rangements and compositions for his
big band, Octet, and Quartet, Murray
has seamlessly integrated the bulk of
jazz tradition with the self-conscious ex-
perimentalism of the 60s avant-garde.
But Murray's appeal also stems in part
from his ability to suggest the euphoria
generated by transcendental booty
musics from funk to gospel: He can call
on the gods to cleanse and relieve the
burdens of his flock.

“After you get to a certain point in
your solo,” Murray explains, "you feel
suspended in air. Some people may get
it when they're doing other things. When
a fighter is really into his stuff, or when
Reggie Jackson hits three home runs
in a row; he was there. You get a definite
hook-up with your creator, for a hot min-
ute or a few seconds, and that's worth
the whole process. Beam me up Scotty,
beam me up.”

Murray knows a thing or two about
transcendence. Born in Oakland. he

was introduced to music early because
the Murray family was the church band.
His father played guitar, two brothers
played drums and horn, and his
mother—who, according to David, dis-
played enormous power as an in-
strumentalist—played piano and led
the ensemble. He was given his first
musical instrument, an alto saxophone,
at the age of nine. "l could play it as
soon as | picked it up,” he remembers.
“| wasn't that good or anything, but |
could play songs right away; that first
night | played it in church. Nobody said
it sounded horrible, so | figured |
sounded alright.

“Being in church has had a great ef-
fect on me,” Murray reveals. “| had so
much religion when | was a kid that |
know right from wrong at every moment;
| know how to make decisions. And hav-
ing things kept from me made me want
them more. When my parents said, "You
can't watch Hullabaloo on TV,' I'd sneak
over to my friend's house. ‘Don't play
that music in the house,’ they'd say, and
I'd go in the back and do it, and do it
again. | was a very precocious kid any-
way, so it was my nature to seek things
out. And | sought out music.”

No kidding. Murray wrote his first big
band arrangement—for nine saxo-
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phones—while in the fourth grade. By
the time he enrolled in California’s
Claremont College in 1973, he'd also
absorbed R&B honkers Jr. Walker and
Maceo Parker, co-written and arranged
apop song, “Love Machine,” which had
been thefted and sold to the Miracles,
and switched from alto saxophone to
tenor, one day after hearing Sonny Rol-
lins perform solo.

"l didn't have any problems making
a switch,” says Murray of his transition
from R&B to jazz. “It's like growing up:
When you're young you eat Cheerios,
when you grow up you eat steaks.” At
Claremont, Murray joined forces with
some of the more formidable young

players of his generation—Arthur
Blythe, James Newton, Butch Morris.
Writer Stanley Crouch, who was teach-
ing and leading a big band at Clare-
mont, remembers their first meeting. “In
March of '73, on his eighteenth birthday.
| was rehearsing my band at the time,
which included Arthur, Mark Dresser,
Frank Lowe and maybe James Newton.
When David took out his saxophone
and started to warm up | thought, ‘Hmm,
this guy has something going.” The
sound was remarkable. Arthur used to
say to him, ‘Damn, you sound like an
old man,” because of the quality he had
on the tenor.”

In 1975, Murray moved to New York,
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ostensibly to write a paper on the evolu-
tion of the tenor sax from 1958. But he
got sucked into the burgeoning loft
scene instead, and soon was working
with Crouch and Mark Dresser in a trio,
playing his own compositions along
with tunes by Butch Morris, Crouch and
others. “Reading the magazines,” says
Crouch, “you’d think something big was
going on, like Wynton Marsalis. But it
was a small scene, revolving around
Studio Infinity (which Crouch and Mur-
ray ran), Studio Rivbea (run by Sam Riv-
ers), and then Joe Lee Wilson's Ladies
Fort. David’'s attentiveness to the
timbres of the drums and bass, and the
fact that Mark Dresser and | would play
together all day long and figure out dif-
ferent ways to match colors made it
work; we could do this and swing, too.”
In 1978, Murray spent three months
married to poet and playwright Ntozake
Shange, who brought him to the atten-
tion of the Public Theater, where he put
on a now legendary big band perfor-
mance. Though Murray is an extraordi-
nary soloist in an age of few powerful
new soloists, his most tangible contribu-
tions to jazz include his writing, with its
emphasis on melody, swing and excite-
ment, and his collaboration with con-
ductor Butch Morris, a collaboration
which could profoundly affect the way
large ensembles work. Their system
(which Morris learned in a rudimentary
form from drummer Charles Moffet in
California) works roughly like this: Mur-
ray writes an arrangement which is then
adjusted somewhat by the comments
and interpretations of his band mem-
bers. Then comes the radical stuff. By
using the same core of musicians, Mor-
ris, who has developed an arsenal of
conducting gestures, may bring in
background riffs, call for sections to be
repeated or give a soloist more room
to play—essentially improvising with a
large ensemble. While free orchestras
often sound chaoctic, and big bands
using stock arrangements rely on preci-
sion and fiery soloists for excitement,
the Murray big band can rely not only
on soloists, but also on a conductor who
can vary the formal content of the music
as it suits each occasion, guaranteeing
a different, fresh piece every night.
“The way we use charts is completely
new,” Butch Morris observes. “There
hasn’t been a new development in con-
ducting in one hundred years either
here or in Europe, and we're taking the
conductor out of the role of setting time.
With Ed Blackwell or Billy Higgins, or
Smitty Smith [all of whom have played
with the big band or Murray's octet],
time is the /ast thing | worry about.”
Murray likes the system because he
can concentrate less on keeping order
and more on playing. "A lot of cats di-
rect their own music, and usually it
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doesn't work because you're moving
your hands around instead of putting
them on the notes. You're disoriented.
You can't do two things at once; I'm
surprised Duke Ellington didn't have
Billy Strayhorn conduct. They could've
accomplished a few things.”

Since the economics of the big band
made touring unfeasible, Murray put to-
gether an octet featuring the best of the
new young jazz musicians plus some
old masters: Henry Threadgill, Oiu
Dara, George Lewis, Anthony Davis,
Wilbur Morris and Steve McCall. The
octet's debut LP Ming (named after his
second and present wife; they have a
young son, David Mingus Murray), ap-
peared in 1980, followed by Home in
1981, and Murray’s Steps in 1982,
Along with the 1985 big band LP Live
At Sweet Basil's, this constitutes one of
the most important bodies of jazz re-

cordings in the 80s. The octet at once
shows off Murray's metamorphosis from
an instrumentalist to a conceptualist/
arranger and helps define the direction
of contemporary jazz, all while laying
down some ferocious music.

Which brings up a paradox. Here's
David Murray, the most important young
player on the scene in New York for ten
years; he's played with Cecil Taylor,
Blood Ulmer and the World Saxophone
Quartet; collaborated on countless
special projects, including the legend-
ary clarinet summit and string nonet
concerts at New York’s Public Theater;
he's worked with genre experimentalist
Kip Hanrahan, evolved the most impor-
tant large ensemble approach to form
since head arrangements, integrated
about all of jazz history into his playing
and composing, taught Dwight Gooden
how to throw a curve, and, just recently,

scored a coup by getting a commission
to write—using his big band and an or-
chestra—tributes to Paul Gonsalves,
Lester Young and Ben Webster. Yet
Murray's octet, much less his big band,
can't find steady work.

“The octet scares people,” Murray
muses. “It's the numbers. Last year |
came back eight grand in the hole after a
tour. My adventurism got me fucked up.

“And the big band suffers from lack
of gigs. We never did twelve nights at
Sweet Basil's, we've never done a week
in a club. Give me a hundred nights on
the road, or fifty nights, and I'll put my
band up against anybody's, | don't care
whose it is. That's how you learn.

“l thought | was ready to really get
over,” he admits drily. “But you know
how the record business is, they always
pick one star and they go with that until

continued on page 111
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ANDRE CYMONE

Back to
the Groove

‘mapretty versatile,
nprenylalented kind

ofamusician, inthat |
can basically do whatever
kind of music | want. | coutd
be a jazz musician if | really
wanted to. I'm pretty versatile
asfar as the different instru-
ments | can play. [ can create
different sorts of moods, so
| picked and chose what |
wanted to do, what direction
| wanted to head in.”

With all that self-pro-
claimed ability and versatility
going for him, it's pretty ironic
that the first “direction”
Andre Cymone chose led
straightinto a dead end. His
first two solo albums, Livin’
In The New Wave and Survi-
vin’ In The '80s, can be de-
scribed by a variety of adjec-
tives: “experimental,” “pro-
gressive,” “strange.” Ac-
countants at CBS Records
though, probably prefer
terms like “flop,” "bomb" or
“brick.”

Cymone has taken the
hint. His current single, “The
Dance Electric,” reunites
him with childhood pal and

musical partner Prince for a
relatively basic exercise in
relentless danceability. The
self-titled new album, he
says, is more of the same, a
“really down-to-earth groove.”
Still, Cymone professes
not to have been disap-
pointed with the sales of his
more experimental first two
albums. “I was really happy
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with what | was doing and
probably will continue to do
it at some later point. But, |
mean, | think that (ex-
perimentation) was part of
trying to get away from what
Iwasinto...coming out of the
Prince thing. | wanted to get
away from that and disas-
sociate myself. | thought,
maybe if | get into something

allthe way onthe other side,
people won't compare me
and put us in the same thing.
I think | realized after my
second album that it didn't
matter what!idid. | was a part
of all that. People still as-
sociate it with me, no matter
what kind of outfit | put on.”

Prince’s looming shadow
IS something every member
of the "Minneapolis Mafia”
has had to contend with in
carving a solo niche, and
Cymone more than most.
Prince practically grew up in
Cymone’s house, when the
two weren't hosting orgies
downinthat infamous base-
ment, they were listening to
music and making their own.

Cymone feels his careeris
following the pattern set by
Prince: poor-selling first al-
bums followed by more ac-
cessible later releases. He
says musicians in general
(including Prince) have no
trouble understanding
“where | was trying to come
from” with those first two
albums. “But the thing is,
musicians don't buy a whole
lot of albums. And once you
realize that, you come back
and make the album I'm
making with this one.”

— Leonard Pitts, Jr.

SCRITTI POLITT!

Signifyin’

and Theorizin’
his LP is an experi-
ment in toying with

dominant pop ideol-
ogy, dominant pop forms.”
So says Green Strohmeyer-
Gartside of Scritti Politti,
thereby dispelling all notions
thatthe band's new Cupid &
Psyche 85 LP is actually, as
on first blush it appears to
be, an innocuous collection
of pop-soul grooves about

cute girls. “It's self-con-
scious about its involvement

with pop music. It's self-re-
flective. It's invested with
some degree of irony.
Sprinkled throughout are
references to things political
and philosophical.”

This is where matters get
thorny. Because Green, who
once considered Scritti Politti
a vehicle for Marxist ideas,
now takes a more academic
view of pop music's political
content. Which means that
the references are couched
in the pop forms, not
launched by them. "I don't
think that pop music is a
vehicle for making state-
ments,” he explains. "It isn't

R S ErE A



avehicle for abody of ideas
| think that pop music is in-
nately interesting politically.
It is the business of making
pop music that interests me.

“Pop music is very power-
ful. It's politically significant
because of its mass popular-
ity. Since the development of
youth as a market category,
pop music has been central
toit. Aside fromthat, it's polit-
ically interesting because of
its relationship with language
and ideology. Languageis a
set of arbitrary signifiers that
depends on conscious, mu-
tually-agreed-upon conven-
tion. Pop music is not a set
of arbitrary signifiers, it does
not depend on a conscious
decision about the mutual
terms of its usage, and yet
we allrespondtoitinatan-
gible way.

“Language provides you
with certain ways of thinking.
It tends to homogenize
people. It's very normative,
and implicitly bound up in
capitalism. Music is contrary
tothat. The fact that musicis
sold by Warner Bros. is
anotherissue. Butitis essen-
tially revolutionary.”

That Green is obsessed
with post-structuralist ideas
about language and ideol-
ogy isn't so extraordinary
What is extraordinary is that
he gets these ideas over on
the dance floor. Last year he
cracked the club circuit with
two involuted but fey disco
hits, “Wood Beez (Pray Like
Aretha Frankiin)"/*Absolute”
and "Hypnotize”; the new
“Word Girl” and “Perfect
Way" have followed in their
dancesteps. But do the
masses get the point?

“The point of what I'm
doing,” he says, “is realized
by the people who buy my
records. They are the point.
And if it's a succession of
fifteen-year-old girls who
don’t have any interest in
French writers, | still don't
think they're missing it."

John Leland

GODLEY & CREME

The Eyes
Have It

e'renotinthe music
.business," proclaims
Lol Creme of Godley
& Creme. “We left it in 1976
and we haven't taken it seri-
ously since.”
That might come as a sur-
prise to the record company

that released the duo’s new
LP, The History Mix Volume
1. But Creme isn't kidding.
The duo, feeling they were
on a treadmill, departed the
successful British pop band
10cc nine years ago and
have subsequently dabbled
in music only when the mood
strikes. The History Mix is
one of those occasions; the
album commemorates their
quarter-century creative
partnership.

“We decided to celebrate
our twenty-five years to-
gether,” Creme explains, “by
taking all the music we've
ever done —demos, mas-
ters, whatever-—and putting
it in a musical blender, the

Fairlight. Then we got J.J.
[Jeczalik] of the Art of Noise
to reprogram the sounds to
a disco beat so we could
dance atour party.” The U.K.
version of The History Mix
extendstotwo LP sides and
includes bits of such Godley
& Creme “greatest hits” as
Hotlegs' “Neanderthal Man”
(1970), 10cc's “Rubber Bul-
lets” (1973), and their 1985
single “Cry.” In the U.S,, the

piece has been trimmed to
one side to make room for
other tracks.

“We haven't got a lotto say
about music, really, butwe'll
talk our asses off about
video,” Kevin Godley says.
And no wonder: While the
twosome has been neglect-
ing rock 'n’ roll, they've built
a reputation as perhaps the
most inventive makers of
music videos today. Among
their works are Herbie Han-
cock’s "Rockit,” the Police's
“Every Breath You Take,”
Frankie Goes To Hollywood's
“Two Tribes,” and Duran
Duran’s “A View To A Kill."

The amazing thing is that
no two of these striking vid-

~ Edited i bj}Scot-tElér

eos are alike. "We have a
nonstyle,” Godley notes. “We
rarely do a literal video or tell
a story. Instead, we try to
give each song an atmo-
sphere without destroying
any images you may have
already created for yourself

Asked who they'd like to
take on next, Godley volun-
teers Dylan and Springsteen
“Those old dudes need
help,” he observes.
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“I'm sure they dread doing
videos,” Creme adds, “be-
cause they know they're
gonna get butchered. If you
watched MTV day in, day
out, would you have confi-
dence in the people who
made those things? Of
course not!" He's especially
disdainful of Hollywood
movie directors’ efforts inthe
field. "What do we need all
those old farts with their
clichés for? Video is a won-
derful new medium. There
should be new minds, new
ideas in it."

Laughing, he continues,
“Actually, we're too old,
probably.”

— Jon Young
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KRONOS
QUARTET

Monk
with Strings

ou want eclectic? On
.theirrecemly com-

pleted recording for
the Nonesuch label, the
Kronos Quartet plays com-
positions varying in origin
from avant-garde recluse
Conlon Nancarrow to Jimi
Hendrix. A summer Grama-
vision double-album cele-
brated proto-minimalist Terry
Riley. But the San Francisco-
based string quartet’'s most
groundbreaking album this
year is atribute to Thelonious
Monk onthe Landmark label.
With the aid of jazz bassist
Ron Carter and arranger

Booting
the Freebooters

The term “pirate” may con-
jure up romantic images of
swashbucklers, but not
where the recording industry
is concerned. Several issues
in the news recently draw
attention to the easy iure of
copyright infringement.

The industry has long
harped on home taping as
an illegal drain of funds. On
June 27 Rep. Bruce Morrison
(D-Conn.) introduced a bill
into the House of Represen-
tatives that would require
audio tape and tape re-
corder importers and man-
ufacturerstobelicensed for
U.S. distribution. Manufac-
turers would also have to
pay royalties to music
copyright owners: twenty-
five percent of wholesale for
dual cassette recorders, ten
percent of wholesale for
otherrecorders, and a penny
aminute on blank tape. The
money would be held in the
U.S. Treasury before being
handed to copyright owners
who would “negotiate...a
voluntary proposal” for dis-
persing the largesse.

On the other hand, the
Audio Recording Rights Co-
alition, which represents
manufacturers and retailers,

Tom Darter, the Kronos—
ever the foe of classical
purism— sketches Monk's
eccentric genius with for-
malist bravura.

It's a bonafide crossover
coup, which couldn’'t make
the foursome happier. “After
making that record and
working on Monk, | think we
play a lot of our music slightly
differently,” violinist David

opposes the bill. They
counter that the record busi-
ness profits handsomely
from electronics-industry
advances like the Walkman
and Compact Discs; that the
royalty would mean higher
prices for consumers; and
that non-music tapers would
be unfairly punished. (The
bill exempts tapes and
machines “unsuitable for
music home taping.”)

The Home Audio Record-
ing Act was proposed a
week after France passed
legislation for royalties on
blank audio and video tape.
Six other countries, including
West Germany and Austria,
exact royalties on blank tape.

The dual (or double-well)
cassette deck, another
prime suspect, received its
comeuppance in London. In
June a High Court judge
ruled that the Amstrad com-
pany had “incited the pro-
curement of copyright in-
fringement” in marketing its
two-tape deck. Amstrad will
appeal. Flushed with suc-
cess, the British Phono-
graphic Industry is looking to
eliminate all such decks un-
less they are modified to
prevent, or at least discour-
age, dubbing from pre-
recorded tapes. Aiwa volun-
tarily withdrew one such

Harrington says. “You could
say that Bartok influenced
our performance of Monk,
but | think that Monk has
influenced our performance
of Bartok, as well”

In its present incarnation
since 1978, the Kronos is
currently in full swing, hand-
ling a harried schedule of
concerts and record proj-
ects. In addition to a library

deck, which copiedtapesin
quadruple-time, from the
British market.

But dual-cassette decks are
kids’ stuff when it comes to
serious tape duping. in 1983
police raids in Singapore
netted almost a quarter-mil-
lion pirate cassette tapes.
The International Federation
of Phonogram and Video-
gram Producers (IFPI), who
organized the raids, esti-
mates at least 200 times that
amount of pirate tape ema-
nates yearly from Singapore.
Most are exported to third
world countries in “units” of
180,000 cassettes each. Ear-
lier this year, raids in west
Africa yielded over a million
pirate tapes.

Singapore may be the
most blatant example of the
tape-pirating “industry,” but
it’s hardly alone. The IFPI
estimates losses to the rec-
ord companies of over one
billion dotlars annually due
to unauthorized tape dupli-
cation. Last year, though,
recording artists contributed
less thanone percent of the
four million dollars spent to
fight the menace. To raise
consciousness ontheissue,
George Benson is donating
a percentage of his interna-
tional royalties to the IFPI's

of works some 3.000
strong—from composers as
diverse as John Cage, Philip
Glass and Frank Zappa
they are constantly recruiting
new composers into the ex-
panding repertoire. Har-
rington met Jon Hassel for
example, “and decided he
had to write a string quartet

Essentially, the Kronos is
out to make the music world
safe for contemporary string
quartets. “We'renot trying to
be teachers,” Harrington
says, “just ear-openers.”
Does this cutting-edge fixa-
tion extend toward revising
the classics of the past?

“You mean like playing the
late Beethoven quartets with
a wah-wah? We're seriously
considering that.”

Is nothing sacred?

“Oh, | think everything is
sacred. That's why we want
to make sure it's kept
lively.” — Josef Woodard

antipiracy fund.

Benson affirmed his com-
mitment at a New York press
conference July 10, condi-
tional upon ten other major
acts joining him. At the con-
ference, representatives
pledged the support of
Frankie Valli, Manhattan
Transfer, Chaka Khan,
Michael Sembello, and Eric
Mercury and Thelonious
Monk I1l. Whether these all
count as major artists is yet
to be determined.

As if the recording industry
weren't already paranoid, on
June 28 the Supreme Court
ruled that record bootleg-
ging is not a felony. An ap-
peals court had ruled that,
besides a copyright-infringe-
ment misdemeanor, bootleg-
ging could also fall under the
Stolen Property Act. The Su-
preme Court narrowly de-
cided that copyright infringe-
ment “does not easily equate
with theft, conversion, or
fraud.” (Bootlegs, as op-
posed to pirated recordings,
contain commercially unre-
leased performances.)
Members of Congress sub-
sequently expressed interest
inrevising the 1982 Piracy &
Counterfeiting Act to bring
bootleg penalties more in
line with piracy and counter-
feiting measures.
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rom my Nashville hotel window | can see
the bright lights of the Barbara Mandrell
One Hour Photo shop, the George Jones
Car Collector’s Hall of Fame, Mel Tillis’
Country Store, and the Elvis-A-Rama. It's midnight in
Music City; Neil Young is due in around 7 a.m. I'd like to
sleep but I'm hypnotized by the giant, illuminated face
of George Jones, the Old Possum, shining in on me bright-
er than all the other icons. When musicians set out for
Nashvllle they may dream of being Hank Willlams, but
once they get here they all want to be Colonel Sanders.

When Young arrives | ask how he deals with Nashville’s
bizarro side. “I don’t get involved with things that don’t
make me comfortable,” he replies.

Young’s latest album, Old Ways, is partly a celebration
of traditional folk and country values. But as with most
Neil Young projects, there are unexpected tensions just
beneath the surface. The “old ways” the title song refers

to are drugs and drink, not C&W music. “Old ways,” the TH E R EA L
lyric declares, “can be a ball and chain.”

NEIL YOU

“I’'m learning more about Nashville all the time,” Young
says over dinner the next evening. “It’s a haven, but you STAN DS U PG
can get caught here. Some people live here and this is
their life; this is all they can do. It's great to record here
and use all the best-musiclans, but - like with anything —
you can’t do that over and over again. If you do it ali the
time you get to sounding the same as all the other records
the same people play on. You have to watch that.”

Neil Young has “gone country” but he hasn’t gone - ,
crazy. Rehearsing the latest version of his band, the Inter- /
national Harvesters, Young moves from fiddled-up C&W / “/ -
readings of standards like “Comes A Time” into impas-

sioned guitar rave-ups that would warm the cockles of
a Crazy Horse fan. Young can still rock out llke an

BY BILL FLANAGAN_
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epileptic in a wind tunnel, and if a lot of his new material is
labeled country, well, that says as much about the changes
in country as about the changes in Neil Young.

“Country music is not as traditional as it was before,” Young
observes. “Parts of Harvest would be considered country
today.” Good news, right? Wrong. "I think a lot of the pop
cross-over has really screwed up country,” Young declares.
“Country’s suffered from this watering down, this vanilla-ing
that's happened from the ‘L.A. country sound’ and all that
crap. That's not the kind of country | like.”

Young doesn't mince words. Nashville finds him ready to
set the record straight about his lawsuit with his label, Geffen
Records (Geffen sued Young for giving them uncommercial
and “uncharacteristic” albums) and his much publicized but
until now unexplained support of the Reagan presidency.
Young also reflects on the drastic stylistic changes in his
recent albums. "In the last three or four years | was searching
for where | belonged,” he explains after rehearsal one night.
“Really searching. Because I've been around a long time
and things have really changed. That's what you saw at Live
Aid: a lot of searching faces, a lot of groups that were huge
at one time and didn't even know if they'd fit in now. It was
a forum for all those people who wondered if they fit with
what's happening today.”

ive Aid also emphasized how much better the
years have treated Young than most of his con-
temporaries. In 1986 it will be twenty years since the singer/
guitarist debuted on the first Buffalo Springfield album, yet
Young's never ridden nostalgia or stopped surprising his
audience.
Recalling his version of one of the old Crosby, Stills, Nash
& Young feuds he concluded, “Stephen might recall it a little
differently, but not much | don’t think. Graham and David
might recall it totally differently. It's hard to say how many of
the brain cells are still happening.” Young smiled awkwardly,
as if regretting the joke. Then he shrugged and said, “I'm
sure | won't be the only one saying that.”
Young's honesty shouldn't be startling. Honesty, more than
any other quality, has kept his music vital.

MUSICIAN: Some listeners have been confused by the drastic
changes of direction on your recent albums. Reactor was
heavy guitar rock, Trans computer music, Everybody's Rock-
in' rockabilly, and Old Ways is country. In the 70s your
changes seemed natural, and their effects afterthoughts. In
the 80s there’s been a sense of you forcing change.

YOUNG: | think that on my last four albums the change has
been kind of like a moth banging on a light bulb, this fast
flitting from one thing to another. Not more change, but more
extreme change. There wasn't much relief—the change was
obvious, then bang!—over here, bang!—over there. Well,
that's not so much somebody trying to change consciously
as it is somebody who doesn't know where to go. If you don't
know where to go and you're aggressive, you go a lot of
places to see what's happening. You try things and you get
lost in different trips. Rather than a conscious effort to do
different things every time, maybe it's just a sign that | was
lost and | was searching for new directions, wondering about

my own relevance and the continuance of my work; all ot
the things that one would think about when they've been
doing something as long as | have. Where do | fit? That's
where a lot of this country thing comes from. How can | do
everything | love to do and still keep going? Now, | feel like
it doesn’'t matter, | just want to do everything | feel like. If |
want to do two kinds of music, three kinds of music, or a
whole blend of different kinds of music all at once, then that's
fine. | talked myself into only doing certain things at a time,
solcanjust as easy talk myself out of it. I'm just very extreme.
MUSICIAN: Yet just before you started these experiments
you'd had success with Comes A Time and Rust Never
Sleeps. After Rust your stock seemed real high: The Village
Voice named you rock artist of the decade and it seemed
like the last resisters were converted. It was a strange time
to start having self-doubts.

YOUNG: Well, you know, last time | started doing that was
after | had Harvest. After | have a big peak it seems like |
don't want to be there anymore. It's like “Get out of there.
Don't do that again.” It's too dangerous. It's like looking the
Devil in the eye. Sure, | can just do this over and over for a
while and that would be an easy way out. Financially, I'd
have everything | wanted because the idea, business-wise,
is to go with a winner. But even more than money and every-
thing, | just hate being labeled. | hate to be stuck in one
thing. | just don't want to be anything for very long. | don't
know why. | just want to keep moving, keep running, play
my guitar. | didn't want to play electric guitar last year. |
hardly played it. Didn't do “Powderfinger” in the set. When
| started with the Harvesters it was extremely traditional.
MUSICIAN: You started writing and recording the Old Ways
material during the Trans solo tour. So even then you had it
in your head that you were not going to be sticking with the
Trans stuff, that you were going to be moving on to this?
YOUNG: Well, no, | had it in my head that | was really into
the Trans thing. But nothing lasts forever. We started Old
Ways right after Trans and before Everybody’s Rockin! We
recorded "Real Cowboys" and eight other songs in Nashville.
And then | decided, "Hey | want to put some old rock 'n’ roll
in there ‘cause that's old ways. | want to show some roots.
| want to get back.” We did a couple of songs like that and
we just got carried away. We did a whole album like that.
Then | figured, well, this is not the kind of thing that | want
to do all the time, and this seems to be a unified thing here
so let's just do it. That was Everybody’s Rockin'. After that,
| got back into Old Ways again and | said “This is what |
want to do.” | handed in the record and they sued me. They
said, "We don't know what you're doing. We're scared! You
did a Trans and then you did Everybody’s Rockin' and now
you want to do a country album. We want Neil Young!” That
was confusing to me because I'd always thought that | was
Neil Young. But it turns out that when | do certain things, I'm
not Neil Young. Well, to get sued for being non-commercial
after twenty years of making records, | thought was better
than a Grammy.

MUSICIAN: We talked about doing a piece in Musician called
“The Trial of Neil Young,” just a totally fictional piece, with the
defense submitting Tonight's The Night and Reactor.
YOUNG: You should have done it! Enough people wrote
things along that line but nobody took it out the window. The
articles that we got made our case so strong. | said, public
knowledge here. You're dealing with a reputation so you have
to find out what the reputation is. If you're suing me for not
being what I'm reputed to be then we have to check with
the people. So everybody helped me by writing the stories.
I believe that those stories and the public reaction changed
the record company’'s mind and let me go ahead and do
what | wanted. But they still are worried about my career.
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They think | should have a huge pop record. They think if |
really applied myself to doing one that | could. David (Geffen)
is genuinely worried about me. He wants to see me succeed
just as much as he wants himself to succeed. So he's not
coming from a bad place, but they did it in a way that |
couldn't compromise myself on. They pushed me into a
corner and that was a bad idea. So we had a lawsuit and
all this shit. It was finally resolved that | could do what |

“Rock 'n’ roll is like a drug.
1 don’t take very much.”

wanted to do, with the promise from me that somewhere
down the road | will connect up with a real great producer
and make a Neil Young album. | think that they don't under-
stand that Old Ways really is a Neil Young album. Just be-
cause it's got steel and fiddle on it. | think Harvest, Comes
A Time and Old Ways fit like a glove together. My original
concept in doing O/d Ways was to make it another of those.
Different but still the same feeling. I'm not trying to change
the world. I'm just doing what | do. And the idea of doing a
rock 'n’ roll record somewhere down the line is interesting.
If I'm lucky enough to work with somebody like Mutt Lange,
| have all the songs written. It's a different kind of material
and | keep writing it. | just don’t feel like doing it. | don't like
the arena. So I'm just holding onto the songs. When 1 feet
like moving into that arena again, I'll have those things and
I'll record them and then I'll decide what I'm going to do with
them. So I'll be helping myself and helping the record com-
pany. But it's all stipulated on the fact that | can still go to
Nashville and | can still record wherever | want, whatever
kind of music | want, when | want. | can continue to make
country music with the Harvesters.

MUSICIAN: Funny it should get Geffen so upset. Old Ways
doesn't sound very out-of-character to me.

YOUNG: It doesn't to me either. But it does to them. Because
they've never had a country record before. Their whole thing

is geared towards pop, so from a business standpoint, they
can't do the best job for me in country.Warner Bros./Country
here in Nashville came to the rescue of the Geffen company
in promoting and presenting this record to the market in the
United States. Because Geffen felt they had their hands tied
trying to present this record to pop stations. It's just not
compatible with their playlists. So in that way | must be more
country than rock 'n' roll already. Rock 'n’ roll stations won't
play it because it's too country. Now if country stations won't
play it because | used to play rock 'n’ roll, I'm going to have
to start my own chain of radio stations. But | won't stop
rockin'. If | feel like rockin’, I'm going to do it. I've got a band
that can play both and feel good about it. There doesn't have
to be a line. There are a lot of people walking around who
like both kinds of music, but only good music. The only thing
separating them is the radio station. You have to go one
place to get one and another place to get the other. But it
doesn’t have to be like that.

MUSICIAN: What was the radio reaction to “Payola Blues,”
did you get any flack from that?

YOUNG: Yeah, | guess there was a little flack, it was kind of
an embarrassment to some people. But it was all in good
fun. That's the way it is anyway, everybody knows that. It's
all about money, the whole thing. Anybody who thinks it isn’t
is kidding themselves and everybody else. Because what
goes on in parking lots is nobody's business but those people
who are there, and believe me they're out there. This is still
America. | know what payola is and there are different kinds
of payola; there is payola where the artist puts his money
into it, and there is payola where the record company puts
their money into it.

MUSICIAN: Well they've got it pretty well laundered down.
The record company can give an independent promo man
a whole ton of money and look the other way.

YOUNG: Right. “That's how much it costs.” That's the way it
works. Everybody knows that. It's no secret, and it's part of
the mechanism of things. That's how Mr. Big stays Mr. Big.
That's why the little guy with the little independent label has
got to have something great to break through to where the
people will say, “I want to hear that record! | don't care
whether they paid you.” They call up the radio station and
say, “Play that thing or I'm going to listen to somebody else.”
That's the kind of music you need to make to break through
that. Then after they do a couple of those and everybody
loves them, they have one come out that's not quite as good
as the first two. So then they grease their way in because
they've got power. The radio stations will pay to get the tapes

”"To get sued for being non-
commercial after twenty years,
Ithought was better than a Grammy.”

early. So it's just supply and demand, cause and effect and
all that shit workin' at once. The American Way, by golly.
MUSICIAN: Speaking of the American way, | think Hawks And
Doves came out on the day Reagan was elected, and side
two was a sort of suite sung from a working-class, probably
Southern perspective. To what degree is that voice your own,
and to what degree is it a character?

YOUNG: | walk a fine line, because there is a character in
there but he reflects a lot of the ways that | have felt. It's not
really like me but it is. | can hide behind it. | can say things
through somebody else that | couldn't say myself.
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MUSICIAN: One verse goes, “In history we painted pictures
grimiThe devil knows we might feel that way again/The big
wind blows and so the tall grass bends/But for you, don't
push too hard my friend.” | think that perfectly captures a
certain American attitude. But at the same time, I'd be sur-
prised if that were your attitude.

YOUNG: Well, | felt that way when | was thinking about the
hostages in tran. "Just push us one more fuckin’ step.” | wish
Carter had.... I'm glad that nobody got killed. That's number
one. | just wish that we didn't have to sit there and take it in
the ass for so long. | was on the edge there.

MUSICIAN: Did you support Reagan?

YOUNG: Against Mondale? Yeah. And definitely against Car-
ter. 1 don't even have a vote. I'm a Canadian. | can come
down here and say anything | want, | guess, as long as |
pay my taxes.

But | do believe that Reagan’s a good president and that
he's a good man and | think he's a good leader. | don't agree
with everything that he does. | don't agree with everything
that anybody does. But | think he's trying to wake America
up to the fact that we don’t have unlimited money. We cannot
just go on getting further and further in debt. And he thinks
that the military’s gone down.

We're spending all this money we don't really have on all
these programs. The way | see what he's doing, I'm behind
it. I'm not behind the way it's happening everywhere, but |
know that something has to be done and he's taken respon-
sibility for trying something. Which no one else did.
MUSICIAN: /n the days of “Ohio” and CSNY, people as-
sociated you with a leftist philosophy. Were people off the
mark in assigning those beliefs to you fifteen years ago?
YOUNG: No, I'd do the same thing today. Things that | was
against then are the same things I'‘m against now. | don't
see Reagan as Nixon. | think they're two different men. Really
different! People compare those two just because they're
Republican leaders and | don't think there is any comparison.
I never would have voted for Nixon, who is our most popular

”Musically, Charles Manson had
something great.... He wanted me to
introduce him to Mo Ostin.”

-
President worldwide. Everybody can't believe we did what
we did to Nixon.
MUSICIAN: The Russians were pretty shocked.
YOUNG: Right! Well we have a conscience that they don't
have. Time will tell whether we were right or wrong about it.
MUSICIAN: You showed a great deal of sympathy for Nixon
in “Campaigner,” at a time when everybody was kicking him.
YOUNG: Oh yeah that's the human side. No matter how bad
his ideals were or how bad he fucked up the trust of the
country, he still is a human being.
MUSICIAN: Do you feel like a citizen of the United States?
YOUNG: Yeah. I'm proud to be living in the United States. I'm
proud of what this country is doing. Not every little nuance,
everything isn't right, but | am behind it. I've been all over
the world and | feel at home here. | like to move all around
the whole continent. That's my place. | don't like to be polit-
ical. I'm just one person, | don't want to put my political views
on everybody. It carries more weight than it should. | don't
know Ronald Reagan, but | have this feeling about him that
is a personal thing. It'll be taken to be so much bigger than
it should be if it's written, because people glom onto it and

make it huge, and it's not a big thing. | already mentioned
it to one reporter. He asked the wrong kind of questions and
| was in a bad mood. He just attacked Reagan in this matter-
of-fact way. And | went on a tirade at the guy for about five
minutes. It pisses me off to have anybody always attacking,
always putting down the leaders. My brother does the same
thing. He doesn’'t have one good thing to say about one
government leader anywhere. I'm tired of that shit. To me
that's just trendy discussion. There must be some good in
some of these people somewhere. They represent us in the
world. We voted for them. We made them what they are. We
did it. Just because a guy may be senator or governor doesn't
necessarily mean that he's an insensitive asshole. | just can't
say | hate Reagan. I'm proud of the way he's handled himself.
| don't agree with everything he’s done, but I'm proud of him

"1 believe Reagan’s agood president,
a good man and a good leader. He’s
trying to wake America up....”

L
as a leader of our country. George Bush ain't gonna be my
favorite. | hope the Democrats can come up with somebody
good, because Kemp is not gonna be easy to beat either.
Between Bush and Kemp, they've got the TV image and the
whole fuckin’ thing.
MUSICIAN: “Revolution Blues” was a great portrait of the dis-
tance between being a rock star, a supposed counterculture
leader, and being a revolutionary with dreams of “dune bug-
gies coming down the mountains.” What inspired that?
YOUNG: Living in L.A. Knowing Manson.
MUSICIAN: How did you know Manson?
YOUNG: | met him through Dennis Wilson. He wanted to make
records. He wanted me to introduce him to Mo Ostin at
Reprise. He had this kind of music that nobody else was
doing. He would sit down with a guitar and start playing and
making up stuff, different every time, it just kept on comin’
out, comin’ out, comin’ out. Then he would stop and you
would never hear that one again.

Musically, I thought he was very unique. | thought he really
had something crazy, something great. He was like a living
poet. It was always coming out. He had a lot of girls around
at the time and | thought, “Well this guy has got a lot of
girlfriends.” He was very intense. | met him two or three times.
MUSICIAN: This is a weird kind of speculation but I've got to
ask: Do you think if the guy had gotten an outlet he would
have been a worthwhile artist?

YOUNG: | think he was a worthwhile artist anyway. | don't
know why he did what he did. But | think he was very frus-
trated in not being able to get it—and he blamed somebody.
It had to do with Terry Melcher, who was a producer of
records at that time. He wanted very much to make a record.
And he really was unique.

MUSICIAN: And thank goodness.

YOUNG: But | don't know what happened. | don't know what
they got into. | remember there was a lot of energy whenever
he was around. And he was different. You can tell he’s differ-
ent. All you have to do is look at him. Once you've seen him
you never forget him, I'll tell you that. Something about him
that's...I can't forget it. | don't know what you would call it,
but | wouldn't want to call it anything in an interview. | would
just like to forget about it.

MUSICIAN: “Thrasher” described the point where old friends
become dead weight and have to be left behind. | figured
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it was about Crosoy, Stils and Nash

YOUNG: Yeah. Parts of it were Just dead weight. Well, at that
point | felt like it was kind of dead weight for me. Not for
them. For me. | could gu sutnewhere ana they couldin't yo
there. | wasn't going to pull them along, they were doing fine
without me. It might have corne oft a litlie moie harsh than
I meant it, but once | write it | can't say. ‘Oh I''n going to
hurt someboay's feelings.” Poelically and oi teeling it inade
good sense to me and it cane right out. 1 think I'd be doing
it a disservice to change it pased on what 1 think 4 reaction
would be. | try not to do that.

MUSICIAN: /s there anything you wanied (o wrile about arid
haven't been able tc?

YOUNG: No. Wriling is deceplive because you're always writ-
ing about things that you dori't warnit arybody to knuw about
And you hide then in your woids. So you yel o say it but
nobody gets to nail you for it. And that's (ne streani that goes
through my music. Just littie glimmei s of scinething here and
there that might give you some kind of a feeling So | get
those things oul that way. That's one of the yieat things about
music. It's got a lot of depth lo it and maybe that's whal
video is taking a little bite out of. I'm not against video--i'm
really video-oriented; but | just den't like the way il's being
used in a lot of ways. | haven't really indulged myself in inuch
video, I've only done a couple of themri When | have an idea
to do something, I'll du it, but it might not be on a oig hit. It
might be on a song that's not going to gel any arplay so
what the hell does anybody want to give me woney 10 do a
video for? Maybe there could be a whole new way of fiiaking
videos that's not necessaiily designed tu scli arecord Maybe
it doesn't have to be like a commercial. Where do you draw
the line? You've got guys makiriy Pepsi coniiercials, lhen
the same guy Ques across and does the video with iha saine
guy who is in the Pepsi comimeiciall Wial's e difference?
What are you selling? Soinebody cormes up with a gieal
song, you're listening away and then you're watching 1V and
you hear the same fuckin® sony in a cornmeictal! You say,
“Oh those assholes, man, they sold me down tive river There
| was believing this song and novs they say it's not really
what | was dreaming it was. It's sonie fuckin’ product!” i say
if you're going to give a suny o a cor.neiciai, thei: don't
giveittothe people. That's abusive Becvause if you're maklig
the kind of music | like, you're getling iignt Intu people’s suul,
and the biggest insult you could cver give them is to get
right inside their souls and move (hcie and ther have thein
discover when they're watching TV thaw what Iney weie thirk-
ing about in the song is notiealiy it, thatt's really this prodguct
It bothers me. | don't want to burst any bubbles. I'd rather
leave it open for people's irnaginations, to dreain alony
MUSICIAN: A fot of your sonigs hint at reiscarnation "Cortcz”
suddenly jumps nto the past and iinto the first persoi whei
you sing, "l know she's living lhere, ana she luvas me (G this
day.” The same sense of past lives comes up i “Like Ari
Inca,” in many of your sorigs. Do ycu believe iri reincarnation?
YOUNG: Sometimes when I'm writing a song | can el ihare's
other things in me that are not me. Thal's why | nesilate to
edit my songs. If it's something | have (o think about and
contrive, work al, it's usually rot that yood. My best work
just comes through rne. A lot of tirmes what comes tivough
to me is coming from somewnete else. That's why | believe
in reincarnation. Not in the cunventivnal way. | think we're
ali vehicles for each other. You hide your subconscious bui
your subconscious 1s picking up things fiom arounu tie vther
side of the planet, maybe sornething that happened to you
in another lifetirne, or maybe surnething happening to scie-
one else right now, and you're tuned into it for scme reason.
Your conscious mind sdays ' That's a bunch of bullshil, now
we're in this restaurant, and you wani a driink, of are you
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goiny o sit there and stare out the window?” 8o you have
this one siae of your mind keepinig down the other communi-
cation, the thing that's really tuned iti to what's going oii. But
it you open up that back part of your mind and find yuutself
in the right sel of circuinstances, you imight be able to come
out with sormething that didii't come trom you.
MUSICIAN: Do you have sungs thal aie (oo personal to sing
o an auaience?
YOUNG: Well, suine songs are just Ico hard to do live. Like,
Will Tu Love,” | don't know how | could ever do it. | just
would feel 1oo upen, too wide operi You dori't sing all that
stutf on 1V,
MUSICIAN: “Will To Luve” is an dniazing suny You descrive
a fish stiugyling upstreain Randy Ncewman's praised your
nature witing. You've wirillen from the persgective of the fuiry
crealures in “Thrasher,” enuvugh Dirds (o fill an aviary. Can
you really nnmerse yourself su completely in the crealive
process that you feel ycur tins swimming upslream?
YOUNG: Yeah | can. "Will To Luve” was writlen in one night,
in one sitling, in front of the fireplace. | was all alone in my
nouse and | was 1ecally high on a burich of things. This was
a lony unie ago | really don't abuse myselt like | used to. |
doi't think 1I'd still be here if | did. But | was really out there
and | wrote tive whole thing and put it togethier. None of the
verses are e<actly the same iength. They're all a littie difterent.
I made it thivugh it once on the tape. And then | went to
record with Crosby, Stills & Nash in Florida after that. | took
this casselie alciig and said, "Listen to this song | wrote.” |
played it ior David and he icved it. He said, “Wow, that's
greal just the way it is " We tned Lo iearn it but we couid
never gel it as a bana song. | couldn't sing it. | couldn’t sing
past the second verse without forgelting what | was doing,
iosing It totally and yeiiing all pissed off because it didn't
sound ngnt. | couidin't gel through it

I nevel have sung it exeept tor that one time. That's what
I used fui the record. A Sy cassetle inachine which | trans-
fercd to 24-track and ther | playead it back through iny Mag-
natone stereo reverb amp. | brought two tracks of the cas-
setle up on a vouple of faders with the stereo vibiato in it,
then | mixed thent in with the onginal casselte for that sound
ol tne hishi. 1 overdubbced all the instruments on it and mixed
itin the saine night. Up in & place called Indigu Ranch. it
Wwas uit a full moon. What a 1ught thal was, rian, uiibelicvable.
| ordered all the instrumenits from Studio histiument Rentals,
the drumns, the bass, the amps, the vibes, ali the percussion
stutf. We had thern set it up itke a iive dale | made the
transter of the casselle onto the t6-track and then i starled
overdubbiig all the parts. They thought it was going to be
a live session! They were ali sel up and 1eady to go. | just
wdlkea from one 10 another and did them ali, mostly ali in
the first take. And then mixed it at the end of the night. It
ook us about eight hours 1o finish the whole thing and rnake
it sound like 1t does now. | think 1t might be one of the best
iecords I've ever maae. | think as a piece of music, and
sound and lyric and spint it’s probably one of the best. And
that's why it's imponant for me as an artist to be able to
record a song when i went to | will never stand for anybody
trying to take thal ught away tiomn me.
MUSICIAN: Another biy subject of yuurs is extinction. Of di-
nosauis, Allantis, the Indiaris, and the post-nuclear world.
YOUNG: Tu ime it's just like when a toiest gets burned, and
it grows up again That's gxuiiclion to wne. Teanng down
things to Lulld new things. Ycu build a beautiful thing; it can
LC ihe greatest thing and i's your drearn tc build it, but as
sOUl as it's dune, il's golia go. You've got to tear it down
because there's not enough room to build another new thing
anyimere. And if you stay with that first thing, you'li stop living.
When you say, "This is ii—this 15 what | want,” that's when
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you start dying. You don't want anymore. Better to move
away and do another thing somewhere else, leave that first
one for somebody else to appreciate. That's why possessions
are so confusing. | really reinforce myself with possessions
I have lots of possessions, yet some part of me would be
just as happy with no possessions. Maybe that's what I'm
saying: Tear the whole thing down, let me start over, let me
be a baby again.

MUSICIAN: Does “Old Ways"” mean that it might in some cases
be better to rust than to burn out? Better to go slow?
YOUNG: | think in some cases it is, if you're not talkin’ about
rock 'n’ roll. If you're talking about rock 'n’ roll, it's better to
burn out.

MUSICIAN: Yeah?

YOUNG: Yeah

MUSICIAN: Even if you're "gonna quit this grass, give up all
this drinking"?

YOUNG: Rock 'n’ roll is like a drug. | don’t take very much
rock 'n’ roll, but when | do rock 'n’ roll, | fuckin' do it. But |
don't want to do it all the time 'cause it'll kill me. The way |
do it, | don't want to fuck around with it. It's just like a drug.
When you're singing and playing rock 'n’ roll, you're on the
leading edge of yourself. You're tryin' to vibrate, tryin’ to
make something happen. It's like there’s somethin’ alive and
exposed. And it's in there in country, but it's not the same
way. It's inside in country; there's a souiful feeling that comes
from knowing that you're with your friends and people work
for a living and everybody has families and they love each
other and when things go wrong you feel it. That’s the differ-
ence. To really feel rock 'n’ roll the way | feel it you have to
burn as brightly as you can until you turn it off altogether
Then turn it on again some other time. If | tried to do every
tour goin’ full-out rock 'n’ roll, and every album full-out rock
n’ roll, 1 would die. | would burn out. So it’s just a little bit at

a time. So | can still be doing it when I'm fifty-five or sixty.
Like Willie Nelson

MUSICIAN: The one big thing that rock 'n’ roll did not get from
country and the blues was a sense of consequences. In
country and blues if you raised hell on Saturday night, you
were gonna feel real bad on Sunday morning when you
dragged yourself to church. Or when you didn't drag yourself
to church

YOUNG: That's right. Rock 'n’ roll is reckiess abandon. Rock
n' roll is the cause of country and blues. Country and the
blues came first, but somehow rock 'n’ roll's place in the
chain of events is dispersed.

MUSICIAN: Because country and the blues is the whole arc
and rock 'n’ roll is just.

YOUNG: Just the "UP.”

MUSICIAN: Just the “UP,” without the consequences.
YOUNG: So if you taper off rock 'n’ roll, and not go full-out,
then you're not goin' as far up as you should

How Young Strung
‘| have to go along with a Steinway piano,” Neil says, “though | use
a Bosendorfer when | can get it. We used one on the record. | like
my old Wurlitzer upright piano; it's got a good honky-tonk sound.

“I'm playing a Fender Broadcaster, my Gretsch Horseshoe, and
a 1952 Gibson Les Paul with a Firebird pickup on the treble end.
For acoustic I've got a D-45 and a J-200. Lately I've been writing
on Hank Williams' old D-28. | bought it but | don't have it on the
road with me

“l used a Tweedy Fender Deluxe amp for a fong time. | recently
changed to a new Mesa/Boogie top which I'm just learning how to
use. It seems like | can get a lot of the same sounds | got out of the
Deluxe, but without the extreme treble raspiness

Neil plays Marine Band harmonicas, not Blues Harps.
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The

Career Killer?
Rock 'n’ Roll Reaper?
Black Hole of Pop?

The Seoond_ Album Jinx
Can Be Musical Death.

By Gina Arnold

Sophomore

Slump

merican lives have no second

acts, says one hoary cliché. You

may take offense at that, but

clichés get to be hoary by being
true. A popular pop music clichéis that
an artist has a whole lifetime to prepare
the material for his first album, and is
then thrown into a promotional machine
that leaves him no time at all to
compose a follow-up. Look at Boston,
Jesse Winchester, the Tom Robinson
Band. Look at the Sex Pistols.

In the late 60s the Left Banke
debuted with an album that featured
great tunes like “Pretty Ballerina" and
"Walk Away Renee.” Their second
album saw them heading down the
river. In the liner notes to Rhino
Records' new History of the Left Banke,
guitarist George Cameron tells a
common story: "We fell behind after the
first album, we were on the road so
much. When we had to finish the
second album the whole thing was
rushed. Mercury even gave us a
schlock producer.”

Hey, look at the Knack.

When a record company finds the
rare artist who shows great improve-
ment from album one to album two, they

can sing hosanna because they’ve got
a Dylan or a Springsteen or a John
Fogerty oraVan Morrison—areal lifer.

Some artists try to avoid the curse by
deliberately taking a left turn with their
second LPs. Rickie Lee Jones followed
her platinum debut with Pirates, a
collection of wonderful songs with
structures so unusual no one would
expect radio to play them. Rickie Lee,
in effect, refused to play the game.
Other artists, like Dire Straits and the
Pretenders, come roaring out of the
second album slump with third albums
that knock everyone's socks off.

But however one comes out of it, that
slump hits with the sickening force of
the first big dip on the Coney Island
roller coaster. The worst thing is, it hits
justwhen the band is starting to feel a
little used to success. f agroup's gone
from being hot locally to getting signed
to making a first record that did pretty
well, they might just start to relax. And
that's when the roof falls in.

Those in the depths of the Soph-
omore Dip display many attributes pop
psychologists ascribe to the terminally
ill. According to Elisabeth Kabler-Ross
those attributes come in five stages:

[llustration by Steven Max Singer




I. Confusion and Denial. |f you were really dying, you'd
probably say to yourself, “No, | Am Not, | Refuse.” If you
were a band and you found out you had a serious problem
going down on tape during the recording of your second
album, you'd say pretty much the same thing and release
the damn record anyway.

Il. Anger: If you accepted the fact that you were dying,
you'd be angry at the unfairness of it all. If you realized you'd
released a rotten second album, you'd feel the same way.

Ill. Bargaining. If you were dying, you'd try and find a way
out of it by making a deal with God. If you were busy making
a confusing second album and came to your senses in the
middle of the process, you might try sacrificing some ideals
or ego to get back on the track.

V. Guilt. If you were about to pass on up to the great
beyond, you'd feel pretty guilty about some of the things
you'd done in your lifetime. f you made a disappointing
second record, you might feel pretty guilty toward your fans;
you might, if you were contrite enough, even feel guilty toward
the poor record company who financed the whole mess.

V. Enlightenment and Acceptance. You get used to the
idea of death. You can also get used to recording.

Confusion and Denial

“I can’t even imagine stepping out of the studio and not liking what
1 did that day.” — Vicki Peterson, Bangles

onfusion is the stage where a band or artist is com-

pletely unenlightened as to how their record will be

perceived by the public. Either because of lack of

perspective or simply a wrong turn taken somewhere,
the tendency is for a band to think that it's just as likely for
confusion to lead to enlightenment as it is to lead to disaster.
Guess again, suckers. Steve Wynn, on the Dream Syndi-
cate's second album Medicine Show: “What bothered me
about all the bad reviews was when people misread my
intentions. They thought Medicine Show was either this big
label seli-out or some bombastic statement. That hurt a lot.
We were just trying to make a great record.”

Medicine Show is a textbook case of Sophomore Slump.
Dream Syndicate's first LP Days Of Wine And Roses was
recorded for $4,000 in three days, and received rave reviews.
Wynn became something of a trendsetter in L.A., where
psychedelic introspection was just beginning to make an
underground comeback. A lot of bands gave him credit for
inspiration on the liner notes of their indie debuts, and Wynn
himself was awarded with one of those rare “We Luv Ya,
Babe” contracts from A&M Records with which to make a
second album. Medicine Show, Wynn's A&M debut, cost
$100,000, and it’s hard to decide which was more disappoint-
ing, the album’s sales or its reviews.

Wynn states the problem thusly: “If you do really well one
way or the other on your first LP, then you have to move to
another level. | almost wish someone had said, ‘Okay, here's
$10,000 for each record you make until the day you die.’
That kind of challenge would have made great records. But
instead they give you a different kind of challenge. They say,
‘Okay, that was good—now here's this new amount of money.
Use it well."”

Wynn's been getting a bad rap around L.A. these days.
The few people who don't hang out with him and further
obscure his artistic vision call him cocky. Actually his persona
is just a weird combination of shrewdness and sincerity. “You
see, it's so much easier at the start,” Wynn says warily. “You've
shown some potential, and your fans love you for that poten-
tial. You can be rough and ragged and people will say, ‘Im-
agine how great he'd be if he got it all together.” Then when
you do get it together, it's not at all how they imagined it,
and they're disappointed.”
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Wynn denies feeling any pressure in the studio from the
record company to come up with a hit. In the six months that
Medicine Show took to record, he says A&M onty approached
the band once, and that time very positively. Wynn denies
more than that: “It's always weird when a band makes a
record that gets great reviews and then goes and makes
one that sounds nothing like the first one,” he says stubbornly.
“We did that and we paid for it. I'm still entirely happy with
Medicine Show, but it could have been recorded a lot quicker.
If you have all the time and all the money in the world, you
don't always know what to do with it, so you spend a lot of
time crawling up your own ass second-guessing yourself.”

A&M is still behind Wynn and the Syndicate, even though
the band has undergone yet another personnel change since
Medicine Show, with guitarist Karl Precoda being replaced
by Paul Cutler. Recently Wynn recorded an eight-song LP
with Dan Stuart of Green on Red under the banner Danny &
Dusty called The Lost Weekend. The LP was recorded in
twenty-four hours in an 8-track studio behind a Vons super-
market, and Wynn says that the low-key recording situation
has done a lot to help him relax: “Danny and Dusty was
important to me because | played some of my favorite songs
with some of my favorite people in a recording situation ! felt
totally comfortable with.

‘It can happen that way. But nowadays bands spend
months and months writing songs and months and months

Steve Wynn figures his second LP got a bum rap.

cutting demos for the label executives to hear, and months
searching for a producer, and by that time you're so paranoid.
You're going, ‘I've got to write a song the label will like, the
producer will like, and oh, the band's got to like it, and gee,
I hope that the critics will like it, and radio is this whole other
problem, and hey, what about that video?

“You can give yourself a nervous breakdown, when most
people just want you to come in with an acoustic guitar and
go, 'This is a great song. I'm not asking you, I'm telling you.’

HOWARD ROSENBERG
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If you say, ‘Well, this is our kind of music but we'll change it
if there is something you might like to hear more,’ then you're
fucked. After the first concession, you're fucked.”

Anger

“We always used to tell people we were happy about No Time Like
Now, but it was completely empty rhetoric. I see stuff we said in
magazines about it. but we didn’t believe it, and what's more, |
don’t think anyone believed us.” — Steve Barton, Translator

nger is what happens when an artist realizes what

confusion has wrought upon his album. Translator's

second LP No Time Like Now was a sharp contrast

to their debut Heartbeats And Triggers. Where
Heartbeats was full of sharp, witty fresh-sounding rock, No
Time was a gentler album with a wimpy, AOR feel to it that
negated much of its strong songwriting. Unlike more discreet
bands, Translator were willing, a few months back, to bleed
about the experience of making it.

"On No Time there was an attempt to make us some form
of commercial,” said drummer Dave Scheff. “Our producer
[David Kahne] had this idea of what that was, and we really
weren't strong enough about saying what we wanted.”

"We weren't roped into using Kahne," adds singer Steve
Barton. “It just kind of came with the package, because we
thought the first record [which he also produced] sounded
pretty good. We thought we'd be able to work on the things
that we thought were problematic on it.”

“Like, | had some problems with the drum sounds,” says
Scheff. “We talked about it, and it seemed like it was going
to happen the way | wanted. Then the rug was pulled out
from under me and | was left going, ‘| guess I'm just supposed
to let them do this.’ | definitely wimped out. | could have said
no, | guess, but | didn't; they were talking about how this
was going to be a radio smash, so | figured this was how it
had to be.”

“We had this problem on our last tour,” says Barton.
“People kept coming up to us and saying, ‘Wow, you sound
so different from your records.’ In fact, No Time was a real
misrepresentation of our sound. We convinced ourselves we
wanted to sound like that, but by the end of the tour, we'd
been playing very quietly and all these little parts, and finally
we just went, 'Wait a minute! This is so uncomfortable!™

Translator recently released a third LP, self-titled, which
they are much happier about. The main difference is in the
production, by Ed Stasium [Swimming Pool Qs, Ramones].
Stasium punched up the drums the way Scheff likes them,
and made the guitars louder and more electric. The move-
ment to make Translator's sound "rock of the 80s” has been
halted in its tracks.

“It took us a full year and a half to get over the idea that
we'd been touring around being something we weren't,” says
Barton. “It all solidified after we met Ed.”

Bob Darlington, guitarist and songwriter for the band, sums
up the whole experience. “There's this real tendency to ‘let
the record company take over,” he says. “It just doesn't work
that way. We had that experience, and it was a lesson to us.
That's why we're making a record now that we're all real
excited about, because we've been at the other end of the
sphere. We made a record we now have trouble listening
to, and we don't ever want to go through that again.”

Grief is also what bands get when they put out their second
album, regardless of how they feel about the record them-
selves. Rank & File's second LP Long Gone Dead had a
potential hit single in “Sounds Of The Rain,” but the album
itself was a critical question mark and a commercial flop.
Rank & File's problems were organizational, not psycholog-
ical. The Kinman brothers [Chip and Tony], who make up
the core of the group, had no set band during recording,

and relied on several session musicians over a period of
some months. They weren't touring, and now complain the
album doesn't capture their live power.

The Kinmans defend Long Gone Dead, however. They
blame its failure to hit on a series of bad breaks—being
booked into “all the wrong clubs on all the wrong nights,”
for instance, according to Chip Kinman. In addition, they
were sued by their manager, their van was repossessed, a
European tour fell through, and a legal mishap delayed their
video till long after the single had died on the radio. By the
time the legalities were worked out, “Sound Of The Rain”
had flopped and MTV wouldn't pick up the clip. Rank & File
rallied, and are spending the summer in the studio with their
new band and the rest of all God's creatures in Los Angeles.
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Translator paid the price for the wrong producer.

But they consider last year the lowpoint in their careers.

“The second album was supposed to be so crucial,” says
Chip Kinman. “And nowadays people keep saying to me,
*Your third LP is so important.’ You mean the others weren't?
They're all important, and they're all scary; there's no differ-
ence between your second one and any other.”

Bargaining

“At first it was hard to think about having someone else come in
play on our records. I mean, you think to yourself, ‘But we're a
band.’ But you have to be honest with yourself. You know your
own limitations, and we had a sound in our heads that we wanted
to put down. You have to do whatever it takes, and at this point,
we’re not good enough to do it by ourselves. Qur egos can take the
fact that we need our producer on keyboards, we need a session
guitarist.” — Dan Zanes, Del Fuegos

argaining is basically facing up .to reality. After being
confused, after being angry, a band must learn to
make the concessions that will help them most.
Bargaining is not necessarily a negation of integrity.

When the Del Fuegos first came to Los Angeles late last
spring to make their first record for Slash, they arrived in a
serious state of intimidation. For one thing, their van had
crashed in Ohio, demolishing all of their equipment. For
another, "We were such a garage band when we came to
L.A., we didn't even know we were one,” says lead singer/
songwriter/rhythm guitarist Dan Zanes. “We found out fast
when we tried to make a record and realized we had no idea
how to go about it.”

The Del Fuegos' first choice for producer was scared off
by the band's utter rawness. Luckily, Slash found a replace-
ment in Mitch Froom, who had just finished producing the
Cafe Flesh soundtrack for the label. Froom's background
producing Eddie Money and Rick Springfield "didn't sound
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too happening to us," according to Zanes, but the band tried
him out anyway and the combination clicked.

Froom's influence on the Fuegos went way beyond produc-
tion. The first thing he had the band do when he first heard
them in April was practice. For two and a half months he
kept the Fuegos working on musicianship, before he'd even
let them go near a studio. After releasing the extraordinarily
promising Longest Day LP, the Fuegos fast became one of
the most exalted bands to emerge from the underground
since labelmates X and Violent Femmes. Reviews were uni-
versally good, shows were always packed and the gigs were
often visited by celebrities like Tom Petty, David Lee Roth,
Elvis Costello, and even Bruce Springsteen, who slipped
backstage one night with Nils Lofgren and learned the chord
changes to “Backseat Nothing” and "Mary Don't Change."
Typical of the Del Fuegos’ scatterbrained attitude, the same
night he leapt on stage to jam with them was the night they
didn't have a tape recorder running.

The Fuegos' response to this quick ascension?

“Our reviews have been far more complimentary than we
deserve,” shrugs Zanes. "The Longest Day was just way
ahead of where we were when we came out to make it. That's
the best thing you can say about a record: it came out much
better than you were even prepared to make. Then you know
you owe people serious thanks.”

The second LP, tentatively titled Don't Run Wild, was far
less difficult to make, according to Zanes. “It's taken us an

Rank & File’s Kinmans: stranded, dispossessed & sued.

LP's worth of time just to get to the point of being good
enough rock musicians to be able to play how we want,” he
ways. “I'm just a generally clumsy guitar player and Warren's
got great ideas, but he's only just on his way to becoming
a great player.”

The Del Fuegos' humbling solution for their second album
was unprecedented in L.A., where the denizens of Bob's
Frolic Room on Hollywood Boulevard slip in and out of each
other's recordings. Instead of asking one of their numerous
friends and label-mates to play on their album, the Fuegos
hired Jim Ralston, a session musician who plays with Tina
Turner's band, to fill in the guitar parts they feit unable to
handle on their own.

“Jim’s been great, he's taught us so much,” Zanes says
cheerfully. "You know, we used to think we were going to
prove to people that you could make great music on cheap
guitars. Now | realize that maybe you will, but only if you're
the world's greatest musician. Otherwise your guitar is going
to go out of tune and cause people to have a painful musical
experience. | have a whole box of tapes of us at home that
just make me cringe.”

“You know," he adds, “after we made the last album, we
just thought it was so slick, the slickest thing ever put down
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on vinyl. Now we listen to it and we go, ‘Oh, my god...that
was not slick. This album, however, is slick.”

Slick isn't the lifetime goal of all bands, but it is for the
ones who mean to make it into the mainstream. The Bangles,
who are recording their second LP in the same studio as the
Fuegos with the same producer, David Kahne, that Translator
now despises, are living in concession city right now. “Our
last LP [All Over The Place] did okay,” shrugs Vicki Peterson.
“But | really want to hear us on KHJ (L.A.'s top forty station).
That's been my dream for so long.”

The Bangles have no illusions about where their chiming
60s pop sound fits in right now on the radio. “It would be
impossible for us to try and sound like Madonna,” says Peter-
son. “But with this LP we want to get a more punchy, fuller
drum sound—the kind you hear on the radio, only without
using a drum machine. On the fast album, we had the vocals
and the guitars right up front, because we wanted to em-
phasize our strengths. On this album, we're thinking more
rhythmically, for a more 80s-type sound.

“We want to sound good alongside Madonna and Cyndi
Lauper, without sounding like Madonna or Cyndi Lauper,”
she concludes. “You know, | really want my friends and the
critics and people like that to like this album. But | want
twelve-year-old girls to like it too.”

Guilt

othing brings on guilt like feeling you've let down your

fans. "It's like you've got a bunch of parents out there,”

says Steve Wynn. “It's like when you were six years

old and did a finger painting, and your parents go,
‘He'll be the next Picasso. If this is what he's doing at six,
what'll he be doing at eleven? At twenty?' And when you're
twenty, you're doing something a little better than the finger
painting, but essentially the same thing, and everyone is all
disappointed in you.”

Robin Lane & the Chartbusters' 1980 debut was a critical
smash and sold well around their Boston base. The LP crept
into Billboard's top hundred, though it was not the chartbuster
Warner Bros. anticipated. Lane and her band spent an
exhausting year crisscrossing the U.S. on a dilapidated tour
bus, and then rushed into the studio in December to write
and record a follow-up. The resulting album, /mitation Life,
was dark and brooding—and Robin Lane was soon dropped
from the label.

“I don't want to talk disparagingly about Warner Bros.,"
Lane says. “lt's not the record company'’s fault at all. | really
think it had to do with me. | gave out all the wrong messages.
They figured we were new wave or punk because I'd say |
liked the Sex Pistols and Television—but we weren't that way
at all. We were half pop and half old Stones. On our first tour
we were sent out with the Undertones and the crowds hated
us. Imagine this: My first time in L.A., my first time playing
for the record company, we were opening for the Undertones
and the audience was pulling us off the stage, throwing water
and lemons at me. | felt totally humiliated and there's Warner
Bros. watching the whole thing. They were nice enough to
give us a second chance anyway, and we blew it. If | had
been more together about my own image and what we were,
| think things would have worked out.

"When we went into the studio to make our second record
nobody ever told me—my manager never told me—the rec-
ord company was thinking of not picking up our option.
Warner Bros. never talked to me about what they thought. If
my manager had told me my career was in danger | might
have picked some of my more commercial songs. | was
interested in doing non-commercial songs then, doing things
that were less pop. That was just my frame of mind at the
time. If I'd known it was a do-or-die situation | would have

RON DELANEY
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picked different songs. There were no potential hits at all on
that album.

“We were supposed to use Richard Gottherer as producer
but Warner Bros. talked us out of it. Right after that he did
the Go-Go’s and became really hot.

"We had our chance, we had critical acclaim. If we'd just
been more smart about our career. | can't give up; | have
too many strong songs. It's just that everything needs to be
right at the same time. You have to have management, good
songs, a great band, a record contract. They want a whole
package deal. You can't just have the music; you need the
rest, the image as well as the beat.”

Enlightenment and Acceptance

hink of making an album as giving birth to a child.

Then think of how hard it would be for a parent to give

that child to someone else to raise. It might be their

creation, but someone else would impose their values
and morals onto the kid's personality.

That's what hiring a producer can be like.

It's easier for bands to ease the pain of this realization by
pretending that their producer is an engineer—someone who
merely tapes the music. For one thing, the very idea of “pro-
duction values" seems oxymoronic in L.A. where the Toto
sound always lurks round the corner. “l can't figure out,” says
the Blasters' Dave Alvin, “why everyone hates so-called
American Music to sound produced. British bands like U2
are wildly produced and no one ever acts like they sold out.”

Unfortunately, in the studio, inexperience is bad business.
"Once you get in a studio,” says Alvin, “the music starts
sounding a whole lot different from the clubs and halls you've
been used to playing in. The songs don't change, but the
representation of them does. You get into that antiseptic
environment and you start making noises that sound like
crap. You can get fooled. We certainly have.”

Hiring a producer, then, is usually necessary—and heart-
wrenching. "Who will love my baby?” thinks every band with
any soul. It's awfully easy to make a regrettable error. David
Kahne was a big mistake for Translator, but other bands
found him perfectly acceptable.

"} liked David as a producer, and | liked him as a person,”
says Chip Kinman, for whom Kahne produced Sundown,
Rank & File's first LP. “A producer has to be able to listen to
the takes and say, '‘Okay, enough is enough.' He gives a
fresh outlook on songs you've been living with for a year. If
aband doesn'thave any ideas, or can't play their instruments,
then a producer ought to bring in someone to make it a
competitive record. Bands shouldn't fight that.”

Rank & File held “producer tryouts” for their third album
after sending out an 8-track demo tape to interested parties.

“We talked to some guys who had all these bogus theories
about where Rank & File fit into the scheme of things,” Kinman
says scornfully. “Some guys did. this wholesale slag off of
British bands, and talked a lot about American Music. That's
not what we wanted to hear at all. We just went, 'Sorry, no
thanks, bad attitude.’

“The ones who said, ‘This tape rocks, | think your idea and
my idea of rocking out is the same,’ were the ones we wanted
to talk to.”

The Del Fuegos decided they could deal with Mitch Froom
when it turned out that he had a big thing for Booker T & the
MGs, the Zanes' favorite band. Translator’'s Scheff claims
that one of Ed Stasium'’s greatest strengths is that “Ed goes
home and throws the same records on the turntable that we
do.”

But a producer isn’t a roommate, and there are other im-
portant factors to consider. “On our first LP," says Chip Kin-
man, “We weren't really good enough musicians to do what
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we wanted. But Tony and | have always been kind of smart
about music. We really like hearing other people’s ideas. We
can sort through them—tell if they're off base.”

Dream Syndicate's Wynn likes to hear ideas, too, but his
last producer Sandy Pearlman’s profusion of ideas, in con-
junction with A&M'’s generous grant of unlimited studio time,
was an almost fatal combination.

“Sandy cannot make a fast record,” Wynn confides. “For
him, six months was a short record. He's a former critic, he's
into spending weeks trying out some tiny idea that will either
work or won't. He's a nice guy and all, but it's funny—I used
to be the one telling people, '‘Just go in there and do it. Don't
think about it.” Now I'm going to take my own advice.”

Producers are crucial to everyone’s second recording ex-
perience, more so than during their first, when, as Translator
points out, they are just getting the set down on tape, engi-
neering-fashion. "Some bands should always just be
pluggedinandtold, ‘Play,”” Vicki Petersen says. “Some really
need arranging. Our songs are kind of complicated in a
stupid sort of way.”

Peterson says the Bangles don't mind Kahne's sugges-
tions, because "He's difficult and talented, but so are we.”
Rank & File stress the difficulties they plan on creating for a
producer in the studio: “If we don't like an idea, we throw it
out,” says Tony Kinman. “Like Kahne always used to insist
that we enunciate, we'd do a bunch of takes so you could
understand what we were saying. Now we really aren't going
to waste our time on that—there's not too many bands | like
whose lyrics you can understand, anyway.”

For a band like the Del Fuegos, who have yet to learn the
intricacies of "being difficult,” a producer's impositions had
better be merited. "When we first came to L.A., recording
intimidated the hell out of us,” confides Zanes. “It still does,

Del Fuegos swallowed pride and brought in session men.

really, but we trust Mitch completely. | don't know why we've
been so lucky [in our choice of producer]. We don't deserve
it any more than any other hardworking band does.”

According to Kibler-Ross, acceptance means “Throwing
out what is trivial and turning to what is most important in
your life.” When the Cars finished recording their second
albumin 1979 Ric Ocasek was asked if he felt a lot of pressure
about following his group's smash debut. “Nah,” he
shrugged. “It's just another album, and there'll be other ones
after this.” It would be a lie to suggest that everyone recovers
from the Second Album Slump, but artists sure do come out
wiser for the turbulence. At the least, the experience helps
them find their natural level, figure out where they belong.
Artists who've been through the Slump come to understand
that a musical career isn't a glamorous lottery, with all results
in the lap of the gods. A musical career is a whole life, in
which every decision has repercussions and you live with
the choices you make.

FRAN JAKIN
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How can
Talking Heads

be three
places at once...

hris Frantz and Tina Weymouth won't do

interviews together—and they're married, fer
crissakes. So imagine what it’s like to corral all
four Talking Heads when the band doesn't have
tobeinone place. Notthat groups have to live,
eat and sleep togetherin Monkees-like harmony.
But the brittleness some people detect in Talking
Heads' music has been knownto show up intheir
inter-personal relationships.

The tensions and passions of the component
members of Talking Heads could fuel a mini-
series. In any creative partnership, a certain
amount of friction is inevitable. Talking Heads’
unique situation practically invites trouble:
Weymouth had no prior bass experience before
joining drummer Frantz and guitarist David Byrne
to create the band. They played as a trio for a
couple of years before adding Jerry Harrison on
guitar and keyboards. As singer and main
songwriter, Byrne naturally attracts the most
attention. There have been semi-public spats
about song credits. The group doubled in size in
1980 to play African-influenced grooves, and was
still in expanded form on their last tour, which
ended a year and a half ago.

Since thenthey've reunited only to record Little
Creatures, Talking Heads' eighth album, earlier
this year, and to make some accompanying
videos. Mission accomplished, they've scattered
to concentrate on the usual plethora of solo
projects. Fasten your seat belt, extinguish all
smoking materials and make sure your seatis in
the upright position. We're taxiing down the
runway In Search of Talking Heads.

By Scott Isler

“My solo activity has never
threatened the group, per se.
| don't think, anyway...."
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- In the summer of 1981, I was driving east on Route 24 near
Short Hills, New Jersey, a stretch of new road that several
years before had, at a stroke, transformed the leafy subur-
ban terrain of my childhood into a futuristic landscape—
that had, at a stroke, allowed for the rapid transit of many
lanes of cars between the city, which lay strung across the

b JameSKa lan horizon twenty miles distant, and the newly expanded,

y p transfigured and futurized, mall. I was driving along that

stretch of road, at a point where it rises to a maximum

elevation and then falls, giving a sudden vista of the gigan-

tic suburban/industrial plain spreading toward the city,
when I turned on the radio and my life was changed.

Now, that has an unfortunate sound to it, an evangelistic

sound—as if I had heard the word of God out there on

Route 24, as if, like those people who put bumper stickers

that say, 1 FOUND IT' on their cars, I had been looking for

something that was missing from my life, and suddenly here

JamEs KAPLAN'S stories have appeared in Esquire and elsewhere. Knopt will publish his first novel this year
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ILLUSTRATION < DAVID LEVINE

I asked Claiborne what she could tell
about corporate society from its clothes.

“When the women first went to work,
they had no sense of themselves,”
Claiborne said. “The clothes were all de-
signed to make them look like mini-men.
The designers took the man’s pinstripe
business suit and just changed it a bit so it
would fit a woman. White blouse, floppy
bow tie, sometimes even a four-in-hand
tie. It was as if all the men were in the
boardroom and all the women would be in
the boardroom, too—as if everybody
started at the top. But the women weren’t
tn the boardroom.

“You can still see that style in very high
powered New York law firms, or financial
firms. Where money is real money and
power is power, you'd better be in hose
and high heels—but even there you don't
have to be in a man’s suit.

“I think the clothes women wear to
work are getting more feminine, as women
become more secure in business. Also,
corporations themselves are getting
looser, more oriented to people—they’ve
heard so much about the Japanese. The
Japanese have quality circles and they ask
for all the workers’ opinions—at least,
that’s what you hear.

“I'walk to work. I get akick out of seeing
how women dress—women are busy,
they don’t want to bother as much with
clothes, and they need reassurance, they
have to be told it’s okay. I've had a woman
ask me, ‘Can I wear your shirt with an
Anne Klein pant?’

“Fashion can flow from the street up.
Paris is a great laboratory, because Euro-
pean women get a sense of their own indi-
viduality more quickly than Americans
do. California women have great con-
fidence in casual wear. We started in
sportswear, and we still produce a more
casual look.”

I asked Claiborne what was the most
surprising thing about American women
that could be learned from the clothes that
they bought.

“Well, you hear a lot about fitness. You
sell sports clothes and jogging clothes, and
the general feeling is that women are much
more fit than they used to be, but the
clothing sales tell us that 30 percent of
them are overweight.”

Unlike some of the older American ap-
parel firms, Liz Claiborne Inc. has few fac-
tories. Most of its production is contracted
out to independent manufacturers who
produce the finished clothes—and most of
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| ["WHATMADE IT HAPPEN?

says a member of the
Claiborne team.“ Women
went to work. Some of
them used to marryearly.
The difference in women
going to work is hillions of
dollars in clothes. Billions.”

their factories are in the Orient.

“We don’t do a design and then add the
cost of producing and selling. We do a
sample, and then we think—/ think—If |
was going to wear this to my job, how
much would I pay for it? Then we try to
keep the cost to that.

“l go to Hong Kong, Taiwan, Korea,”
said Claiborne. “We have contracts in Sri
Lanka and the Philippines.”

Isn’t this tough on American jobs?

“It is. When we started, we manufac-
tured here. We were a union shop. But you
can't match these developing countries.
Let’s face it, in the developing countries,
working in an apparel factory is a good job.
But no American mother wants to see her
daughter sitting in front of a sewing ma-
chine in a factory.”

What happens to American jobs, then?

“Well, we worry about that, just like we
worry about the legislation that would put
on tariffs or quotas to protect those jobs.
Americans can produce clothes at the high
end, the luxury end, but even Japan ex-
ports jobs to India and China. We just can't
be labor-intensive.”

Except, I suggested, on the design end.

“Well, that's right. When I started, de-
sign was a glamour trade for women.
Come in, sketch, long lunch, worry about
parties and whether you're going to them,
leave at 5:00. Now the designers fill their
heads with research, and they work twelve
hours aday. You have to be involved all the
way—the business is changing. We have
megaretailers, buying megabatches of
clothes. It’s not just Lord & Taylor, it’s
forty-five branches of Lord & Taylor, and
the product has to be there.”

Stock-market lore tells us that when
the hemlines rise, so does the market. In
the Depression the hemlines dropped to the
ankles—where to now?

“Hemlines are all over the place, both up
and down,” said Liz Claiborne. “All I can
tell you about the trend is that things are
moving faster and faster and faster.” G
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it was! On the car radio!

That wasn’t quite how it happened.

What I heard when I turned on the rock
'n’ roll station that afternoon was like noth-
ing I had heard before—totally unlike what
I guess I wanted and expected to hear: the
rock 'n’ roll of the past, with its friendly or
mock-menacing, infectious, always sex-
ual, anthemlike, we're-all-in-it-together
lull. What I heard instead was a man de-
claiming, like a radio preacher:

And you may find yourself
living in a sholgun shack

And you may find yourself
in another part of the world

And you may find yourself
behind the wheel of a large
automob:le

And you may find yourself
in a beautiful house,
with a beautiful wife

And you may ask yourself
Well.. . how did I get here?

But this wasn't a radio preacher. His voice
was set against a shimmering background of
bells, punctuated by a rock backbeat. Before
I knew what was happening, several voices
had joined in, singing in ecstatic chorus:

Letting the days go by
water flowing underground
Into the blue again
after the money's gone
Once in a lifetime. - « COPYRIGHT « 1880 BLEU DISQUE
MUSIC COMPANY, INC . ANDE G MUSICLTD
They had my attention—but what was |
listening to? Tle context was rock 'n’ roll,
yet this wasn't rock 'n’ roll. Not in any
familiar sense. The voices were not white
voices trying to sound black; the subject
was not love or the singer himself or rock
n’ rollitself; the melodic structure was not
yet another variant of the twelve-bar,
three-chord blues. The song sounded as
much like an American Indian rain dance or
a Buddhist chant as it sounded like rock.
And the subject—what was the subject?
Water? Time? Permanence and change?
Dislocation? Whatever it was, it wasn't the
usual stuff of rock lyrics. What I felt wasn’t
the usual, either. What I felt was a kind of
awe, almost like the transcendent feeling
that great art—say, Mozart's Forty-first—
engenders. Rock, which is rooted in sex,
rarely triggers the feeling. You might get a
frisson from the second side of Abbey Koad,
and a smidgen of it from “Third Stone from
the Sun.” Here, however, the material
seemed to be of a different order. Through
the use of connotative rather than denota-
tive language (the method of poetry), the
song seemed to connect me with my con-
text (the futuristic landscape) in an intensi-
fied way. What I was hearing seemed at once
removed and intimate, visionary, funny,
ecstatic, optimistic and pessimistic. It some-
how linked the abiding earth to the sense
that we live, nowadays, in a TV set whose
channel is constantly being changed.

In 1975, when Route 24 was being cut

through the green hills of suburban New
Jersey, when, in a way, this country was
poised at the top of the roller coaster be-
tween the last era and the current one,
there were all kinds of ways to ignore what
the new road really was—ways to see it as
a handsome and successful engineering
project, or, conversely, as an impolite in-
trusion on the woodsy-lane landscape. It
may have been both those things, yet even
more it was a case of time advancing, not
smoothly, but with a ratcheting jolt. Like-
wise it would have been easy to dismiss
the song I heard that afternoon in 1981 as
an oddity, or, complimentarily, as a nice rock
number with strange words and a catchy
beat. It was both those things, and neither.
Who was responsible?

THE TIME 1S TODAY. | AM IN THE BACK ROOM
of a small house in Dallas. The house, ona
hot-and dusty back street in a marginal
neighborhood, is a one-story beige-brick
structure that was gutted a few years ago
and turned into a hospice, a place for ter-
minally ill patients to live out their last days
in comfort. But even more recently it has
undergone another transformation. It is
now the production office for True Stories,
David Byrne's new movie, his first as a
director. (This is a more natural step for
Byrne than might be imagined. He has
produced and directed several Talking
Heads videos, and recently appeared in
and collaborated on the concert film Stop
Making Sense.) The interior of the house
is clean, white, and modern, thoroughly
and quietly air-conditioned. The ceilings
are high, the floors terra-cotta tile. Ceiling
fans turn slowly. The place resembles a
cutting-edge design studio—which is not
far off the mark. Polaroids and panoramas
of Texas locations, prefab metal buildings
and wide empty plains and blank blue skies
and long straight empty roads cover the
walls. Multiline phones ring constantly.
Tex-Mex accordion music plays in the
background. There is a water cooler, a
toaster oven, a big refrigerator full of sodas
and juices. In the back room of the house,
David Byrne is watching audition tapes,
trying to make a difficult casting decision.
In the room along with him are Karen Mur-
phy, his producer; Vickie Thomas, his
casting director; and myself. The choice is
between two actors, both of whom have
done good audition tapes, each of whom
has read the character differently. Byrne
sits at the desk, in the power position.
Jokes are made, and suggestions, but he is
the ultimate arbiter, and is watched anx-
iously, deferred to. I watch him. I have
spent many hours with him at this point,
but I have never gotten used to his face. In
an age when more and more we look alike,
he resembles no one else. This seems to
be true no matter what light or what mood
he’s in, and no matter what he’s wearing.
In fact, David Byrne must be the only
clean-cut white male in the world who can

look weird—absolutely, defiantly, defini-
tively weird—in a button-down shirt. He
has a smallish, squarish, delicately boned
head; very dark, almost black hair (sur-
prisingly, liberally streaked with gray);
and what would be standard Scotch-Irish-
dark-handsome features, except—except
that the gestalt is skewed just a few de-
grees to the other side of normal by his
most arresting feature, his eyes. These
are odd eyes, to say the least. Look on the
back cover of the latest Talking Heads al-
bum, Little Creatures, and you'll see: they
are extremely wide-set eyes, very round
and very dark (the pupils almost indis-
tinguishable from the irises), with the un-
settling quality of looking directly at you
and over your shoulder at once. They
are the eyes of a mesmerist or a dictator.
Byrne is aware of this fact, and uses it, to
great effect, both in performance and in
walking-around life. He never seems to
smile in performance, but even if, in an in-
formal situation, he breaks into an en-
gagingly crooked-toothed grin, a moment
later those eyes are staring again—at you
or over your shoulder or into space, or all
three at once, and it’s as if a curtain has
come down.

We have now viewed the audition tapes
of both actors several times, and matters
are at an impasse. Byrne is silent, his gaze
focused somewhere through the far wall.
Suddenly somebody notices a videocas-
sette, in the rack below the TV, marked
TALKING HEADS CBGB'S 1975, The tension is
momentarily broken. We ask Byrne if we
can put it on. Sure, he says. The tape rolls.
It's black-and-white. There's a freeze-
frame, for a half minute or so, of an empty,
tiny stage. Then suddenly the band is
there, in its 1975 incarnation—just three
of them—Byrne, Tina Weymouth on bass,
and Chns Frantz on drums. They are
wearing button-down shirts and grave ex-
pressions. They resemble a particularly
straight, particularly nervous high school
band trying out, not very hopefully,-in.a
talent contest on a public-access cable-TV
station. Byrne seems younger (his hair's
longer), but not markedly different. Any-
way, it's hard to tell because | can’t see his
eyes: they're either closed or cast down so
far as to seem closed. He seems paralyzed
with stage fright. “The name of this band is
Talking Heads, and the name of this song
is ‘Psycho Killer,"” he mumbles quickly
into the microphone, and the band starts
to play. This is the first song Byrne wrote
for Talking Heads, a character monologue,
a beautifully disturbing paranoiac’s lament,
with strange interjections in French. [ have
heard it performed recently—especially in
Stop Making Sense, where Byrne sings it
as a hypnotic solo, strumming an acoustic
guitar to the accompaniment of a rhythm
cassette while he croons the crazy words,
his unsettling eyes flashing. But I'm
unprepared for the ten-year-old version:
Byrne never opens his eyes. He stands stiffly

STYLING-ADELLE LUTZ
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and chants in a near monotone:

I can’t seem to face up to the facts

I'm tense and nervous and I can’t
relax...

Psycho killer, qu’est-ce que c’est?

Fafafafa...

The tape ends; the screen is blank. In
the TV glass I see the reflected image of
the 1985 Byrme, sitting impassively behind
the desk. He is wearing a pinstripe but-
ton-down shirt with the top button fas-
tened, and a straw Charlie Chan summer
fedora. We clear our throats. “Somehow I
get the impression, David,” Murphy says,
“that you have a much better time per-
forming nowadays than you did then.”

We laugh. Byrne is silent a moment. “You
neverknow, "he says quietly. “It’s all inside.”

Huh?

I’'m an or-di-na-ry guy.
—David Byrne,”Burning Down the House”

COPYRIGHT € 1975 BLEU DISQUE
COMPANY . INC.. AND E.G. MUSIC LTD.

He was always afraid of becoming
an ordinary person.
—Tina Weymouth, on David Byrne

TINA WEYMOUTH HAS, MORE THAN ONCE,
referred to David Byrne as a “loose ego.”
This has a clinical sound to it, but it is not
unhelpful. One thinks of Vonnegut’s Billy
Pilgrim, unstuck in time; and of Walker
Percy’s young, wandering heroes, de-
tached in spirit. I have at times wondered,
seriously and not necessarily uncompli-
mentarily, if Byrne is an alien, an inter-
planetary visitor in our midst: so odd are
his aspect, his affect. “Simple and general
human conditions [prevail] among the most
seemingly sophisticated.” Thus Saul Bel-
low, in Herzog. 1 digested this wisdom ear-
ly, wore it for a frontlet between my eyes.
It seemed a universal key, a comfort in the
most intimidating situation—until I met
Byrne. Something was up.

Something was new. At our first meet-
ing, at a Japanese restaurant in Manhattan
in early spring, I was pleased that he ar-
rived precisely on time, then I spent the
rest of the session trying to get my bear-
ings. He had said on the phone that he just
wanted to have a drink; he was going to eat
later. But then he kept ordering things,
odd, unrelated things: different appetiz-
ers, noodles, beer, sake, Scotch. It was as
if he were trying on clothes—or person-
alities. He took out a pack of Winstons, lit
one, and held it and smoked it as if a human
being were smoking a cigarette for the first
time. There was something strange, too,
about his carriage: he seemed simul-
taneously loose and stiff. When he leaned
over to get a closer look at something I was
writing, he bent from the waist, his neck
rigid, like a curious bird. The conversa-
tion, also, felt jerky, fractionated. There
were long silences. He laughed from time
to time, crooked-toothed, but it was as if
something were being wrenched from
him. Yet I did manage to find out some-
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thing interesting that night: he had been
born in Scotland. It seemed along the way
toward explaining something. In a way, he
really was alien Old World: courteous,
watchful, removed. He told me a story
about his parents visiting him and listening
to a tape of his new album. They sat before
the speakers, rigid, in identical clothing
and berets. He laughed. Odd story. Par-
ents as furniture! We shared a cab after-
ward. I felt as though the evening had been
fairly successful, but when I said good-
night, Byrne responded without looking at
me, without even turning his head. Seated
in the back of the cab, he appeared, sud-
denly, not so much seated as placed, as
though someone had picked him up and
put him there.

Our second meeting, at another Japa-
nese restaurant, went a little better. For
one thing, his girlfriend, Bonny Lutz, was
present, so Byrne was looser; he joked a
bit, smiled more. Yet still he seemed ex-
traordinarily closed—complex to a Henry
Jamesian degree. I had dutifully brought a
list of questions, and he dutifully answered
them, but it was hard work maintaining a
flow, getting him to elaborate on anything.
Then as tea came something happened. |
had been asking him in a desultory way
about other musicians and singers when all
at once his eyes flashed. “One of the worst
things about rock 'n’ roll is this whole cult
of personality,” he said, and I was sur-
prised—both by the passion and by the
statement.

Was he merely dismissing rivals? One
by one, out they went like light bulbs,
swamis of the dread personality cult: Jag-
ger, Joel, Prince, Sting, Michael, Huey....

Suddenly, however, something clicked.
To watch Byrne performis to see a distinct
absence of charisma-mongering, to wit-
ness a new form of stage personality. He
emits nearly unbearable emotional inten-
sity without seeming to expend any actual
emotion. He is a role, a mask; the actual
character of the human behind it is a moot
question. The Western tradition of the-
atrical performance has centered on the
projection (or simulation) of warmth, and
has sought as its object love, or desire, or
both. Byrne simply doesn’t do this. He gains
strength and confidence from a responsive
audience, but doesn'’t beg for its affection.
He doesn't flirt. He doesn't chat. This has
todo withhis shyness, andit has muchto do
with the subject matter of his songs. What
Byrne presents instead is without catego-
ry. Byrne's lyrics, in combination with the
band's music, are not poetry, yet they are to
American popular music of the past what
serious poetry is to light verse.

And you can dance to it.

How did he get here?

How did we all get here?

A YEAR OR SO AGO | WENT SHOPPING AT

Tower Records in downtown Manhattan.

It was a weekday night, but the neigh-
84
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borhood was jumping. You had the feeling

that the weekend never really stopped
around here, and that at least part of what
was going on was a kind of celebration of
Manhattan’s Latest New Thing. But what
was the thing? It wasn’t clear, yet it
seemed to have to do with this part of
town, where there was a kind of vibrating
border line between the squalid and the
trendy, between the old, gray piece-goods
storefronts on lower Broadway and the
new restaurants with platformed dining
areas, high-tech appointments, and pink
neon lighting; it seemed to have to do with
hair and clothes, which around here were
severe and spiky and futuristic and which
appeared to refer in an ironic way to the
hair and clothes of the Fifties, the last time
America was placid and self-satisfied. The
New Thing seemed to have a lot to do with
Tower Records itself, the perfect pleasure
dome of the Eighties. Tower Records
seemed to promise that you could gointoa
sort of shopping trance and emerge with
enough music so that you would never
quite have to pay attention again. None of
this New Thing—-ness was precisely new
to me, but seeing so great a concentration
of it was. I paid for my records and went
to the bag-check counter, where I had
left my attaché case—ironic object in this
ironic part of town! The young woman
behind the counter had spiky hair and a
black shirt torn jaggedly at the neck and
sleeves, but she was quite attractive never-
theless, her skin pale and lovely. I smiled at
her as I handed her my check number.
But her face, as she handed me my atta-
ché, was hard and blank. There was no
censure or hostility in her eyes—there was
nothing in her eyes at all.

You might get the feeling, if you spend
any time these days where devotees of the
newest music, the newest looks, gather,
that the Stare—the cut-you-dead stone-
face designed to preempt, at all costs, the
possibility of a pleasant chat—is a brand-
new thing. I think not. I would guess that it
has existed for exactly sixty-seven years,
since the end of the War to End All Wars
demonstrated to a horrified nineteenth
century the advent of the murderous,
mechanized twentieth. It was the huge and
absurd slaughter of that war that brought
the concept of the absurd into art. The
avant-garde looked at what the war had
done to Apollinaire and Gaudier-Brzeska
and millions of others and gazed back
blankly at the blank universe. See it in the
eyes of Tristan Tzara, Marcel Duchamp,
Samuel Beckett, William Burroughs; and,
in a variation, in the eyes of Miles Davis,
Charles Mingus, Thelonius Monk, Charlie
Parker. In music, blackness and drugs
complicated the picture. Andy Warhol
complicated it even further when he intro-
duced painting, music, and movies to fash-
ion and squalor.

The Stare entered the Sixties gaining
ground fast. Rock music and drugs allowed
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middle-class white kids to Stare, too. Lou
Reed, of the magisterially vacant gaze,
made his song “Heroin” into a kind of an-
them. Dylan learned to Stare, and taught
Lennon. The West Coast was cheerier,
but Altamont and Charles Manson ended
that. Then the Sixties were over, and the
Beatles broke up, and the times and the
drugs went bad, and the ante was upped.
With the density of events—Watergate
and the oil embargo and Nixon's resig-
nation and the end of the war and our loss
of nuclear superiority—increasing geo-
metrically, maniacally, any false sense of
control over the karma of the world that
might have existed in the previous dec-
ade now scattered to the winds. As did any
sense of communality. Sudden-
ly there was no longer any
avant-garde—everyone was
Staring. We were isolate indi-
viduals in an absurdly danger-
ous world. Technology, but not
much else, was flourishing.
Irony, always the avant-garde’s
most useful tool, had depended
on an established order. Now
there was no established order.
Art reacted accordingly. Irony
was institutionalized (and de-
based). Conceptualism, dis-
cord, and remove came to the
fore. So did several appropriate
characters, one in particular.

...In speaking of the pressure
of reality, | am thinking of life
in a state of violence...
spiritually violent, it may be
said, for evervone alive.

A possible poet must be a
poet capable of resisting or evading the
pressure of the reality of this last degree,
with the knowledge that the degree of today
may become a deadlier degree tomorrow.

—Wallace Stevens, The Necessary Angel

BYRNE ENTERED THE MID-SEVENTIES THE
way he has always done things—in his own
particular manner. He had grown up in a
blue-collar neighborhood in Baltimore,
had formed a rock band injunior high. Noth-
ing unusual there. With the collapse of
the band, though, he began to perform
as a single, and his individualism—his
eccentricity—flourished. He performed
rock numbers on unaccompanied ukulele
in folk clubs. When Byrne went to Rhode
Island School of Design for his one and only
year, he found that his fellow students
were rich and long-haired and fashionably
alienated; Byrne was poor and short-
haired and really alienated—from his fel-
low students as well as everything else. He
didn’t want to be a painter; he was too
shrewd for that. Painting was bourgeois
and moribund. Art was teetering. How to
make it new? In the manner of the times,
he did performance pieces. In one of these
he shaved his beard while a friend flashed
Russian messages on cue cards. Why not?
He also formed a band, called the Artistics

(though their playing style got them re-
titled the Autistics). His odd looks and
distinctive behavior made him a RISD
campus legend. Rhode Island wouldn't
hold him long.

IN 1975 YOU COULD WEAR A MOHAWK AND
put a safety pin in your cheek, thus putting
a safe distance between yourself and Paul
McCartney. And safety pins might shock
the Heartland, but lower Manhattan was
more diverse, more demanding: The reac-
tion south of Fourteenth and east of Park to
the typically overproduced, ornate, and
vapid mainstream pop of the mid-Seven-
ties was a rash of raw bands that played
three-chord songs and shouted strange

Moments before the 1975 performance; “They resemble a particularly
straight, particularly nervous high-school band trying out, not
very hopefully, in a talent contest on a public-access cable-TY station.”

lyrics. Here the avant-garde was staging a
last-ditch holding action. There were
the New York Dolls, the Ramones, the
Planets, the Shirts, the Marbles, the
Mumps, the Dictators. Each tried to outdo
the others in strangeness and disturb-
ingness. Damn the bourgeoisie! Full speed
ahead! L'art pour l'art! Black was the color,
none the number. Gauntness was all. Ev-
ery poéte was maudit.

In 1975, a Stare to top all Stares came to
the stage of CBGB's, a hole-in-the-wall on
the Bowery, and the club. Byrne was long-
legged and painfully thin, with a shock of
black hair; dark, piercing, wide-set eves;
and crooked teeth. (One front tooth was
broken, the result of a childhood mishap.)
Even among the strange humans who
played on the club’s tiny stage, Byrne's
band, Talking Heads (himself on guitar;
Chris Frantz, a friend from RISD and the
son of an Army general, on drums; and
Martina Weymouth, the daughter of a re-
tired admiral, on bass), stood out. For one
thing, you could understand their lyrics,
strange as they were. For another, they
dressed as no one else in the whole mean-
streets, hollow-eyed scene dared to dress:
like “normal” kids. Button-downs in the
Bowery! Alligators at the Mudd Club! It
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was a brilliant move, whether ingenuous or
dis-. (It seems to have been a little of both.)
Byrne himself has said, “We were into
dressing like kids, regular kids...kind of
like if you looked at the census, what we
figured the average personlooks like. ... It
would kind of be a sneaky way of putting
our music over. No one would suspect that
someone who looked so normal could play
music so strange. But they’d like it any-
way, because we looked just like them.
That was our big plan.” Looking normal,
being disciplined and intelligible, was an ex-
traordinary way of having their cake and
eating it too, of out-psyching rival bands, of
out-psyching everyone. It was a way of
making irony vibrate back and forth as if in
a hall of mirrors until the ob-
server didn't know what the
hell was coming off. It was a
way of showing all the hip
art-schoolers that something
totally new was here. It was a
way of turning rock 'n’ roll into
actual art.

AS MANY OF THE EAST VILLAGE
bands were getting record con-
tracts, and as what came to
be called New Wave music be-
came subsumed into popular
culture, less and less able to
shock and more and more con-
cerned with style at the ex-
pense of substance—as the
Stare grew multifloriate, dec-
adent branches (vide the
B-52's, beehive-hair-bizarro-
Fifties-style Stare; Blondie,
fashion-model Stare; Devo, we-
are-not-men Stare)—David Byrne contin-
ued to do what he had always done: think.
Artistically it was impossible for himtodo a
thoughtless thing. Talking Heads now had
a record contract, too; but although the
albums came out yearly, beginning in
1977, at first the music was an acquired
taste. The songs were prickly, dryly hu-
morous, uningratiating. People who liked
their music this way loved the band, but
the people who were buying “Heart of
Glass” by the gross didn’t know from Talk-
ing Heads. Byrne, Weymouth, and Frantz
(and now Jerry Harrison) wanted to be pop-
ular, but on their own terms. One interest-
ing problem was, What should the band,
and especially Byrne, do when they per-
form? At first they just stood there. It
was. . . kind of interesting. But it wore thin.
“I thought rock 'n’ roll dancing was disgust-
ing,” Byrne said. “l wanted to be direct
and real.” Byrne decided that what he had
to avoid at all costs was the foundations of
rock dancing: sex sex sex and me me me.
Stage dancing in rock had always been
roughly the same strutting, leaping, wig-
gling, and posturing. In the beginning
there was Elvis, then Mick—and nobody
else (even the so-called New Wave) had
gone very far afield. Rock dancing had al-
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ways been about the white idea of black-
ness. But just as Bvrne has never
attempted to sound like a black man, he
never tried to move like one. He has a
long-limbed, loose, skinny body—a
mime’s body—and a blank but eloguent
face—a mime’s face. This kind of physical
equipment is a God-given gift to a perform-
er, and Byrne took the gift and used it. He
reinvented the art.

By 1978, Byrne had met the British
musical genius Brian Eno, and now Talk-
ing Heads had a new producer. The raw,
stripped-down East Village sound began to
go. By their third aibum together, Remain
in Light, the band’s music had been com-
pletely transformed. There were horns,
electronic sounds, African polyrhythms: a
complex texture that moved the band in
one huge leap from Manhattan quirkiness
to a kind of World Sound. Songs like
“Houses in Motion,” “The Great Curve,”
and “Seen and Not Seen” were at once
highly listenable, technically lush, lyrically
powerful, and urgently advanced. But one
song stood even higher than the rest. It
was beautiful, funny, and hauntingly infec-
tious. It was more than compelling: it had
the anthemlike quality, the humor, and the
memorability of a major hit. The group
chose to make it into their first video. [t
was the song [ had heard on the radio,
“Once in a Lifetime.”

The first time most Americans saw
Byrne was in this video, which came out in
1981. It was something of a shock as vid-
eos go: no thighs, no spike heels, no lin-
gerie, no car chases—it was mostly just
this ecstatic, sweaty, disquietingly skinny
guy with slicked-back black hair and black
horn-rimmed glasses and a dark business
suit, flopping, jerking, twitching, and
swimming against a background of take
flowing water. What was the video about?
Well, water flowing, for one thing—but
mainly it was about David Byrne. He
looked odd.. . spastic, somehow. He kept
smacking himself on the forehead with his
palm, snapping his head back. Okay, what
was wrong with the guy? Some people got
the mistaken impression from this video
that Byrne was, or was trying to pass as,
some sort of Super Nerd, but these were
only people who believed in this kind of
category to begin with, people who con-
fused the singer with the song. These were
people who were behind the times. In fact, it
took incredible grace and control and origi-
nality to move the way Byrne did. It also
took incredible grace and control and origi-
nality to create a video this dreamlike, this
powerful. What Byrne was up to in 1981
was establishing a standard that we are
only now beginning to appreciate.

TWO IMPROMPTU PERFORMANCES:

® Byrne is halfway out the door of the
Dallas production office when he realizes
he’s left something on the desk. He falls
back into the room, tumbles back to the
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desk, arms waving, as if he’s been blown
back by a high wind. He manages to make
the action look utterly natural.

® ['m walking him to the elevator in a hotel
lobby. He is m a hurry to get upstairs, but
he’s in the nuddle of telling me something.
So when the elevator door opens he gets
halfway in, continuing his sentence. The
door starts to close, hits him and opens
again, starts to close, hits him and opens
again—over and over until he has finished
his entire thought. He staggers limply
each time the door bounces off him.

BYRNE IN THE PRODUCTION OFFICE, MAK-
ing calls: He’s on the phone to New York,
trving to track down actors and technical
people. He doesn’t always get through to
the people he wants, and several times he
has to leave a message. He has to spell his
name. But he does this with real authority,
coolness, a very slight undercurrent of an-
noyance. In the office, he gives orders
easily, neither apologetic nor domineer-
ing. He has surrounded himself with tal-
ented people, strong personalities, and
when someone argues he hstens, un-
threatened. | think of what Hilly Kristal,
the owner of CBGRB's, told me about the
Byrne of the early days: “He was a leader.
He had self-discipline. He knew what he
was doing.”

That afternoon Byrne and | are return-
ing from a fashion show at the Dallas Ap-
parel Mart. There's a fashion show in his
movie, and he wanted to take some pic-
tures of the real show to get some ideas
about how his ought to look. We’re driving
through back streets, silent. Cars are usu-
allv a good place to talk, vet Byrne and |
say nothing. Ina way | am resigned to this.
[ still feel as if [ barely know him. He has
gotten friendlier—in a reactive way. He
has never initiated a conversation with me.
So [ observe him as much as [ can, hoping
to catch some idiosyncrasy unawares.

He’s a good driver, easy and natural. He
has at least this much of the Standard
American Male in him. One thing that fas-
cinates me: What would David Byrne listen
to on the car radio? Jazz tor a while, but
then he gets restless. He tunes through
country, Tex-NMex, a talk-show discussion
about guns (he stays here for a tew mo-
ments), Top Forty. He tunes into Huey
Lewis's latest, which I rather like, and
tunes right out again. Finallv he hits on
some New Wave. “‘Searchin’, searchin’,
searchin’,” the singer chants, again and
again and again, in a monotone, over some
dissonant guitar. Byrne clicks the radio
off. We ride in silence.

And yet. The next morning we go to a
Mexican flea market. It’s close to midday,
dusty, about 105 degrees out. Byvrne is in
his Dallas mufti: part disguise, part cos-
tume, part protection against the heat. It
consists of the Charlie Chan hat, little
round sunglasses, a blue button-down
shirt, baggy gray pleated pants, and white
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bucks. Over his shoulder is slung a Nikon.
He resembles a Thirties tourist in some
hot colomal outpost. As a disguise, the
outfit is minimally effective. He may not
look exactly like him, but he certainly
doesn’t resemble anvone else, either. He
keeps taking pictures of evervthing until,
finally, the manager of one of the booths
tells him, obscurely and a little menacingly,
that this might not be such a good idea. He
stops taking pictures. For a while [ keep
him in the corner of mv eye, but I don’t
follow him around—TI have finally hit on the
most effective way of observing Byrne.
The problem is, vou occasionally lose him.
A while later, 1 have done just that. I'm
looking over some watches and cameras
when suddenly he comes out of nowhere,
right up to my shoulder, startling me. “I
found a T-shirt that says, MERCENARIES
DON"T' DIE—THEY JUST GO TO HELL AND
REGROUP,” he says, delightedly. I, too, am
delighted. He has initiated a conversation.
He buys the shirt.

BYRNE SEEMS TO BE HAPPY THESE DAYS.
He’s having fun making his movie. He has
grown comtortable with his music, even
though this means, since his art was once
the art of discomfort, that his music has
changed considerably. He seems to be
able to change at an amazing rate. His
latest songs are about babies and levita-
tion. This seems peculiarly, Byrne-ishly,
appropriate: on one hand, he has grown
along with his generation and has come to
consider what we’re all thinking about; on
the other, his viewpoint has always been
removed—a viewpoint from a space plat-
form. He will never not surprise us. Hap-
piness with Bvrne is a relative matter. The
world is getting no less dangerous, and
he's something more than of the world—
he's a kind of figurehead on its prow. His
strangeness and that of the age are, in
many ways, one. His art—an art of the
nervous, of the offhand—is an ideal art for
the age, of the age. But—is it reully art?

We long ago passed the point where
rock 'n’ roll was merely an instrument of
rebellion. The kids who used it for that are
the grown-ups now. The shock of the new
is commonplace. The established order
and the ironic rebellion are one. The avant-
garde is dead. Time is speeding up, accel-
erating at a blood-rushing, dizzying rate.
This throws an enormous responsibility on
todav's artist. Whatever interesting thing
he throws at the public will be digested and
assimilated almost instantly.

When I first heard Talking Heads’ new
album, Little Creatures, 1 was pleased but
unimpressed. The music was tuneful, dif-
tferent for the band—Dbut how did it ad-
vance the game? It turned out [ was the
unadvanced one. It was only when I saw
the video of “Road to Nowhere” that [
finally began to understand where Byrne
was heading. The video uses a stunning
variety of techniques—hand-colored pho-
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to animation, collage, multi-split screens,
object symbolism—to create the audiovis-
ual equivalent of a poem. It somehow man-
ages to convey holiness and humor at the
same time. Watch an hour of MTV some-
time and see if anything does that. Byrne is
at once dismissing the phonograph album,
as a single-sense experience, and the com-
mon video, as a two-dimensional bore.
Video technology, he's saying, is rich with
possibilities beyond imagining. Why not
exploit them to the maximum? What he's
done this time is what he's always done:
presented us with some singularly ad-
vanced information, information that we
are eager to receive, but whose full import
we may not yet realize.

Which is just about how great art has
always worked.

Is this great art? Great | don't know
about. It's our art.

AT A COMBINATION BAR-LAUNDRY IN
Dallas called Suds, Byrne is being taped
receiving an MTV Video Vanguard Award.
At the same time, he is actually doing his
laundry. The scenario calls for him to walk
down an aisle, open up a washing machine,
pull out the award (with a sock draped
around it), look surprised, then make a
brief acceptance speech. He's in High
Geek mode for the spot: his eyes are wide
and glassy; his head bobs chicken-style
on his scrawny neck as he walks up the
aisle holding the heavy, metal spaceman
statuette. He’s wearing a garish madras
jacket, and garish madras pants of a
completely different pattern. I'm looking
on with two Texas guys, two good
ol boys with beards, oil-rig sunburns, and
T-shirts. They're watching open-
mouthed. “What's his name? " one of them
asks me. I tell him. “That’s it,” he says.
*“T'hat is one outrageous dude, man.” Later,
in the bar, they come up to Byrne, shy as
schoolgirls, and ask for his autograph.

It’s time for me to leave, and Byrne
drives me to the airport. We are as silent
as ever in the car, and yet—Byrne has
chosen to drive me to the airport. We
move across the huge, overdeveloped
Texas landscape—mirror skyscrapers
and flatlands as far as the eye can see. This
is the landscape of the future. [ think of a
rock video, orange mercury-vapor clouds
racing across a night sky, reflected in glass
buildings. At the wheel Byrne is still wear-
ing the madras jacket from the M'TV spot;
he has on his little round sunglasses. For
some reason | suddenly think of car trips I
made as a boy, and | remember two-lane
blacktop and Burma-Shave signs. Burma-
Shave signs. | ask Byrne if he remembers
them. He does indeed, he says; he saw
them in Virginia when he was small. And |
think of all that has happened between that
time and this, the accelerating press of
events, and suddenly time seems to me
something like a high wind, a gale sweep-
ing us all along. @
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Mark Breland has all that it takes to make it in box-
ing.The only problemis, he doesn't like tohit people

{DOCUMENTARY! -

ark
Breland isn’t going to the gym today. “I just
feel...aah, you know...." He drawls this semiex-
planation at heavyweight Henry Tillman, a big, ear-
nest fellow, and at Tillman’s trainer, a ragged little
guy called Smitty, from a supine position on the loor
of his smashing new bachelor pad high above Man-
hattan’s Upper West Side. Breland, the longest,
handsomest, most hvped welterweight (147
pounds) in the history of boxing, has just returned
from a two-week Caribbean cruise, a “reward” for
his second consecutive professional victory. Be-
cause of his amazing amateur record—110 wins and
one loss, with seventy-three knockouts—he’s the
star attraction of a group of gold-medal winners from
the 1984 U.S. Olympic Boxing Team. They all
turned pro together a year ago in a masterfully
coordinated Network Boxing Event, and if every-
thing goes according to the blueprint of Breland's
manager, Shelly Finkel, they’ll all win titles at the
same time.

Finkel, forty-one, who looks like two designer
pillows cinched together by a Gucci belt, has pro-
claimed the collapse of the line that used to divide

byJohn Lombardi
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sports from entertainment: “Sports is show biz—
has been since Ali, or maybe Gorgeous George.” In
so saying, Finkel, a Hamboyantly bald man with a
background in rock 'n’ roll, betrays not the slightest
tic of nostalgia for what boxing once was. For Finkel,
aggressive rep of a new breed of boxing sales man-
agers, there is no sentimentality about what A. J.
Liebling called the Sweet Science, no nonsense
about a frankly surly ideal of masculine pride that
once raised the stoic boxer, along with the bull-
fighter and big-game hunter, above mere hallplayers
and swimmers.

Finkel made his first pile by turning scruffy rock

the Olympic gold medal,




“We’d come to this tottering
pinnacle. After Stop Making Sense,
there was no place to go.”

‘e asked David, ‘Are you sure you
play ///ﬂf songs? Maybe you
should hire session musicians

want
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First Stop: Head South

One hundred and two degrees. That's the digital temper-
ature reading outside the Capital Motor Bank, and the
sign is in perfect working order. This is Dallas, Texas, where
citizens can boast of hellish summers to match the worst
you can find anywhere in the great forty-eight. On this blaz-
ingly clear August day, to be seen outdoors is to risk being
brought in for questioning. Instead, the only apparent outside
activity is a torpid stream of glinting cars, windows rolled up,
plowing the soft highways. A visiting Venusian would be
impressed, and probably comfortable.

But appearances can be deceiving. Consider an unassum-
ing-looking house on a shady (but still broiling) Dallas side
street lined with unassuming-looking houses. You have to be
within a foot of the front door to read the recently applied
letters: TRUE STORIES PRODUCTIONS. Inside—air-con-
ditioned, of course—is the hustle and bustle of a film com-
pany in the throes of pre-production. Workers dodge pur-
posefully in and out of rooms. A mother and young daughter
wait by the reception desk; the latter, in a party dress, holds
an 8x10 publicity glossy of herself on her lap.

Into this show-biz microcosm strides David Byrne, looking
dapper in a tan snap-brim fedora, white long-sieeve button-
down shirt, white bucks and tight-legged, red-and-blue plaid
pants that could have been a window canopy in a former
life. He's just taped an MTV award acceptance clip. Now it's
back to the obsession at hand: True Stories, a feature film
Byrne has co-written and will be directing in Dallas.

The thirty-three-year-old Byrne is a workaholic who re-
spects no weekends and barely takes time off to sleep. In
the last year alone, besides the True Stories project, he has
presented a performance piece; contributed lyrics to songs
by composer Philip Glass; taken lots of photos (“but haven't
got them organized yet"); acted in a PBS television show;
and released an album of his music for The Knee Plays,
theatrical episodes he wrote with Robert Wilson for Wilson's
epic play The CIVIL WarS. Not to mention Stop Making Sense,
the Talking Heads concert film directed by Jonathan Demme

that debuted last year, won a National Society of Fiim Critics
award for best documentary, and is still holding forth in reper-
tory houses; or Little Creatures.

Whether to mention Talking Heads in the same breath as
David Byrne is becoming a pressing question. He gained
prominence as the riveting frontman of the band, but his
reputation is booming not just as a solo musician (Byrne's
first non-Heads records came out four years ago) but as a
multi-media prodigy. His face is on the cover of Current Biog-
raphy. He was the subject of a full-blown New York Times
Magazine article—part of a series called "The Creative
Mind"—that quoted Glass praising Byrne's “concert music,
and not just the Talking Heads.” Rock 'n’ roll music—amus-
ing, you know, but, well, hardly serious.

Second Stop: Head East

inety degrees. It is better in the Bahamas—barely. At
least on Grand Bahama Island there's an ocean breeze
to stir the heat around. Another attraction is Tina Weymouth
and Chris Frantz. They maintain an island retreat for summer
escape between band tours and recording sessions.
Nassau's Compass Point Studios is a convenient base of
operations for the Tom Tom Club, Frantz and Weymouth's
part-time spin-off group. In 1982 Tom Tom Club's first album,
quite uniike Talking Heads', sold half a million copies and
dented street culture with the single “Genius Of Love.” A
year later a follow-up album did not repeat the success, but
Frantz and Weymouth aren't hung up on sales figures. Cur-
rently they're planning a third album, going for long sails in
the Atlantic, and raising their nearly three-year-old son
Robin—not necessarily in that order of preference.

Third Stop: Head Northwest

Sixty-five degrees?? This ain't no disco! Milwaukee, Wis-
consin is a mid-latitude paradise in comparison to the
above hang-outs. Native son Jerry Harrison came back on
family business. While in Milwaukee he's producing local

tive, or came really close to having a thread from beginning

to end. It seemed appropriate for these straightforward
songs—although the other way could work just as well, | guess.
Once you prove you can do something, you don't have to keep
proving it. On Speaking In Tongues and some other stuff, | feit
| proved people could like songs with words that made no literal
sense whatsoever. Some of them did, but on the whole they
were purely evocative phrases. The link between them was
maybe they evoked a similar mood or sensibility. But in a literal
sense there was no link. That was real difficult to do, a real
challenge. It meant the words had to hold together on a purely
aural level. You had to disconnect your tendency to try to make
sense of them. They had to be able to bypass that.

Then it became hard to do narrative lyrics. | was forced into
doing fragmented or non-literal lyrics; | found it more and more
difficult to do narrative ones that didn’t seem one-dimensional
to me. | think if you tell a story it has to be both a story and a
metaphor, and it has to sound nice rolling off your tongue. it
was harder to get all the multi-levels of ambiguities into a narra-
tive, so | did that less and started being more ambiguous. Then
| felt confident enough to attempt more linear lyrics that still
worked on other levels.

Sometimes the “I” in my songs is me and sometimes it's not.
Or sometimes it could be me and not me in the same song. I'm
always trying to revise my persona, break out of it. Once the
songs are written and structured, they have a life of their own.
Since I'm so close to them, | happen to have a really good idea

Quite a few of Little Creatures’ lyrics verged on being narra-

ROBERT MAPPLETHORPE
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heroes the Violent Femmes, and keeping his own chops in
shape by working on a solo album—his second, following
The Red And The Black in 1981.

Preparé for Landing

C onclusion? Definitely a case of absence making the heart
grow fonder. The four band members are rather disparate
personalities who give the impression of appreciating each
other better with a little distance. Frantz, the most easygoing
Head, is apparently content to lay down a solid beat and
leave theorizing to others. For this interview he was wearing
shorts and a T-shirt warning “Don't mess with my toot-toot.”
Eternally boyish Harrison is even more earnest than Byrne.
The outspoken Weymouth has no patience for pretense; she
makes a lousy rock star.

Talking Heads' (and Stop Making Sense's) popularity
made Byrne a highly distinctive “rock star” himself. In the
past he'd suffer through interviews, averting his eyes,
chainsmoking nervously like an understudy for Don Knotts.
Sitting in a hotel room in Dallas, however, he is relaxed, off
the weed and quite forthcoming; perhaps, more than his
longtime musical cronies, the teamwork necessary for film
production has drawn him out. As he talks, he drinks a beer
followed by a glass of iced tea—"up and down,” Byrne says.
After the tea is gone, he suddenly pops the lemon wedge
into his mouth and eats it.

All the Heads' various solo projects no doubt provide a
needed escape hatch for the abundant creative energies
within the group. Byrne's vision dominates, but after eleven
years together Talking Heads show no signs of breaking up.
Little Creatures gave an excellent bill of health: Pared down
to the essential quartet, they reverted to pop song structures
with synchromesh arrangements bred of long experience
playing together. Even without a hit single, Little Creatures
went gold after a couple of months. In an industry where
commercial and artistic success rarely have anything to do
with each other, Talking Heads remain a happy miracle.

I
|

l ve got a lot to resolve with this band. I haven't

outgrown it yet. If [ were to leave now, | would take what I

ever problems [ experienced into my next arena unresolved
and have exactly the same problems.”

of how to interpret them. it's not necessarily the best one; it
just happens to be my interpretation. | get very attached to it,
and jealous of it, but someone else may do abetter one. Naturally
it's perceived that the words are coming from me, but they could
just as well be coming from someone eise. | would hope so,
anyway. | would hope they could apply to other people’s lives
and not just mine. | have to relate it to my own life, find something
to base it on. Some are more made up than others.

It's important to me how this stuff is perceived. Honestly, at
the beginning | had no idea | appeared like a psychotic lunatic.
I stiil don't think | look like Tony Perkins [smiles]. | just wasn’t
at all aware that was the impression | was giving. | was aware
that my performance was not like other people’s, but | didn't
think that automatically made me into a psychotic [laughs], or
nut case. Years later, listening back to the first record, | could
see how truly strange it must have sounded at the time.

I felt the “egghead” reputation was an unfortunate thing thrust
upon us. It implied that we weren’t sincere about the feelings
we were putting across in our songs, or generating In our per-
formances. it was like saying, “These people are smart. And
because they’re smart they can’t possibly be sincere about what
they're doing.” Which Is just total bullshit. Smart people can be
just as sincere as stupid people! [laughs] Smart people can be
just as stupid as stupid people. We've gotten away from that a
littie bit now. Also, at the time we seemed really ditferent from
a lot of pop and rock acts. We were like an anti-rock band. Not
because | don’t beileve in rock mythology, but because there
are other peopie who do it better—people like Bruce Springsteen

and Prince and Mick Jagger. All of us in the band figured, well,
let's come up with something eise.

I'm hoping to discover, as much as a lot of the peopfe | write
about, some way of living that resolves alienation. Sometimes
| write about it, and sometimes | write about the possibility of
relief from that, of communion or release. | think | touch both
things in the spectrum. I'm having a better time in general, all
the time [smiles]. Suffering can serve as a ground or inspiration.
But when you’re creating something you have to feel pretty
strong and confident. Otherwise you wouldn't be so bold as to
try to make something. If you feel miserable, you just feel like
going to sleep, or crawling into a hole, or watching television.
At least that’s been my experience. At its root might be some
disturbance. But when you're creating, you're feeling pretty
good. This is what | believe! [tosses lemon wedge into mouth]

| think more and more I'm allowing myself to appreciate things
i would have ignored otherwise, or overiooked. For Instance,
coming into this hotel room—whoops! lemon in my teeth—I
would have said, “What a sterile, horrible environment.” But
then you can look at it the other way: Look at how this curtain
is fastened so that it doesn't really drape like a curtain, and how
it's made to match all the other furnishings in the room. You
can think, that’s kind of nutty and wacky; somebody had a nutty
idea, and put it to work. in a funny way, if you look at just a
detail like that, then it's really beautiful and eccentric. But if you
look at it another way, it's kind of depressing. I'm trying to find
the way that's more fun these days. 'm trying to find the beauty
and fun in all this stuff.
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Big Talk about
Little Creatures

DAVID BYRNE: | started writing songs again. I'd never disliked
“songs” so | just thought I'd give rein to my instincts. | felt
the more traditional song format is nothing to be ashamed
of; I like listening to them, so | thought I'd try writing some.
| hadn't done anything in a long time and | found it fairly
easy. That kind of song you write with a piano or guitar,
maybe a rhythm box to keep you in tempo. Sometimes | just
record on the little tape player | use onstage. | listen back
to it on that, and then refine the structure more, or whatever.
If it worked in that basic form then it became evident that it
didn't really need a whole lot of embellishing. Too much
added to it could ruin those kind of songs.

The band all felt exactly the same way when they heard
the stuff: The way to work out was to rehearse as a band.
So we all holed up in a rehearsal studio for about a month
and just learned the songs, until by the end we could play
them all through one after the other—like bar bands, or like
we used to do. Although the songs are different than the
ones we used to do, 'cause they have a different feeling and
they're about different things, their simplicity is similar.
JERRY HARRISON: | think the influence of the True Stories
project made Davic get very interested in indigenous Amer-
ican music. | think that influence made him think in terms of
an individual singing a song more than this process approach
we had used in the past. So it wasn't a big surprise. But |
was very happy with it. It was nice to do things in the old
way, but take the lessons we had learned from making Speak-
ing In Tongues and Remain In Light. It's a very American
album. The influences, rather than being third-world, are
more old rock or Tex-Mex or Cajun.

We were tired of everybody copping our licks.
We just changed for the sake of change, doing
songs that had more personal feeling.”

CHRIS FRANTZ: It wasn't really a big shocker, but it was a
pleasant surprise. There had been evidence from all of us
that we were kind of tired of the way everybody was copping
our licks! [laughs] It seemed apparent we were having a big
influence—at least it appeared that way to us. So we decided
to go in another direction. We'd been playing these long,
extended grooves for quite some time, and it was fun to have
a three- or four-minute song that was arranged the old-
fashioned way. They aren't exactly old-fashioned songs, but
they do have those elements. It was fun, and kind of relaxing
to play that kind of music again. It had been a while. It was
the first time | had ever played ride cymbal with Talking
Heads. It doesn't sound very important, but little things like

“Before Tom Tom Club, if David
suddenly for a whim - and he was
always threatening it in his tantrums -

said, ‘I'm gonna break up the band,’ we
couldn’t continue musically.”

that make a difference. It was the first time I'd ever played
amarch beat all the way through a song. It was areal pleasure
for me. Since most of the songs were three or four minutes,
| didn't have to listen to a rhythm machine all the time; over
six or seven minutes it's hard not to speed up or slow down.
This time | could just play. Also, the songs were well-re-
hearsed before we went into the studio to record them, so
it wasn't like you were standing at attention wondering what
the next move would be. The idea was just to play well and
sound convincing, rather than come up with fabulous new
ideas, one afterthe other, at 200 bucks an hour [studio time].
TINA WEYMOUTH: We got together at the end of last year
and talked about being a band again; after a tour, we pretty
much disband. David played us some demos of him playing
guitar and singing with a rhythm machine. Most of what he
played for us were songs for True Stories, ‘cause that was
what he was into. We asked him, “Are you sure you want us
to play them? You've already written the songs. Maybe you'd
just like to hire some session people.” 'Cause a lot of the
songs were in the style of somebody else, not anything like
Talking Heads—a song in Tex-Mex style, things like that. He
said, "No, I'd like the band to play, ‘cause | think you would
do something more interesting.” We said sure; | said yeah,
| will if | can sing some more! [laughs] He said, “Great, I'm
really interested in hearing harmonies.”

We started rehearsing in January, and took a short break
when Chris and | went down to the Rock in Rio festival in
Brazil to play on half the B-52's set. When we came back
we finished learning the songs, and worked together on the
arrangements and harmonies. It was very pleasant. We
weren't racking our brains to come up with something new
rhythm-wise. We were just trying to make these songs have
a good feeling in an authentic manner, so it wouldn't be a
parody or jive.

At this point David had songs that didn't have to do with
True Stories, and those became Little Creatures. After we
learned them all, we recorded them. Then, as usual after the
four of us record basic tracks, we asked other people to do
things they can do really weli—like Eric Weissberg can play
pedal-steel and we can't!

BYRNE: Some of the songs were bits and pieces of things |
had done over the past few years that didn't seem appropri-
ate for the other things we were doing. I'd have a little piece
of melody like [hums “Road To Nowhere”]. | didn't know what
to do with it, so I'd hum it into a cassette recorder on a piece
of tape and file it away as something | like. Some of those
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got used. On the whole it was a burst of activity. But even
though they're written in a burst, they're things that have
been brewing over a period of time.

WEYMOUTH: | felt it was going back to the way we used to
write songs, when David would say, “I've written a song in
the style of Al Green,” and then it would turn out to be “Happy
Day” [on 77, Talking Heads' first album]: [sings] “Such a
happy—day-ay-ay!” [laughs] There were some nice chord
rubs. There were dissonances that, when we were learning
to play, we avoided. So it was fun to go back to very simple
rhythms, where the challenge was not so much to take the
music to the next step, but to do it in an authentic style with
real love for that style, and not mess it up. The magic is
making it sound easy.

HARRISON: | love the feeling of rhythm, but | really like the
sense of melody on the new album. Even though some
people compare this to the first album—and it is similar to
that in its concise song structures—it's very different in that
this one is dominated by singing, melodies. It's really a new
venture for us.

BYRNE: The new songs came easier. They're grounded in
the culture | grew up with. Whereas the other things came
about through a process of discovery, discovering other ways
of making music. That way of making music, that has that
ground or foundation, is pretty limitless. But | guess | just
didn't feel like doing it again right away.

FRANTZ: We just changed for the sake of change, really. We
wanted to do some songs that had a personal feeling to the
band. The genre really didn’t matter. We don't really think
about being commercial. Once in a while we'll say, “Hey, this
sounds like it can be a hit!” But when we think in those terms
it aimost never is. With the particular chemistry of our band,
it seems that when things are commercial it happens in spite
of us!

WEYMOUTH: We joked a lot about Little Creatures. We said,
“This is our white album, ha ha ha.” There was no black
sound on it whatsoever. Funnily enough, when David started
playing “Road To Nowhere,” | said, “David, I'm just going to
have to do the same bass rhythm as on 'Burning Down The
House.”” When that song started, | was thinking of a Black
Uhuru song; Robbie Shakespeare had played this dum-
diddit-dum. Because Jerry and David never saw any reggae
elements in it, they just played straight rock accents. The
two merged without me and Chris ever mentioning it. When
we saw Simple Minds in New Zealand last year, the bass

“Our ‘egghead’ reputation implied we
weren'’t sincere. Which is just bullshit!
Smart people can be just as sincere as

stupid people. Smart people can be just
as stupid as stupid people.”

player said to me, “I really like that fick. I'm gonna steal it
‘or a song.” And he did! But you don't even hear the lick in
“Don’t You (Forget About Me)” until there’s a slight breakdown
because it's really buried. “Road To Nowhere" just happened
to have the same rhythm.

BYRNE: Warner Bros. picked "Road To Nowhere" as a single.
I have no feelings about the matter. | don't have an instinct
for singles. | think it's just as likely that some oddball little
ditty would be a single as something that sounds like a real
rouser.

WEYMOUTH: | would have thought the first single would be
“And She Was.” And | thought “Stay Up Late” would have
had a good chance because it's so very Talking Heads, kind
of raw. | was surprised. But | like that song.

We rea band whose decision-making flows to
the person who has the expertise. Since I play keyboards, I
1 tend to be the one to straighten things out.”

BYRNE: “Road To Nowhere™s music is something to run
counter to the lyrics.

WEYMOUTH: David loves everything Robin [Frantz and
Weymouth's son] says. He's the only person who gets
through David's armor, speaks exactly at his level: Say what-
ever you feel. Robin loves “Stay Up Late.”

BYRNE: My consistent attitude about children and pets is
they're something to touch or poke, to get a reaction.
FRANTZ: | wrote the lyrics to “Perfect World” a long time ago.
David found them filed, and changed them around a little
bit to make them fit the song. He said | wrote them in 1974,
He couldn't think of anything to work with a melody, so he
used those.

BYRNE: "Perfect World" was meant to be metaphorical,
people's activities or lives as songs. | can imagine somebody
asking themselves, “Am | always going through the same
routines?” | played it for Chris and boy, was he surprised.
FRANTZ: “The Lady Don't Mind” was written for Speaking In
Tongues, when all the songs were written in the studio by
the band. Then David wrote the lyrics later. We didn't like
the arrangement, so we reworked it, made it a cha-cha.
WEYMOUTH: It's like a ladder being built: The vocals don't
go on until the very end. David still gets the lion’s share [of
songwriting credit]. We break it down in thirds. Rather than
fifty percent for the top-line melody, fifty percent for the lyrics,
and the musicians get nothing, it was a fair way of doing it:
one-third for the musical arrangements, one-third for the top-
line melody, one-third for the lyrics. We each get one-fourth
of one-third. I'm very happy to have eight percent of a song,
because for years musicians have helped a person who
came in with just a skeleton of a song. They've told him how
to sing it, they've made suggestions and they still get no
credit. This is a step in the right direction.

HARRISON: Because we've worked with people like Brian
Eno, people never knew what | did and what Brian did. |
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We're tired of playing second fiddle.
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You've probably appreciated Fender’s legendary electric
quitars for as long as you've known which end of a pick to hold.

But the acoustics are fed up with the electrics getting all
the glory.

It just plain unfair. Because nobody designs acoustic guitars
better. Nobody comes up with more advanced features (like the
patented pickup and tunable anti-feedback filter on our amp-
lified models). And nobody delivers better sound and value.

What's more, we've got a full selection of nylon and steel-
string instruments—even 12-strings and a left-handed model.

So what can we do to get the attention these great guitars

deserve? Maybe something in a Fiesta Red. .. .

THE SOUND THAT CREATES LEGENDS




Honestly, at the beginning I had no idea
lappeared to be a psychotic lunatic. I still don 't think
1 look like Tony Perkins.”

would often get involved with harmonies when the basic idea
was done through singing. | would write it down or put it on
a keyboard so we could find if there was a conflicting note
we just weren't hearing. As you build up more parts you have
to be more rigid about it. Often when we would work out
contrapuntal or harmonic relationships, because | play
keyboards, | would be the person to say, “Wait a minute,
something's going wrong,” and I'd have to try to straighten
it out. We're a band whose decision-making flows to the
person who has the expertise.

Another reason people don't know what | do is that | play
parts that often lie within a song, rather than stick out. | don’t
zero in on trying to be a virtuoso. With instruments like the
DX7 and an Apple program, you have 500 sounds—and

“Talking Heads is, for all intents and
| purposes, David’s anchor in reality. It's
| his family, whether he hates it or loves

it. It’'s what he keeps coming back to.
It’s where he feels comfortable.”

everyone in the world has those same great 500 sounds.
You have to go to some other level to make the sounds
interesting and new. | approach that usually by combining
sounds so they have a different blend.

BYRNE: On a couple of songs the band came up with more
music than on others. But on the whole it was done in a real
traditional way, like, “Here's the tune, now everybody make
up their parts and we’'ll play.” | think whatever resentment
might have been harbored was offset by the great relief at
playing simple songs.

WEYMOUTH: It had been so long since we had played. The
only way we communicate as a band is by playing. The
compliment was that, having written these songs, David
could have gone and done his own solo record. But he chose
to have the wisdom to use Talking Heads—which | think
made all the difference.
BYRNE: The Heads seem like the best vehicle for the songs.
| could see doing a record of songs | wrote that other people
sang; there are lots of people | think have real expressive
voices that could interpret something | wrote in a way | never
could. But we have a lot of fun doing songs.

My solo activity has never threatened the group per se—I
don't think, anyway. It's always been assumed the group
would continue. One doesn't exclude the other.

Solo Self-Analysis

WEYMOUTH: We're not gonna try too hard this time with Tom
Tom Club. Last time my baby was four months old. | was
getting up in the middle of the night, and | was writing songs
the day before they were to be recorded. It was too insane.
The space we'd created for ourselves in 1981/82 was now
occupied by a lot of people. So we had alittle disappointment
coming to us. We had competition.

HARRISON: My first solo album was basically thrown out to
see what would happen to it. If I'd put together a band and
toured playing those songs, it would have drawn more atten-
tion. Nowadays you could make a video. At that time, if you
didn't tour or get a hit single, an album was going to die.
The Tom Tom Club album was obviously more accessible
and exciting to people. That was certainly a more commercial
album, and a great record. Record companies are like
people; they place their bets.

Some of The Red And The Black had been written before
we made Remain In Light. When we got involved with this
fascination of time against itself, | wanted to see how that
would work in other time signatures besides 4/4. So | delib-
erately wrote songs from rhythm patterns. There are rhythmic
experiments, but they are not a priori experiments, starting
out with “I wonder if it's possible to do this.”

My new album is a little more direct than the first. It relies

more on singing and songwriting. The problem with my first
record was that it took you a while to understand. I'm in a
position that | need to have something that’'s successful.
David deliberately makes albums, like Knee Plays, that are
non-commercial or have a very limited audience. When |, or
Chris and Tina, make an album, there's this need for it to
have commercial success. We're in different positions. | want
to be able to continue to make albums.
WEYMOUTH: The success of Tom Tom Club was such a sur-
prise. We never really thought it would take off. There was
a bittersweet sadness: We were sitting with David in a taxi
when our manager told us Tom Tom Club had gone gold.
We wanted to be happy, but it was as if a second child had
outstripped a first child who was supposed to accomplish
something first. It felt like, okay, we've got our foot in the
door; now, whatever happens to us, we can still make a living
making music. Before, if David suddenly for a whim—and
he was always threatening it, in his tantrums—if he said, “I'm
gonna break up the band,” we couldn't continue musically.
We wouldn't have any business clout, and we'd have to go
back to selling hamburgers or something.

Having a hit is like a miracie. You just write music because
you love it. It's very hard to believe it's all due to luck. | don't
think there’s any musician | know who honestly believes in
his own abilities.

Our best stuff comes when we don't try too hard, when
we don't try to make a heavy personal statement. That just
gets in the realm of self-preoccupation. Little Creatures did
a lot of the same things we were going after.
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The new EMX integrated mixers.

Now there’s a line of integrated mixers that leaves compromise out of the mix. The
EMX Series from Yamaha. Three mixers that combine convenience with performance.

The EMX150 hassix input channels with 75 watts/channel stereo output into 8 ohms,
150 watts/channel stereo output into 4 ohms.

The EMX200 has eight input channels with 125 watts/channel stereo output into
8 ohms, 250 watts/channel stereo output into 4 ohms.

The EMX300 has twelve input channels with 125 watts/channel stereo output into
8 ohms, 250 watts/channel stereo output into 4 ohms.

And every EMX mixer has integral power amplifiers more advanced than the
legendary P-Series Yamaha amps. Extensive signal patching capabilities. Lower noise and
more useable gain than ever before. Electronically balanced low-Z XLR inputs and phone
jacks. Switchable pads and gain trim controls. Three-band equalizer with sweepable
mid-frequency section on every channel. Two pre-faders, pre-EQ foldback sends
on every channel. One echo send per channel and internal analog delay. Dual 9-band
graphic equalizers. And legendary Yamaha quality and reliability.

So don’t compromise on your next mixer. We didn't.

Combo Products Division, Yamaha International Corporation, P.O. Box 6600, Buena Park, CA 90622. YAMAHA
In Canada, Yamaha Canada Music Ltd., 135 Milner Ave., Scarborough, Ont. M1S 3R1.




Heads, They Win

WEYMOUTH: Little Creatures is rebuild-
ing the foundation. We had built a solid
foundation stylistically, but we didn't un-
derstand it. We'd come up to this totter-
ing pinnacle where there was no place
to go after Stop Making Sense; the only
thing we could do was a more expen-
sive production, a bigger deal. It was
all ludicrous. Here are all these other
bands entering the funk-dance arena,
and some of them are doing it better
than us. So we'd better get the hell out
and do something else, or we'll lose
whatever it is that is unique to us. We
gotta get back to our instincts. This was
a good starting place. | expect we'll
grow in another direction.
BYRNE: When we started playing the
new songs, it was fun, real enjoyable.
There was a real clarity to it that obliter-
ated any irony [in reverting to a pop
format].
WEYMOUTH: For us, all that was new.
We didn't start as a band that knew how
to play all that music and then rein-
vented it into a form. We just were the
form, and we didn't know what it was.
| remember David saying, "We want to
sing like the Carpenters.” We really
thought we were writing trendy pop
material on '77. This was the first time
I'd ever played a country song. For us
it was new, and it's new for the kids
who've been raised on punk.
BYRNE: Our big effect on people, as |
see it, is we're perceived as having suc-
cess without compromise. That's a
value people respect, and they don't
see it very often. If you don't see it at
all for a long time, you think it's not pos-
sible. All it takes is one instance for
people to have faith in themselves, and
to believe it's possible to live according
to some set of values. That's our political
statement.
WEYMOUTH: The band is, for all intents
and purposes, David's anchor in reality.
It's his family, whether he hates it or
loves it; it's what he keeps coming back
to. It's where he feels comfortable.
[Pause] I've got a lot to resolve with
this band. | haven't outgrown it yet. If |
were to leave this band now—forget all
the other implications, like being a jerk
to all our fans, etc.—it's very possible
that whatever problems | experienced
with the band | would take to my next
arena unresolved and have exactly the
same problems. | have to resolve these
things with this band before | can grow
to do something different. There's the
potential for all of us to outgrow each
other, butit hasn't happened yet. So far,
the growth has occurred internally. As
long as it keeps growing and doesn't
hurt people—'cause growth is painful—

it's a good thing and will continue. It
has been, during this record and the
last couple of records.

FRANTZ: We're all still too excited about
being in a band to quit. If love of music
is why you get into it, which is a good
reason to be in a band, after ten years
you're either still in love or you're not.
We still are.

Creature Features

David Byrne played a Roland synthesizer
guitar on the last Talking Heads tour. On
Little Creatures he played mostly his 60s-
vintage Fender Stratocaster. He plugs
into a Roland Jazz Chorus amp; among
his effects are an |banez Auto Filter (“it's
neat, like an automatic wah-wah"), Boss
digital delay and a compressor. “| haven't
bought any new equipment in years," he
admits, but “before we went on tour |
bought an AMS digital reverb." Byrne
writes on an Emulator, and has a Tascam
four-track cassette recorder for his home-
made demos

Jerry Harrison uses an Emulator Il, two
Yamaha DX7s and “sometimes” a
Prophet T8. He still has a Prophet 5 rev
II; “unfortunately, no one's developed
MIDI for that yet." The new album aiso
includes a Hammond G3 organ, com-
plete with a wood Leslie tone cabinet. In
the string section, he has a Fender Tele-
caster, Stratocaster and “a couple of Ro-
land synth guitars, but | haven't been
using the synthesizer part of it very much
lately." On the last tour Harrison patched
his keyboards right into the monitor sys-
tem. His guitar goes through a Roland
JC-120. "I really like the sound of JBL
speakers. | used those when | was in
high school and | never saw any reason
to change. We've used Gallien-Krueger
amps too; for a solid-state amp, they are
very well made. The JC-120 has prob-
lemms in the studio 'cause it's so noisy, but
it has that beautiful chorus effect. On Lit-
tle Creatures we used a Music Man head
and Marshall bottom for a lot of things."
Tina Weymouth still has her Veillette-Cit-
ron Standard bass, and a Hofner, strung
with Dean Markleys. Chris Frantz still has
his all-black, anodized Tama drum Kkit,
with timbales, two rack toms (oversized
and tuned low), and two Zildjian cymbals.
His home kit, used with Tom Tom Club,
consists of an eighteen-inch bass drum,
rack tom, floor tom, snare, high-hat and
cymbal. The Frantz/Weymouth domicile
also includes a “top-of-the-line" Casio
keyboard.,

Little Creatures was recorded in New
York at Sigma Sound Studios #5, on a
Solid State Logic desk, with a Studio
twenty-four-track recorder. Mixdown was
on an Ampex ATR-100, atthirty i.p.s. Tape
was Ampex 456. The album was also
mixed on Sony digital equipment. Sigma
has Fostex monitors, but engineer Eric
Thorngren preferred the JBL 4311Bs and
Yamaha NS-10s. The studio also has Lex-
icon 224-XL digital reverb, AMS RMX re-
verb and AMS DMX digital delay. Among
the microphones used were Neumann U-
87s and U-47s, Shure SM-57s, Crown
PZMs and AKG 414s
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IF YOURE
OBSESSIVE

ABOUT
DIGITAL AUDIO,
WELCOME

It's the Sony Digital Audio
Club. The world's first club dedi-
cated to creating awareness and
understanding of the remarkable
technology behind compact disc
players—f{rom the company most
qualified to provide it.

This year, to welcome you to
the club, you'll receive special
promotions on compact discs; dis-
counts on digital accessories; our
quarterly newsletter, "The Sony
Pulse”; The Sony Book of Digital
Audio Technology (over 300 pages
offacts and details); a 30" x 40"
digital audio poster; a digitally-
recorded compact disc; and ex-
tensive information about the
latest advances in digital prod-
ucts from Sony —the leader in di-
gital audio.

To become a member, sim-
ply mail the coupon below, along
with a check or money order for
$15* to Sony Digital Audio Club,
PO Box 2022, Boston, Mass.02118 **

And join the thousands of peo-
ple who are already well on their
way to satisfying their obsessions.

Name -
Address. - ~ .

City____ . . S
State Zip

*$3.00 additional for postage and han-
dling outside the U.S.** Please allow 4-6
weeks for delivery.
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Buyany Sony Compact Disc Player
and Save upto*200on
100 Great CD Titles!

Pick out any Sony Home, Car, or Portable Compact
Disc Player between September 1 and December 31,
1985 and pick up a Sony Disc-Count Book of 100
coupons, each worth $2 off the regular retail shelf
price of select CD’s.

There's never been a better time to buy a Sony Com-
pact Disc player. Because for a limited time, you can get
a coupon book good for up to $200 in Disc-Counts on
your choice of 100 select Compact Disc titles. Just look
for the Disc-Count Certificate inside specially-marked
Sony cartons.

You'll be able to choose the best compact disc titles
from the industry’s top recording artists. Best of all, you'll

be enjoying your CDs on a new Sony Compact Disc
player!

But hurry, because this is a limited-time opportunity.
Sony Compact Disc players must be purchased by
December 31. And coupons for the discs must be re-
deemed no later than March 31, 1986. The sound, and
the savings, will be sweet music to your ears!
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The new AT-RMX64
6-channel mixer/

4-track cassette

-

recorder from
Audio-lIechnica

Start with the basics. Six
input channels, not four
like most “portable stu-
dios” And any input can
be routed to any tape
track. Record in com-
patible stereo at normal
speed. Or on any com-
bination of 1 to 4 tracks
(from any other com-
bination when dub-
bing) at double speed.

With Dolby* B or C noise reduction. And
punch-in/punch-out on any track. Even vary
speed £15% to match instrument pitch

exactly.

All of the above and more makes the
AT-RMX064 a very impressive cassette recorder.
But the mixer section is even more remarkable
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...not only as an input
to the tape,but asa
free-standing mixer on
its own. Every input ac-
cepts a balanced or un-
balanced mike or line
signals with 60 dB of
available attenuation,
and 72 dB of overall
gain. With patch-in/out
for every channel. Plus
two “send” circuits for

every channel. Even 48V to phantom-power
professional condensers. But that’s not all.

Dual-frequency EQ of each input gives you

far more control than the usual glorified tone
controls. Peak or dip at selectable low and high
frequencies. Or select a high pass filter for the

bass and shelving of the highs up or down.

Grow with it!

*TM Dolby Laboratories Licensing Corp.



That’s truly im-

pressive flexibility.

And you can send any

input to any sub output

and/or tape channel. Add

signal processing from two re-

turn channcls. Pan between

channels 1 and 2 if you wish. Or
monitor any combination of channcls
with the solo bus. Create a PA mix and a
monitor mix if you wish, and record the
output while you perform.

The AT-RMX64 feeds your amps at +4 dBm,
not —10 dBm like the “little” mixer/tape re-
corders. With up to +18 dBm before clipping
so that you can use all the power in your amps.

In short, ¢very basic feature
you nced for mixing on the
road or in the demo studio.
Yet the AT-RMX64 is so easy to
use even a beginner can benefit from
its almost intuitive design. And as your
mixing and recording becomes more
sophisticated, you'll find the AT-RMX64
design grows with you. Both as a “live”
mixer and full-feature recorder. Indeed, the
more you know, the more the ATTRMX64
has to offer.
Don’t settle for a recorder/mixer that
can’t take you all the way to the top! Try the
AT-RMX64 at your Audio-Technica dealer, or
write for our colorful literature today.

/ audio-technica.

AudiosTechnical).S., Inc., 1221 Commerce Dr., Stow, OH 44224

(216) 686-2600
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Mi One look tells you there’s something special about the BOSS Micro Studio Series. Just under
eight-and-a-half inches wide, each Micro Studio unit is streamlined for show-stopping action. Phaser,
Flanger, Digital Delay, Compressor and Graphic EQ. Five full-function effects-devices that take up less than
three conventional rack spaces. In the studio or on the road, the Micro Studio Series gives you a big sound
without taking up a big space. Stack them up in BOSS’ optional BMR-5 Micro Rack. Or use BOSS’ special
RAD-10 adaptor to place two Micro Studio units side by side on a standard 19" rack.

There's nothing “scaled down™ about the Micro Studio’s performance. These feisty little guys are more than
ready to go up against the big boys. Just like Roland’s well-known studio delay units, the Micro Studio RDD-10
Digital Delay is based on a PCM digitizing system for high quality performance. The Micro Studio RGE-10
Graphic EQ packs in 10 full bands of control, and the RCL-10 Com-
pressor Limiter combines the functions of a compressor, limiter,
expander and noise gate in its tiny frame. With a dramatic range of
Modulation, Feedback and Mode settings, the Micro Studio RBF-10
Flanger and RPH-10 Phaser let you paint your sound in living colors.
P Thanks to Roland know-how, high technology doesn’t
carry a high price tag anymore. Check out the Micro Studio’s specs. §
Then check the price. You'll agree that small is beautiful. The Micro |
Studio Series: Brought to you in techno-color by BOSS. For more |
information, contact RolandCorp US, 7200 Dominion Circle, Los 'f\/,
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Er several years now, most

trend-setting producers have
been British. Lately though, the
pendulum of hipness has swung
back to our shores, partly because
it’s an R&B-infected era and
Americans know R&B better.
This month, meet three formerly
underappreciated Americans.

Richard Perry

In his first major interview in eight
years, the Pointers’ producer tells all.
Keith Forsey

Stylish sound, from Billy Idol’s snarl to
Giorgio Moroder's eurodisco.
Narada Michael Walden . 80
Meet the fusion drummer who gave
Aretha a new shot of high test gas.
Getting In Sync

Craig Anderton explains the mysteries
and machinations of time code.

Mike Fright

Tips and techniques on getting the most
out of microphones in the studio.




Reel American

Doctor of Apphed
Song Medicine,
Studio Psychology,
R&B Analysis and
Chart Metallurgy

By Roy Trakin

0, that's not right. You're

playlng that left-hand inver-
sion atad differently than last time,”
says Richard Perry, slightly
annoyed at the synth overdub Jeff
Lorber is recording on a track for
Jeffrey Osborne's new album. But
justasitseems Perry is all hard-ass
drill sergeant, he hears ariff he likes
and abruptly changes moods.
“That's it, good. Now can you
punch that in three measures
back.” In the course of the
evening's session, Perry will range
from stern taskmaster to fellow
musician, from cunning psy-
chologist to sage, twenty-year
Industry Legend.

As Lorber and bassist Nathan

Eastdo a few more takes, the sweet
smell of marijuana smoke fills the

RICHARD

airinside Perry’s Hollywood Studio
55 complex. He finally turns and
asks the monitor-room crew, “What
doyou think,” less it seems for their
opinions than to confirm his own.
After all, Richard Perry knows what
he wants.

“I'mlooking for the best ideas to
make the best record and I'm
prepared to provide as many of
them as is necessary,” he later
explains during a break in record-
ing. “Aside from that, | don’t care
where the solutions come from. As
long as it feels good to the
musician, that he feels he's putting
his own thing into it. I'm not a
dictator.

“If you asked me what single
thing contributed most to my
sound, | would say it's stimulating
the artistto his greatest level. That's
what makes a great record.”




PERRY .

The forty-three-year-old Perry $ «
has had his share of great records T
in a career spent producing
everyone from Captain Beefheart
and Tiny Timto Streisand and Diana
Ross, from Ella and Fats Dominoto
Ringo and Nilsson. These days his
handis ashot asit's ever been, with
his string of hits for the Pointer Sis-
ters and regular recent top ten fare
like DeBarge's “Rhythm Of The
Night” (which Jeff Lorber arranged)
and the Willie Nelson/Julio Iglesias
chestnut, “To All The Girls I've
Loved Before.”

To many production purists,

Richard Perry is “just” a commercial
producer, less interesting than
flashier, more experimental dial

CHRIS CUFFAROD

...or how one of the
most successful
producers of the
70s keeps the party
going in the 80s.



twisters like Arthur Baker, Bill Laswell,
Nile Rodgers or Keith Forsey. Perry, for
his part, remains aloof from the next
generation of of remix masters, dismiss-
ing them perhaps a little too casually
as "the emperor's new clothes.” In an
era of technology overkill, he's more
than happy to be best known as a “song
doctor.” As for the supposed stigma of
big budgets and the high stakes of
chart success, Perry sees sales as
perhaps the most vital criteria of his
oeuvre. If his records don't reach the
masses, he doesn't think he's done his
job. “I try to make the artist the biggest
and best they can possibly be. | always
conceived of producing as bringing the
artist to life in someone’s living room in
the most glorious, complimentary per-
formance one could imagine.”

A perfect illustration of how far Perry
will go to get that performance is his
story of how the final version of the
Pointers' "Jump” came about: “I had
finished the mix on that record and
everybody loved it except me,” he re-
calls. "Something was still missing for
me. Something fundamental, organic.
So I brought in Howie Rich to put down
a Minimoog synthesizer bass part,
which immediately changed the whole
groove of the record. Then | had Louis
Johnson add a Fender bass to that. It
was bizarre, because t usually don't like
to stack basses like that. But, in this
case, the addition of the two basses
and a light alternation in the rhythm of
the drum resulted in a totally different
record. It put more of a black feeling
into what was essentially a pop record.

"l was inspired. | called June Pointer
on a Saturday afternoon to come to the
studio and recut the fade to the vocal.
She did some ad libs in a voice | had
never heard her sing in before. Which
was exciting—it opened up a whole
new depth and maturity, so | had her
sing the entire vocal again, which took
about twenty minutes. But it changed
the entire complexion of the song.”

Richard Perry lives in a magnificent Hol-
lywood Hills edifice once owned by
Ronald Reagan (back in the Jane
Wyman era). A vintage Seeburg juke-
box dominates one corner of the living
room, while a wall full of photographs
pictures Richard through the ages,
romping with Barbra Streisand, George
and Ringo, the Pointers, Carly Simon
and Clive Davis, Perry’s trademark bushy
afro and horsemouth teeth dominating
every pose. His graying hair is now
close-cropped and fashionably styled,
and he speaks with the faint remnants
of a stutter; he offers me a take-out mac-

From Beefheart to the Beatles...

robiotic lunch that looks like the prison
food William Hurt is forced to eat in Kiss
Of The Spider Woman.

Perry was born and raised in Brook-
lyn. His parents manufactured musical
instruments for public school music
education classes. He studied drums
and oboe for over ten years, playing
the latter in the Brooklyn College Sym-
phony Orchestra when he was fourteen.
At the University of Michigan, he “was
in everything from eight-voice madrigal
groups and two-hundred-voice Bach
choirs to the world-renowned Michigan
Men's Glee Club.” But his first love was
the doo-wop harmony groups he be-
longed to in high school.

"I was assured of being a success if
| pursued a career in opera, since | had
one of those bass voices you could hear
in the last row of the balcony without
amplification,” he smiles. “I thought at

that time | wanted to pursue a career
in musical theatre.”

But rock 'n’ roll reared its raucous
head. The Escorts, the vocal group he
formed in high school, secured a re-
cording deal with the Coral label and
he cut a number of singles, one of
which, “Somewhere,” from West Side
Story, actually reached #1 in Detroit.
Since he was in Ann Arbor at the time
attending college, Perry and the group
played a series of record hops in the
Midwest during Thanksgiving break in
1962, including one at the 20 Grand
Bowling Lanes in Detroit.

"We were the only white group on the
bill, playing to an all-black audience,”
remembers Perry. "We shared a dress-
ing room with a pair of acts that were
being showcased by Motown—the
Temptations and the Supremes.” It
wouldn't be the first time Perry, who
would go on to produce Diana Ross
fifteen years later, would find himself a
white man in a sea of black music.

Perry remembers the Escorts’ first re-
cording sessions clearly. "We cut the
tracks straight to mono, without edits,”
he laughs. "We'd do four sides in three
hours. | was doing all the arrangements.
Even then | was bursting with produc-
tion ideas. | remember having to prac-
tically beg the producers to make an edit
between two takes. I'll never forget lis-
tening to that edit for the first time and
thinking it was the most amazing thing
I'd ever heard.”

Richard became good friends with
fellow Brooklynite Kenny Vance of Jay
& the Americans, and the two began to
collaborate. At the time, Perry had
graduated from college and was trying
to break into Broadway as a performer.
A mutual acquaintance of the pair, an
insurance salesman named Gary Katz
who wanted to break into the music bus-
iness, started a production company
and hired Perry as his partner. The of-
fice stayed open less than six months,
but both went on to bigger and better
things, Katz of course ending up as
Steely Dan’s producer. Perry himself
started getting independent production
work from the Kama Sutra label, then
seized the opportunity to relocate to Los
Angeles when the company opened a

‘““There are no cut-and-dried rules, but
there are certain things you can add
toget a groove. I try to mix R&B motifs
into a slightly different sound, some-
thing that'’s not altogether pop.”
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West Coast office headed by current
Elektra chief Bob Krasnow. His first as-
signment was to produce the debut
album by a wacky, white blues singer
named Don Van Vliet, better known as
Captain Beefheart.

“} heard him as being like John Fo-
gerty on acid, but in control, with com-
mercial purpose to it,” says Perry of
Safe As Milk, the resulting LP. "I was
disheartened when the record didn't
sell. The label was just getting started,
though, and there wasn't FM radio at
the time, so, if you didn't have a hit
single, the avenues for exposure were
little or none.”

As proof of his uncanny ability to un-
earth saleable properties in unlikely
places, however, witness the success
of one Herbert Khaury, ak.a. the trill-
voiced ukelele freak himself, Tiny Tim.
Perry's production of God Bless You,
Tiny Tim marked his first commercial (if
not aesthetic) triumph. Though Perry
went on to produce two more Tiny Tim
albums, the first remains his favorite:
“That record was the real beginning of
my producing career,” he says. "It was
the first album that | got to pick the
songs for and conceive the arrange-
ments. If Tiny Tim's career was handled
differently, | believe he could have had
staying power. Tim was not a one-dim-
ensional performer. He should have
been moved into TV and movies.”

Perry went on to a pair of assignments
with living legends Fats Domino and
Ella Fitzgerald, the latter the first album
Perry produced in London, where he
eventually met and worked with Harry
Nilsson, Fanny, and Carly Simon.
Richard tried to introduce both Fats and
Ella to contemporary material by the
Beatles, Smokey Robinson and Ran-
dy Newman—with mixed results. “I
thought it would be a kick for Fats
Domino todo ‘Lady Madonna,’' because
| knew Paul McCartney had written it
being freely inspired by Domino in the
first place.

“I encourage the people | work with
not to close the door on any influences
out of fear. | don't mean imitation, but,
if you have confidence in your abilities,
then why not open the door to other
things that might turn you on? How you
choose to interpret those influences will
always be unique. Case in point being
the Beatles. Sgt. Pepper's was more
than a watershed for me. It was the tem-
ple and the shrine. And it was recorded
on a four-track when most everybody
else was using an eight-track. To this
day, I'm baffled by that. And I've lis-
tened to some of the original tapes.”

Perry had great admiration for the En-
glish boards and engineers, making a
number of records at Trident Studios in
London. ! first learned about sounds
then,” says Perry, who admits he had

to ask buddy Kenny Vance what a four-
track was on the way to one of his first
recording sessions. “The top engineers
over there were far better trained. Robin
Cable was the twenty-one-year-old hot
one over at Trident, with Ken Scott as
the #2 guy. And, if you couldn’t get
either of those two, you had to settle for
the #3 engineer, Roy Thomas Baker.
There was a whole new approach to
sound in England at the time due to the
technology of their boards.”

The producer's ability at forging con-
temporary identities and finding suita-
ble new material for unlikely artists led
to Columbia’s Clive Davis arranging for
him to produce one of his long-time
idols, Barbra Streisand, in 1971.

“Stoney End was a turning point in

Barbra’s career,” he says of the album
that began what has turned into a four-
teen-year friendship. I was respectful,
but not intimidated. | approached it
knowing the both of us had a lotin com-
mon, including our backgrounds.
Barbra appreciates someone who
holds his ground with her. And who has
something to offer her.”

Richard Perry first met singer/song-
writer Harry Nilsson at a party Phil Spec-
tor was giving for Tiny Tim in 1968. They
formed a mutual admiration society
until, three years later, Nilsson ask-
ed Perry to produce his Nilsson
Schmilsson album. Richard recalls
Harry suffering from a severe case of
writer's block in the studio, right up until
the time he had to record his vocals.

POLARIS.

¢ 6 After a month of ferocious traveling over
land, water and sky —and 18 hard-played
concerts — the Chroma™ Polaris™ has proven
itself a real warhorse. It has a great key-
board feel. The tuning is amazing. (I only
had to tune it twice.) It has some real usable
factory presets, including an inverted key-
board preset. Very easy to program. Overall,
a real fine instrument.99
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“All we had were incomplete songs.
A chorus here, a verse there. We had
the studio and all the musicians booked
in advance. Finally, the day we went in,
| said to Harry, ‘You know those little
ditties? They're becoming songs today.’
| had cut all these tracks, leaving room
for the subsequent lyrics. When the day
came for him to sing, he laid down on
the floor of the studio and finally wrote
out the words.”

Nilsson's drinking problem and mar-
ital break-up all but doomed the follow-
up LP, Son Of Schmilsson, according
to Perry, who says the song, "You're
Breaking My Heart,” with its “Fuck you"
chorus, "had metaphoric significance
for the whole album.” Perry insists that
the first Nilsson album and Carly

Simon's No Secrets LP (which he did
directly following the second Nilsson
album) are two records he's produced
whose sound still holds up today, de-
spite over a decade of technological
advancement.

By now Perry had cemented his rep as
one of the best "song doctors” in the
business (he admits he's had most of
his success with artists who don't write
their own material). But he was equally
adept at getting more out of singer/
songwriter clients, as he did on Carly
Simon's "You're So Vain.” "When Carly
played me that song for the first time,
she had a considerably different in-
terpretation in mind,” explains Perry. “It
was originally called ‘The Ballad Of A

ON
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CHROMA
POLARIS.

¢ 6 The Polaris” produces such a wide range
of sound for such a portable synthesizer.
It’s got the richness and warmth of an ana-
log synth with a digital sequencer as well99
It's no wonder Chick Corea is featuring the
Polaris on his current tour with the new Chick
Corea Elektric Band. Because it takes a great
instrument to speak for a great artist.
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Vain Man." At the last minute, we
changed it to 'You're So Vain." She
heard it as a folk song.”

“You're So Vain" was a record that
reached out and grabbed the listener,
a quality Perry tries to put into all his
productions. “That's the number one
thing | learned from the Beatles' rec-
ords,” he reveals. “They involved every-
body. You could add your interpretation
to it. Even if you didn't understand what
a particular lyric meant, or you felt the
synthesizers or George's Eastern in-
strumentation was weird. An artist can't
hope to stand on the other side of the
bridge and expect the audience to
cross over to him. You have to build the
bridge and frequently come over and
even help them cross, if you care
enough about the public understanding
what you're doing.”

With the Ringo Starr solo album,
Richard Perry finally got a chance to
experience making music with the Bea-
tles, a result of Ringo's affection for the
Tiny Tim debut. All four members con-
tributed to the record, and Perry was
hailed as the man who brought the band
back together again after the break-up
five years earlier. "Everybody wanted to
pitch in and do what they could for
Ringo,” the producer reminisces fondly.
"He was the catalyst. His record gave
the others the opportunity to work to-
gether without any egos involved.

“There was a high level of diplomacy
involved, though. George contributed
‘Photograph,’ then John came to town
with 'l Am The Greatest,” which he'd
written specifically for the album. We
were recording in Sunset Sound in Los
Angeles and I'll never forget it as long
as | live. While we were in the beginning
stages of doing John's track, someone
called on George's behalf, wanting to
know if he could come down and play
on the cut. | had to go into the studio
and actually ask John Lennon if it was
okay for George Harrison to come down
and work on the record. John simply
shouted to me, 'Tell him to get down
here and help me finish this bridge!
And next thing | know, George had
come in, quietly plugged in his guitar
and proceeded to play the perfect part.
If that wasn't Beatles magic, | don't
know what is!”

Returning to London, Perry asked
McCartney if he would contribute a
song to the album, too, and ended up
spending a week in the studio together
with Paul and Ringo. “It was the fulfill-
ment of my dreams in the record busi-
ness,” says Richard. "Without question,
it was the most exciting experience I've
ever had in my life. Between working
with the Beatles and Mick Jagger on
‘You're So Vain,' | knew | couldn’t go
any higher after that. The Ringo record
was a challenge and a responsibility,




too. | knew if it in any way came up

short, it would have been unfavorably
compared to the Beatles' efforts.”

After hitting the heights with the Ringo
record, Perry had his first high-priced
commercial flop with Martha Reeves,
then went on to produce what is still
one of his favorite records, Art Garfun-
kel's Breakaway. “Out of all the records
I've made, that's the one | listen to today
the most, almost as if it's not one of my
own albums. | like quiet music.”

The latter part of the 70s saw more
Perry hits, including Carly Simon's “No-
body Does It Better,” the theme to the
James Bond film, The Spy Who Loved
Me, as well as two gold singles with Leo
Sayer. His productions for the likes of
Burton Cummings, Manhattan Transfer
and Diana Ross were somewhat less
successful, though the ex-Supremes’
Baby it's Me LP did go gold in 1977,
albeit without a hit single.

At the close of the decade, Perry had
another long-standing wish come true
when he launched his own Planet Rec-
ords label in 1978, distributed first by
Elektra, then by RCA. "“It's really just the
highest level of production deal,” he ad-
mits. “it's now part of my job to make
sure a record gets treated properly in
the areas of promotion, distribution,
marketing, advertising and publicity. |
had always been involved in those de-
partments, frequently out of frustration.
| had to make it part of my work. The
experience, quite frankly, has been
mixed. | decided to start a record com-
pany just when the business was going
through one of its worst recessions. |
consider the fact that we're still in bus-
iness today a major accomplishment.”

Recently, though, Perry has pared the
label down to just two artists—the
Pointer Sisters and Greg Phillinganes—
and has decided to sell his interest in
the company to RCA while concentrat-
ing solely on independent production
work. One thing he intends to keep
doing is working with the Pointer Sisters,
a group that he's guided through some
tough times to their current multi-plat-
inum standing.

“The fun doesn't begin for me until
after the third album,” he says of his
collaborations. “I've been vindicated by
my relationship with the Pointer Sisters.
After the second album we did together,
they were on the brink of bankruptcy.
We slowly fought our way back, step
by step. We went through that whole
experience of prejudice with the various
factions of radio. You know, they were
too black to be pop and too pop to be
black. We've only finally found our place
over the last year.”

Throughout his career, Perry has
fought the element of racism in music.
He is rightfully proud of his role in
popularizing black music to a white au-

dience, an element he feels is at the
root of the 50s rock 'n’ roll he grew up
on. “The Golden Age of Rock 'n’ Roll
was rhythm & blues being played on
white radio,” he explains. “Gaining a
wider audience. It wasn'tthe deep, dark
blues of the late 40s and early 50s. It
had a bit more of a universal appeal to
it, more of a beat. | feel | know more
about the roots of R&B than most
people in the business, black or white.
Back in those days, a thought wasn't
given to whether you were black or
white. People like Bert Berns and Jerry
Ragovoy were some of the most soulful
writers and musicians of all time, and
they were white boys. One's soul has
no color. It's the kind of music you make.
And that's how it should be judged.

What's made music so exciting for me
over the last two years is the fact that
the walls are starting to come down.
Black and rock are mixing freely. That's
why everything has started to fall into
place for me with the Break Out album.
| now have the opportunity to function
with total creative freedom, without hav-
ing to worry if a record is too black.”

Perry's method of finding the R&B
pulse in everything he does comes to
light as | observe him recording over-
dubs on the Jeffrey Osborne record.
He urges first keyboardist Lorber, then
bassist East to incorporate those funky
touches that give the songs their
“black” edge.

“It would take me a half hour to ex-
plain precisely what that feel is,” says

¢¢The Chroma’ Polaris” has a method
of accessing sounds that is one of the
most convenient I've ever run across.
And it has a built-in sequencer that’s
a lot more powerful than those typi-
cally found in smaller synthesizers.
The Polaris fills a gap that’s been left
wide open by the others and it’s hot!99
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the articulate Perry, who credits his
communication skills with making him
a successful producer. “I'd have to run
down what every instrument is doing
and tell you the characteristics of each.
And that would only be for the specific
song. There are no cut-and-dried rules,
but there are certain sounds or
technigues you can add to get a certain
kind of groove. | try to mix R&B motifs
into a slightly different sound, some-
thing that's not altogether pop, but not
altogether rhythm & blues, either. Hope-
fully, it's crossover. | think that's impor-
tant because it helps black music to
expand and grow in terms of its influ-
ences, while allowing artists such as
Jeffrey Osborne and the Pointer Sisters
to reach a wider audience.”

What's left to accomplish for a man
who's earned thirteen gold singles and
six Grammy nominations, who's been
named "Producer Of The Year" by
Billboard magazine? As evidenced by
his work on the last few Pointers videos,
Richard Perry wants to segue into dir-
ecting feature films, a skill he believes
is exactly like producing albums. lIs
there any artist out there he'd like to
produce? While admitting he's fulfilled
all of his professional fantasies, Perry
allows that he's harbored a few secret
ambitions.

"When David Bowie went over to EMI,
just before he recorded Let's Dance, |
thought it would be interesting to work
with him,” reveals Richard after some
prompting. “Now that he's made the

TWOYEAR

One great feature of the Chroma™ Polaris™ that you won'’t find on any
other synthesizer in the world is its two year limited warranty. It’s a war-
ranty that no other manufacturer ecan match. This warranty is extended
to the original owner and is good from the date of purchdsc. So if your
Polaris should develop problems resulting from normal use during the
first two ycars, we'll pay for the parts and labor on repairs. And we're
also extending this offer to the original owner of any Polaris, regardless
of when the Polaris was purchased. So besides getting a great synthe-
sizer, you'll also get our promise that it will stay a great synthesizer.
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changeover successfully, the challenge
isn't as great for me. I've also always
wanted to do a solo record with Mick
Jagger. | feel the record he made didn't
fulfill his potential; | think it fell way short
of the mark. 1 would have gone for
something completely different, rather
than making a Stones album without
Keith Richard. If | was going to do a
record with Jagger, I'd make sure you
wouldn't miss Keith, evenif | had to have
him play on it."

In this era of cocaine-driven technol-
ogy freaks seeking weirder and
baaader remixes, a pot-smoking ex-
hippie producer like Richard Perry is a
refreshing throwback. He remains a
proud man, not so much vain as zealous
of his reputation and his place in pop
history. How did someone so firmly em-
bedded in 70s lore cut it so well in the
80s? Maybe it's just the times have
caught up with Richard Perry.

It seems to be my natural calling in
life," the crossover crusader says non-
chalantly, and returns to the control
room to direct yet another take.®

Perryphemalia
Studio 55 has two main recording rooms,
one for tracking, one for mixing. The
former, Studio A, has a custom 40x28
board and Altec 604E monitors powered
by a Urei 6500 amp. Auxiliary monitors
are Yamaha NS10s, Auratones and
RORs. The tape machines are a Studer
AB00 24-track, an Ampex 1100 16- or 24-
track, two Ampex ATR 100 2-tracks and
three Sony TCK-77 cassette decks
(there's also a JVC turntable). Outboard
gear includes dbx 160, LA2As and
LA4As and Urei 1176 compressor/limit-
ers, Pultec and APl 550 equalizers, an
Eventide DDL, an EMT 140 Plate reverb
and Q-lock and Lynx synchronizers.
Studio B uses exactly the same equip-
ment, except the board is a Neve 8128
with Necam auto mixdown, monitors in-
clude a pair of K&Hs and the Ampex 16/
24-track is a 1200. Studio B also has Lex-
icon Prime Time and Klark-Teknik DDLs,
plus AMS RMX-16 and EMT 250 reverbs.
Also available at Studio 55 are forty-
eight tracks of Dolby, a vocal stressor,
Eventide flangers, a Urei 964 digital
metronome, Invonics limiters, Kepex | &
Il and Gain Brain noise gates, Trident
parametric eqs, Klark-Teknik graphic
eqs, a Roland Stereo chorus, a Simmons
Clap Trap, DMX, Fender Rhodes piano,
a Hammond B-3 with Leslie, Hohner
clavinet, “the usual complement of micro-
phones,” and Steinway, Kawai and Tack
acoustic pianos.

Synching from page 90

Machine-to-
Machine Sync

Before MIDI sequencers and drum
machines became so important,
SMPTE's main audio use was to syn-
chronize two recorders together via an




expensive chase-locking synchronizer,
so called because the synchronizer
causes the slave to “chase” the master
and “lock” to the master’s time code.
Both the master and the slave must
have SMPTE time code recorded on
one track; when the tape is rolling, this
data feeds into the synchronizer. The
synchronizer reads the time code from
the two machines and compares them.
If the slave is running a little slow or fast
compared to the master, the syn-
chronizer sends an appropriate correc-
tion signal to the slave so that the two
machines maintain sync (see Fig. 5).

Machine-to-machine sync has sev-
eral applications. One is to lock two
multi-track machines together to obtain
more tracks (i.e. two 24-tracks slaved
together to give 48 tracks total, of which
two are dedicated to time code).
Another is to create “slave reels” in
order to avoid playing a master tape
too many times. Once the rhythm tracks
are recorded on the master machine,
these tracks can be premixed to one or
two tracks on the slave machine. Over-
dubs are then added to the reel on the
slave machine. Once overdubs are
complete, the slave and master
machines are synched together, and
the overdubbed parts are transferred
over to the master reel.

A final SMPTE application involves
“pyramiding,” as used by synthesist
Larry Fast (Synergy and Peter Gabriel
band). He prefers to work at home on
his 8-track, but in many cases needs
more than eight tracks to complete a
project. So, he records SMPTE on one
track of the 8-track, then fills up the
other tracks with parts. After recording
the tracks he books some time at House
of Music (a 24-track studio) and trans-
fers the tracks, including SMPTE, over
to the 24-track. He then syncs the 24-
track and 8-track together, makes a pre-
mix from the 24 on to one track of the
8-track, goes home, and loads up the
remaining six tracks on his eight track.
He then books some more time, syncs
the 24-track and 8-track machines to-
gether, transfers his new overdubs, and
so on until all 24 tracks are filled up.
Not only does he get to work at home,
but this saves a lot of money; the time
required to transfer the parts is minimal,
so the only significant studio cost is for
mixdown time.

Wrapping Up...

In today's audio/video studio, SMPTE
provides the system master clock, while
MIDI acts as an intelligent interface be-
tween various pieces of equipment.
Synchro-sonic triggers and pulses can
further be derived from MIDI to trigger
individual events, or provide compati-
bility with older gate- and trigger-ori-

ented systems. All in all, there are a lot
of ways to synchronize devices.

Everything is not perfectly rosy, how-
ever. Many SMPTE/MIDI devices are
expensive, and each one seems to
have some particular feature not shared
by the others...So shop very carefully
before laying down your bucks. Also,
different devices take different amounts
of time to process the SMPTE or MIDI
signal. As a result, some instruments
may lag behind other instruments by a
few milliseconds; these errors are often
tuned out using delay lines, or delay
facilities built into the synchronizers
themselves.

But most problems are surmount-
able, and besides, synchronization is a
relatively new subject, so some growing

pains are inevitable. As the music in-
dustry becomes more sync-conscious,
it won't be long before we start to see
signal processors, mixers and other de-
vices that can read SMPTE time code
directly. Truly low-cost automated mix-
down is not far away either, and some
advanced SMPTE-ready devices are
available now (such as TASCAM's
Model 58 recorder, and the new Fostex
two-track that includes a center-chan-
nel third track for recording time code).
Learning to apply synchronizers hasim-
proved my efficiency in the studio, al-
lowed for more sophisticated musical
compositions, and opened up the world
of video/audio production...spend a lit-
tle time delving into the subject, and
your horizons will be broadened as well.

Another great feature of the Polaris™is its price. For a limited
time, participating dealers are offering this extraordinary
instrument for just $1,495. For your free information packet
on the Polaris, write to us at Fender Musical Instruments,
1130 Columbia Street, Brea, CA 92621. Or to find yvour
nearest Polaris dealer, call us at (714) 990-0909.Then vou
an play the Chroma™ Polaris™ and discover for vourself
what everyone’s talking about.

CHROMA Polrs
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Reel American

KEITH
FORSEY'S
DISCO
SNARL

From Donna Summer
to Billy Idol, from
Psy-Furs to Simple
Minds, the union of
style and raunch.

By Rob Tannenbaum

ost brilliant career
moves are spur-
red by divine in-
tervention. Consider Noah, who was
happily employed as a farmer until
some cumulonimbus clouds convinced
him to bone up on home carpentry. Or
Richard Nixon, who opted for the life of
an author when he felt the hot breath
of the Justice Department through his
White House door. And then there's
Keith Forsey, who toiled as a simple
disco drummer until an amateurish cas-
sette from a snarling, leather-clad
singer brought him to his true calling.
Well what'dya expect, a burning bush?

“I was living with Giorgio Moroder in
Los Angeles around 1980 and he would
get tapes of bands, to see who he
wanted to produce. One day, a pack-
age came with this flamboyant, big-time
writing, in black, red and green. It was
rough demos from Generation X; very
sketchy, but ‘Dancing With Myself' was
on there.

“The moment | heard Billy Idol's
voice, it struck me that this guy was
happening. | got a lot of flak from other
people around me, who thought | was
wasting my time. Giorgio didn't want to

do it, so | said, ‘Boss, give me a break.
I have to do this record.’ It was my first
production and they took a chance on
me. When we finished the album, that's
when | thought, ‘God, | have to be a
producer.”

It's September, 1985. Having already
made his home in England, Germany
and Los Angeles, the thirty-seven-year-
old Forsey presently inhabits a New
York hotel room while producing Billy
Idol's new album. Monogrammed tow-
els are draped around a portable studio
the band uses to work up songs for the
album. “Billy’'s coming over tonight and
we're gonna write some hits,” Forsey
casually telis a caller. Such seif-con-
fidence is merited by lifetime chart im-

aware of the producer than the band.
Frankie Goes To Hollywood is reatly Tre-
vor Horn. The producer will go on work-
ing, butyou don'tknow if the band will.”

Isn't it possible that Forsey is being
unfair? After all, some people have
called him the American Trevor Horn
and suggested—erroneously, he in-
sists—that he manufactures Billy Idol's
hits. “True,” he considers. "You never
really quite know who does what. We
might be being unfair to Frankie.” Then
Forsey’s contrite frown spreads into a
grin. “But | don't think so.”

The producer's prime job, Forsey
maintains, is “pulling the band's per-
sonality out and nailing it to plastic. I've
had people produce records that I've
played on; | had to play a song that |
couldn’t stand. How can you give an
audience any feeling about something
if the song is bullshit to you? The most

“The most important thing is that the band is happy.”

pact above and beyond his Idol specu-
lation. As a musician and songwriter,
Forsey helped his boss conquer
America with Donna Summer and Irene
Cara—Forsey shared an Oscar for co-
writing “Flashdance (What A Feeling).”
As a budding producer he's done LPs
for the Psychedelic Furs, Icehouse and
Nina Hagen. Most recently he's put big
singles by Glenn Frey and Simple
Minds into the Hot 100. At times, Keith
Forsey does seem able to manufacture
a hit record at will.

That is, until you hear him say, “The
most clichéd thing to steer clear of is
the hit single. It doesn't represent the
band, it's just a song to bank on. A Tre-
vor Horn cut has an obvious stamp on
it, which is sad—it makes you more

important thing is that when the band
leaves the studio, they're happy. That's
one of the things | learned by coming
from the other side of the fence. "

When Forsey began his life “on the
other side of the fence,” drums were
his passion. As a boy in London, Keith
was seduced by a kit his older brother
brought into the house. “The smell of
the drum kit attracted me,” he laughs.
“In those days, they used real calfskin
on the heads. With the trap case and
the cymbais, the smell was so strong
that even when | went to bed I'd think
about it. One day my brother said, "Ere,
just go boom-chh-boomboom-chh,’
and | slowly drifted into it.”

The most successful British band he
played with was Spectrum, who had a
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hit in Spain with a Beatles cover. Around
1970, he drifted to Munich to play drums
for Amon Duul |, pioneers along with
Kraftwerk in the German electronic trad-
ition. After a few years he joined Pass-
port, a mediocre German outfit who
emulated Weather Report. Neither was
what he wanted. “I'm a straight-ahead
drummer, and they were a little bit out
of my range. | was delving into some-
thing | probably shouldn't have been.
“I wanted to feel more in control of
myself. in certain bands, if somebody
happened to be onstage stoned out of
their mind, it didn't make me look good.
So | figured | didn’t want to rely on any-
body.” That decision led him to a ses-
sion career. “As long as | had my chops
together, | could be a complete unit.”
In Munich in the early 70s, that meant
working with Giorgio Moroder, who
ruled the German charts with Euro-
disco. Moroder gave Forsey lots of
work. “You'd do a disco song in the
morning and in the afternoon there
would be a cover of a T. Rex song,” he
recalls fondly. Moroder's session
coterie was developing into a produc-
tion team for Donna Summer. Forsey
played on almost all of Summer’s rec-
ords, from | Feel Love to The Wanderer.
Her backing team included co-produc-
ers Moroder and Pete Bellotte, with For-
sey on drums and Harold Faltermeyer

at the keyboards. It was Forsey, Falter-
meyer and Bellotte who co-wrote “Hot
Stuff* and made “a definite decision to
get more into rock 'n’ roll.” (Someday
do a comparison listen to “Hot Stuff”
and “Rebel Yell.”)

To Forsey, disco is still not a dirty
word. “l love disco,” he confesses. “To
me, disco is ‘Put It Where You Want It,’
by the Jazz Crusaders. Stix Hooper
playing four-on-the-floor, with two and
four snare drums, eighth-note high-hat,
no drum fill and grooved to the max. It
was only when the whole world started
jamming out albums by people who
couldn't sing that disco became dis-
gusting. Listen to the music out there
now—Madonna is just cheap disco.”

Moroder began to work with more
American bands, and when he moved
to Los Angelesin 1979, Forsey followed.
The drummer quickly became estab-
lished in West Coast session circles and
his experience expanded to sound-
tracks, as Moroder worked on Foxes,
Cat People and Flashdance. At around
the same time, Forsey signed a deal for
a solo album.

“Oh, do you have to mention that?”
he sighs. The LP, which featured such
L.A. session stars as Larry Carlton,
Steve Lukather and Leland Sklar, was
never released in the U.S. “From play-
ing sessions | had done rock 'n' roll,

jazz, country and | liked it all. When |
made the record, all this stuff came out
and there was no face behind it. it was
a mess. | can emulate Bryan Ferry or
David Bowie, but as an artist, | don't
have a soul of my own.”

This self-analysis (and his love of
calfskin) may explain Forsey's instant
passion for the Generation X demo tape
he came across soon after his solo de-
bacle. After all, Idol has never been ac-
cused of lacking personality. But Idol
and Gen X were also a way to balance
the languid musical values of the El-Lay

continued on page 85

Forsey’s Forceps

Forsey writes at home on a TEAC 4-track,
with an Ovation acoustic and a Roland
Juno 60 synth. His other guitars are a
Fender Tele and a Kramer; he has no
preference on amps or strings. He also
has a Fender bass, Lexicon PCM-60 re-
verb, an AMS delay, LinnDrum and Ro-
land TR-808 drum machines, a Roland
MSQ-700 sequencer and a Yamaha
grand piano. His drum kits are Tama, a
black Slingerland and an old Ludwig. He
sticks a Black Beauty snare in, favors
Paiste cymbals and Emperor heads. “The
smaller the kit, the better; | don't go in
for eight toms or two bass drums.” He
has an older Simmons electronic kit,
which he says nasty things about. And
he uses a Dr. Click when necessary.
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5* NARADA

mCHAEL
’ WALDEN

¥ ARETHA

A funky refugee
- from the fusion wars
remakes Lady Soul
and puts down some
recording roots.

By Josef Woodard

producer's studio is his
castle. On a muggy July
day, in San Rafael's Tar-
pan studio, Narada Michael Walden is
tending his with a benevolent, excitable
hand. He personally acknowledges an
assortment of workers buzzing about
the building, shaking hands and kissing
the cheeks of the better sex: "God’s
greatest invention,” he grins copiously
to the visiting journalist.

In the outer offices, the phones are
busy with negotiations. Upstairs, in-
house songwriter Preston Glass is cul-
tivating a hook or two on a DX7. Clar-
ence Clemons, whom Narada is pres-
ently working with, mills about the
lounge. Tarpan (which means “satisfac-
tion unparalleled” according to the
name given it by Narada's spiritual
leader, Sri Chinmoy) is a thriving musi-
cal domain.

And much of the reason has to do
with a pink Cadillac, a toy model of
which sits like a symbolic trophy on top
of the recording console. The Caddy in
question is the hero of the crossover
smash “Freeway Of Love,” which has
sent Aretha Franklin revving up the
charts and has brought overdue atten-
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tion to Narada the producer. After toiling
over the past decade in the varying
roles as monster drummer/songwriter/
keyboardist/singer R&B solo artist,
Narada is suddenly enjoying limelight
as the man who brought the world
Who's Zoomin’ Who, by general con-
sensus the best Aretharecordinyears.

Narada’'s natural geyser of exuber-
ance is enhanced this day, having just
received word of Aretha having gone
gold. “I'm so happy and relieved the
album’s doing well,"” he sighs. “Wouldn't
it have been horrible, to produce Aretha
Franklin and have it be a flop?”

How did he succeed where other,
more seasoned producers have missed
the mark? “| did a lot of homework,” he
explains. “I listened to a lot of her older
work, because | wanted to get a handle
on it. People, for the most part, when
they think of Aretha Franklin, think of
good times, good vibes, fried chicken,
lady soul on the box, can do no harm.
Ain’'t nobody gonna drop a bomb on
your head. That's what | wanted to get
again, in this modern-day society where
everybody’'s OD'ing on sample this,
Fairlight that. I'm not putting that down,
‘cause |I'm the biggest freak of that kind
of stuff that ever lived. But she’s so nat-
ural, you have to address it as such.”

At a time when technoid hip-hop sur-
faces dominate the urban contempo-
rary scene, Who's Zoomin' Who does
sound refreshingly non-electronic. It
has a real-time integrity, with nearly all
the excitement coming from Aretha’s
queenly means. There are token celeb-

rity walk-ons by the Eurythmics and
Peter Wolf (what soul-colored pop
singer wouldn't like an audience with
the queen?), but the prize moments
come during a tune like “Sweet Bitter
Love,"” on which she belts out her gos-
pel-hued fury.

“She’'s a walking church,” Narada
suggests. "l didn't do anything. She
truly is a great lady of our times. It's the
biggest high when you're sitting there
in the booth looking through that win-
dow; you've got a mild groove going
and that sound just pouring out of her
mouth. She'd be talking about '‘Baby,
we're going to better-than-ever street.’
That's the way she is. | didn't tell her (in
a stiff anglo voice) 'Why don't you do
something clever here?"”

Was it intimidating working with soul
royalty? “At first, but the truth of the mat-
ter is, Aretha has a great sense of
humor. She’s very young in spirit. You
think of her as this old legend—I know
| did, because | didn't know her. But
you meet her and she's got this
babyface, she's laughing and giggling,
cracking jokes. You lose your tension
immediately. But you really just have to
let her do her thing.

“She does what she does. If it feit
right to her, that's your record, buddy.
She teased me, ‘Narada the perfec-
tionist. You want me to do it again?
Narada the perfectionist."

Some of Narada's perfectionist ten-
dency may come from his keen aware-
ness of several facets of the record-
making process. For the Zoomin' proj-
ect, he played drums and keyboards
as well as penning a fair portion of the
material. With his pent-up talent, it's
hard for Narada to play the producer
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role as the omniscient overseer from the
control room armchair. He's got itchy
fingers, and limbs.

In fact, the term producer itself
doesn't carry much weight for him. “I'm
no producer,” he states flatly. After a
pregnant pause, he continues, “I don't
know what the word means. It's just
being a sensible person. Some people
are better at making practical decisions
than others. If you're walking down the
street and you see a beautiful dress for
your girlfriend, if you're real impulsive,
you might buy it. If you have the money
and you're impulsive, you're in trouble.
Being a producer's just being able to
have a sense of balance.

“The balancing act really comes into
play when you're trying to reach the
most people, and that seems to be the
call of the day. It's always been the call
of the day, really, but even more so now
because there's this strong push to sell
huge units, make the biggest noise, the
biggest bang. [with muster] Look out,
you're on my territory. Back! Get off my
turf. Yeah!" He lets out a brawling laugh.

Narada tends to address the produc-
tion gambit in metaphors, rather than
nuts-and-bolts terms. “Quincy says,
man, that being a producer is like being
the director of a film. You pick the right
script, pick the right actor or singer, the
right cameraman or engineer. The way
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| produce is more along an athletic line.
I’'m more of a coach than a producer, if
| have to have a title. | have to inspire
somebody to keep pushing, keep
going, or to dig deeper or go higher, to
transcend yourself. To me, good drum-
mers are like that. In a band, they're the
heartbeat, they're the pushers.”

Of course, the drummer reference is
no idle analogy; Narada first gained
notoriety as an explosive and dexterous
force behind a kit. “A lot of people don't
understand drummers,” he ventures.
"They think they're unmusical people.
That's just ignorance, because there
are so many great musicians who came
from rhythm first.” Narada immersed
himself in music in numerous bands in
Michigan, his home state, before head-
ing to Los Angeles. It was there that
he linked up with Mahavishnu John
McLaughlin, which then led to a noted
stint with Jeff Beck; Narada became a
drummerly foil, with the goods to go téte
a téte with the reigning guitar heroes.

Much as he cherished the oppor-
tunities, Narada regrets that his position
created "a stigma of ‘Okay, you're a fu-
sion cat.’ If John likes you, you must be
a bad cat [laughs]. It hurt me, because
| couldn't get any work doing anything
else. For a long time, when | wanted to
go and make commercial records, they
would automatically think ‘Oh, you're
going tooverplay.’ Of course, | probably
would. But let me be the judge of that.”

Narada’s creative urges found a ripe
outlet on Beck's celebrated Wired
album. Not only did the drumming on
tunes such as “Led Boots” approximate
gale force eloquence, but Narada’s
compositional input accounted for most
of the album’s material. “It was a good
time,” he recalls of the Wired days. “We
could experiment and get over with it.
You didn't have to do stock things. You
could mix things up—play rock blues
with odd meters or off-the-wall chords.”

Inevitably, Narada pursued a solo
career. Interesting though his projects
have been, sales have been elusive.
His jazz-rock tinted debut album of
1976 came at a bad time, just as the
fusion craze was starting to ebb. "It
didn't sell, for whatever reason, so At-
lantic records came to me and said,
'Okay, this fusion stuff is starting to get
thin now. Why don’t you do more singing
and let's go that route.' | started to do
more singing, more verse/chorus/
bridge—songs. But had the first album
done better, believe me, | would have
pursued more of that kind of path.
Here's Jeff's album, which has my writ-
ing and playing all over it, and it goes
gold. | release an album and you can’t
give it away.”

This year's model, The Nature Of
Things, is the latest of several eclectic,
but decidedly funk-minded solo al-
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bums. Thus far, it has failed to generate
any big noise, commercially. But while
Narada has been tenaciously casting
out his own artistic net, his producer
chair has kept him increasingly busy.
Aretha’'s nugget validates an impres-
sive list of artists Narada has worked
with over the past few years, including
Angela Bofill, Sister Sledge, Herbie
Hancock, Patti Austin and just recently,
Larry Graham. Narada's expertise gen-
erally covers a crossover terrain be-
tween black and white radio, which can
sometimes be afrustrating netherworld.

“Look at Clarence (Clemons), man;
he had a record out last year and the
guy's in limboland. Sure, he plays with
the biggest group in the land—Spring-
steen. But he's not Springsteen; he's a
black man in a white man's country.
Let's break it down. Pop radio wouid
love to play hit records by him, and they
will as long as they see him doing some-
thing on black radio. They love him, but
they won't do anybody favors. There is
no loyalty in pop radio, to anybody—
white, black or green.

“You're talking about hitting the pulse,
especially when there are so many
white English artists playing black
music. It's bigger than ever. It's sad on
one front; there’s no more need for
major labels, necessarily, to sign ghetto
bands from Chicago or Detroit. They
come over here from London and
they've got their image built in. People
eat it up.

“| don’'t mean to sound jaded, bitter,
prejudiced or anything, because I'm
not,” says Narada, suddenly monitoring
his rap. "We are the greatest country in
the world. But sometimes you're a big-
ger hero in someone else’s country, it's
just the truth. It's not just the black man
crying, because they're jamming to all
kinds of obscure black acts in England
you'd never know about in America.

“So I'm not really complaining. I'm just
saying that it's a game, and to be a
producer—as you say—or a coach, you
have to understand the nature of the
game. You have to understand the
rutes. Like in tennis; you can have a
great shot, but if it goes outside the
court, it don't make no difference.”

The Coach’s Megaphones

Narada uses Pearl drums, Paiste cym-
bals and Remo heads. He also owns a
LinnDrum, a Yamaha DX7, a Prophet 5,
a Fender Rhodes given to him by John
MclLaughlin, and a Roland MSQ-700
sequencer. Tarpan Studio sports a Tri-
dent TSM board out of the Automatt
Studio A. Its decks are a Studer AB0O and
an MCI JH 224, plus a Q Lock 310, which
enables 48-track synching. His outboard
gear includes DeltalLab, Lexicon Prime
Time and ADA digital delays,an AMS re-
verb and Urei 1176 compressor/limiters.
Monitor speakers are Urei time aligns and
Yamaha NS10s.
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environment. "This was a conscious de-
cision on my part. | was becoming very
music-oriented, very clever clever;
using technique instead of the energy
that was in the music | grew up playing.
| was getting very slick and losing the
youthful essence that had excited me
about the Stones and the Who. The Sex
Pistols were just what | used to get off
on when | was sixteen; out-of-tune, in-
tune/too-fast, too-slow, who cares?”

Forsey admits today that he "wasn't
really prepared to produce the Gen X
record.” Kiss Me Deadly was taken by
many as proof that punk had hit a dead
end. Idol was signed to cut a solo EP.
“A lot of people didn't want him to use
me again and | can't blame them," For-
sey says. "A guy who'd just made a flop
album? But Billy was adamant about it,
the way he always is.”

The remade “Dancing” became a
dance club epic, fired by ex-Clash
drummer Terry Chimes' relentless beat.
Chrysalis released "Hot In The City,”
“White Wedding” and even “"Dancing
With Myself” (for a third time) as singles.
But, Forsey explains, “Radio said, ‘No
way. A spikey-haired guy? Get it out of
my face.”

Forsey's next production assignment
was Icehouse, the Australian band
fronted by Iva Davies, whose David
Bowie fixation is deeper than Ma-
donna'’s belly button. Forsey calls this
"an unhappy marriage.” “I'm not a kick-
ass producer. | put up a little fight with
an artist if | feel strongly, but they usually
get what they want. lva was so con-
scious of what other people had done
that he wanted to do as well. You can't
hope for people to accept you if you're
gonna copy something.”

This observation influenced his
choice in subsequent projects. He and
Moroder co-produced Fearless by Nina
Hagen, the German singer who com-
bines the vocal characteristics of Ethel
Merman, Beverly Sills and Sheena,
Queen of the Jungle. Although only the
schlock-rap “New York, New York” got
any exposure, Forsey was happy with
the album. “That's the kind of artist |
like—she's so unique, such an entity
within herself. Noone else is like Nina!”

While producing Hagen's album he
was also working on Idol's Rebel Yell,
which was designed to be “more acces-
sible, not quite so underground as the
first album.” Idol became a multi-format
coverboy with the channeled aggres-
sion of “Flesh For Fantasy” and the cap-
tivating sway of "Eyes Without A Face.”
But don't try to give Forsey or guitarist
Steve Stevens too much of the credit:

“| get pissed off when people write
about Billy as the glamorous part of the
team and don't give him enough credit
for the musical side. They assume that

continued on page 98
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Reel Application

HOW
TOGET IT
ALL IN
SYNC

Syncronicity made
simple: a guide to
clock pulses, MIDI
synching and SMPTE
time code

By Craig Anderton

usical  synchro-
nization has not
changed much
since people started beating on logs.
In fact, it's a lot easier to understand all
these mysterious little SMPTE/MIDI/
synchronizing boxes if you realize that
deep down, all they're really trying to
do is emulate human behavior.

With human players, one person (typ-
ically a drummer) keeps time and the
other players follow that person for their
timing cues. The players constantly
monitor the drummer to make sure they
are properly synchronized, and if the
tempo speeds up or slows down a little
bit, adjust their speed to compensate.

That's what synchronization is all
about: getting every element of a sys-
tem in sync with the master timekeeper.
This article will cover the many possible
ways to synchronize, from the earliest
clock-pulse based systems on up to
SMPTE...and we'll describe some use-
ful applications as well

Craig Anderton is presently work/'ng on
a book on MIDI, due out around
December.
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Early
Synchronization
Methods

The most basic electronic timekeeper,
which is still very much in use today, is
the clock. When turned on (usually at
the beginning of a song), the clock
emits a steady stream of pulses. De-
vices such as drums and sequencers
count the number of pulses since the
clock was first started. Providing that
the instruments in the system start
counting at the same time and count at
the same rate, if the drum machine
plays a certain sound at, say, the 345th
pulse and the sequencer plays another
sound at the 345th pulse, you will hear
the two sounds at precisely the same
moment.

Each clock pulse is a pulse of energy,
like the “tick” or “tock” of a clock. Clock
pulses are the electrical equivalent of
a pendulum; however, instead of swing-
ing back and forth between two points,
a clock pulse swings back and forth
between a maximum and minimum volt-
age (see Fig. 1). This is a very unam-
biguous type of signal—it's either full
on or full off.

The simplest, and least successful,
way to synchronize two devices is to
set their respective internal clocks for
the same tempo and try to start them
at the same time. Problem 1: How do
you set exactly the same tempo for both
machines? Even if both devices have
tempo readouts, these are not likely to
be 100% accurate. The tempo of either
device can also drift due to instabilities
in electronic components.

Problem 2: The two units must start
at exactly the same time. If one starts
as little as fifteen milliseconds or so be-
hind the other, you will hear an annoying
“slapback echo” effect.

The solution to the first problem is to
use a master clock to provide a com-
mon timing reference to all the slave
devices in the system. Should the mas-
ter clock drift a little bit, all the slaves
following the clock will drift by the same
amount, thus maintaining sync. Each
slave must have an external clock input
so that it can accept timing pulses from
the master, as well as a means to defeat
the slave's internal clock (if present)
and select the external clock. The mas-
ter must have a clock output jack to
send thetiming referenceto the slaves.

Now refer to Fig. 2 to see how this all
comes together. The master drum
machine selects its internal clock; the
clock output signal feeds the sequen-
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cer and a second drum machine, which
are slaved to the master. These latter
two devices are switched to accept the
external clock signal plugged into their
external clock input jacks. However, we
still need a way to start all the devices
at the same time. For this, each device
needs a start/stop (also called run/stop)
input. In most cases we can connect
the start/stop inputs together and run
them from a single footswitch, thus giv-
ing us the option to turn all the devices
on simultaneously. As soon as the
switch closes, the master starts sending
out pulses and the slave devices start
counting those pulses.

Great! Now all machines start and
stop at the same time and follow the
same master timing reference, which
means they are in sync with each other.
So our problems are solved, right?

Well...not always, which brings us to
the “different clock rate” problem.

LLUSTRATION BY TERRY ALLEN




Different
Clock Rates

Since our tempo reference should be
as musically useful as possible, we
need to relate the number of pulses to
beats and measures. Clock rates are
specified in pulses per quarter note
(ppan). For example, suppose a se-
quencer that follows a 24 ppgn stan-
dard is set to receive an external clock;
the sequencer counts the number of
pulses it receives, and each pulse ad-
vances the sequence 1/24th of a beat.
Therefore, 24 puises elapse for every
beat, and consequently 96 pulses (4
times 24) would elapse during one

Fig. 1 Typical Clock Pulse
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measure (4 beats) of 4/4 music. Unfor-
tunately, though, different units have dif-
ferent clock rates. Common rates are
24 ppgn (used by Roland, E-mu, Se-
quential Circuits, and Korg), 48 ppgn
(favored by Linn), and 96 ppgn (the
Oberheim standard). The Fairlight CMI
requires a 384 ppgn clock, and older
PPGs 64 ppgn.

If an Oberheim device provides the
master clock that feeds a Roland drum
machine and Oberheim sequencer,
there's a problem; the sequencer will
advance 1/96th of a beat every time it
counts a clock pulse, but the drum
machine (which works on a 24 ppgn
standard) will advance 1/24th of a beat
for each clock pulse received. There-
fore, during the time it takes for the
sequencer to play one beat (96 pulses),
the drum machine will have played an
entire measure. Fortunately, there are a
number of adapter boxes from J.L.
Cooper Electronics, Garfield Elec-
tronics, Korg, Roland, etc. to syn-
chronize machines with different ppgn
requirements.

Before going any further, let's explain
why these particular numbers were
chosen. The reason we want these
pulses is to trigger events—perhaps a
drum beat on a drum machine, or to
advance a sequencer to a particular
note. Therefore, we have to make sure
that wherever we might want to trigger
an event, a pulse will be there to provide
the trigger. For example, if we only need
to trigger an event on every beat, a 1
ppgn system works just fine. But sup-
pose we want to trigger an event on
every eighth note. We would then need
a 2 ppan system in order to provide a

suitable trigger pulse in between the
quarter notes. Every time we increase
the number of clock pulses per quarter
note, we increase the resolution—the
ability of the drum machine or sequen-
cer to program “detailed” rhythms. With
a 4 ppgn system events can occur
every 16th note, and to trigger 32nd
notes, an 8 ppgn system would do since
there are eight 32nd notes to every
quarter note.

But what about triplets? Unfortu-
nately, 8 ppqn is not divisible by three.
After a little bit of research, some com-
panies figured 24 ppgn was the best
way to go, as this accommodates up
to 32nd notes and 32nd note triplets
(Fig. 3). As the figure shows, no matter
where you want to trigger a sound—up
to 64th note triplets—there will be a cor-
responding trigger at that point.

By the way, a clock can do more than
just feed drum machines and sequen-
cers; for example, my “Master Syn-
chronizer” derives trigger pulses at reg-
ular rates (quarter note, eighth note, six-
teenth note, triplets, etc.) from a 24
ppgn clock. These triggers can drive
synthesizer arpeggiators, play indi-
vidual electronic drum sounds, switch
effects on and off, etc. The concept that
a master timing track can provide infor-
mation for all kinds of other uses is an
important one, as we'll see later when
we get into SMPTE time code.

For live music, we have all we need:
Upon starting the master, the slaves will
count along with the master and stay in
sync. But some problems remain. What
about synchronizing overdubs to tape?
And starting these devices in the middle
of a song? And what about synchroniz-
ing audio to video? Read on...

Sync to Tape

Suppose you record a rhythm machine
track on tape, then several overdubs
later decide to overdub another rhythm
machine part. If the overdub machine's
tempo is identical to the tempo of the
original part, and if you start the over-
dubbed part at exactly the same time
as the previously recorded part, there
is a slim possibility that the two will stay
in sync long enough to record the over-
dub. However, if the tape speed varies
even a little bit, or you nudge the tempo
knob on the drum machine...end of
overdub session. The solution is to re-
cord the master clock signal on tape,
and then while overdubbing, slave all
devices to this pre-recorded clock sig-
nal. (Note: The signal coming from the
tape is not sufficiently clean for most
purposes, so this approach requires

some signal conditioning in order to turn
the taped signal into a waveform suita-
ble for use as a clock signal. Devices
with sync-to-tape include such a con-
ditioner.) As with our previous exam-
ples, all devices must start at the begin-
ning of the tune. One master clock pulse
looks like any other to the slaves, so the
slaves have no way of knowing whether
the pulse currently being received is
the 10th or 10000th...unless, of course,
they started counting these pulses from
the very first pulse. What this means is
that if you want to overdub the last two
measures of a song, you still have to
start at the beginning and amuse your-
self until the last two measures roll by.

Unfortunately, recording a clock
pulse on tape is not particularly reliable.
After shuttling tape around for a while,
occasionally some tape oxide will shed
off and create a dropout, thus eliminat-
ing a pulse or two from the click track.

Fig.2 Master & Slaves
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If you try to overdub an instrument to
this messed up click track, sync will not
be maintained with tracks which had
been synched to the click track before
the dropout occurred

Many manufacturers chose FSK syn-
chronization as a more reliable sync-to-
tape method. Instead of simply record-
ing on-off clock pulses on tape, this
sync system shifts between two differ-
ent frequencies (hence the term Fre-
quency Shift Keying). Tape is much
happier recording alternating audio
tones than clock pulses, and this sys-
tem is also somewnhat less sensitive to
dropouts. Unfortunately, each man-
ufacturer has their own standard. So, if
you put a Linn sync track down on tape,
you cannot sync a Roland or Oberheim
drum unit to that same track. However,
since many units have external clock
outputs and inputs, you can do some
roundabout tricks. For example, a drum
unit could sync to thé FSK track, then
its clock output could drive another
unit’s clock input (see Fig. 4). Still, you
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could run into the problem where one
unit requires a different clock rate from
another.

When enough musicians get frus-
trated, someone else sees a product:
about the same time | designed the
Master Synchronizer for budget sync
applications, Garfield Electronics intro-
duced the Doctor Click for high-end
sync applications. Intended as a univer-
sal clock transmitter/receiver/translator,
Doctor Click lets you take a sync track
(recorded on tape or "live”) and trans-
late it to just about any other format.
You could even take a “click track”
(metronome signal recorded on tape)
and synthesize a sync track at the
proper rate—24, 48, or 96 ppgn.

Although problem solver boxes such
as the Doctor Click were very useful,
they were still band-aid solutions: The
underlying problem, lack of standards

and design incompatibility, re-
mained...thus giving impetus to MIDI's
creation.
Synchronization

MIDI, a computer “language” designed
to allow computer-controlled instru-
ments to communicate with each other,
was designed to handle system syn-

Fig. 3 Note Resolutions in 24 ppqn
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chronization as well as functions such
as note messages, instrument
dynamics, etc. MIDI specifies a 24
ppgn clock system, so that means no
more incompatible clock rates between
manufacturers. MIDI also provides sev-
eral other timing related "messages”
that can be exchanged between
machines (typically from the master to
the slave). These include:

Start. When the master transmits a start
message over MIDI (usually initiated by
pressing the Play switch), all slaves in-
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stantly reset themselves to the begin-
ning of the song and start counting
along with the MIDI clock signal.
Stop. When the master transmits a stop
message, everything stops counting.
Continue. Continue tells the slaves to
pick up from wherever they were when
the stop message was sent.
Song Position Pointer. A MIDI sequen-
cer or drum machine can keep track of
how many measures (up to a maximum
of 16384 measures) have elapsed since
the sequence was started. This is a very
powerful feature: For example, suppose
that a sequencer capable of sending
measure information feeds a drum
machine capable of receiving measure
information. If you select a certain
measure number on the master as the
start point, both units will automatically
position themselves at the beginning of
that measure. Tell themto start by push-
ing the Play button, and they will start
together from the same measure and
count at the same rate. Once started,
they remain in sync by virtue of being
driven by the same timing reference.
A word of caution: Remember that
not all MIDI instruments include the
same complement of features, so some
slaves may not be able to accept song
position pointer data. Make sure you
check units for compatibility (refer to
each device's MIDI Implementation
Sheet) before expecting to use them in
a system context.

Synchronizing MIDI
Devices to Tape

Synchronizing MIDI devices, especially
seqguencers, to tape gives amazing flex-
ibility: You can record electronic MIDI
instruments on the MIDI sequencer and
acoustic instruments on the muiti-track
recorder, then during mixdown syn-
chronize the two together to obtain
more tracks than you could have from
the tape recorder alone. The tracks re-
corded in the sequencer are often
called “virtual tracks,"” since they fulfill
the exact same function as tracks re-
corded on tape—yet are not recorded
on tape.

Many sequencers have sync-to-tape
facilities built-in, which certainly makes
life convenient. In fact, for most syn-
chronization applications, the sequen-
cer's sync-to-tape is all you'll ever need.
These days, though, life does not in-
volve only audio; there's also video, and
we might want to sync a seqguencer,
audio recorder, and video recorder to-
gether...which brings us to SMPTE (So-
ciety of Motion Picture and Television
Engineers) time code.

Although we've already covered sev-
eral timing standards, for most profes-
sional videotape editing and multitrack
synchronization applications SMPTE
time code is the sync standard of
choice. Originally developed by NASA
as a means of accurately logging data,
SMPTE time code labels each frame of
a videotape or film by recording a
unique piece of digital data on that
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frame. For American (NTSC standard)
television and video, each second of
SMPTE time code is divided into 30
frames (the standard number of frames
that pass by in one second of video;
the standard frame rate for film is 24
frames per second, and for European
television and video, 25 frames per sec-
ond). Each frame is further divided into
80 subframes, with each subframe
being a little less than half a millisecond
long. A typical time code location might
be 00:10:08:29:(76), which you would
read as 00 hours, 10 minutes, 8 sec-
onds, 29 frames, and 76 subframes into
the videotape. SMPTE also provides for
“user bits” so that users can include
custom pieces of datain the time code.

The SMPTE time code emanating
from a SMPTE generator can be re-
corded onto one track of tape, thus
serving the function of a super-accurate
index counter. Instead of having to rely
on some external mechanical thing that
slips and has no real relationship to the
tape, timing information is preserved on
the tape itself. This data can then be
played back into a SMPTE time code
reader which precisely identifies where
you are on the tape. SMPTE time code
not only helps synchronize audio to
video, but can also synchronize two or
more audio recorders together—as well
as some other tricks that we'll mention
later on.

The best news for musicians is that
there are now several SMPTE-to-MIDI
synchronizers that correlate MIDI song
position data to SMPTE time code read-
ings. For example, suppose that meas-
ure 16 of a song (which marks, say, the

‘beginning of the chorus) starts at

SMPTE 00:00:45:(10), and measure 24
(which marks the beginning of the sec-
ond verse) starts at SMPTE 00:01:10:
(15). If you roil tape starting at
00:00:45:(10), the synchronizer box will
send out MIDI data that tells the siave
units to start at measure 24. Of course,




SOME OF MAN'S GREATEST TRIUMPHS ARE PERSONAL.

Sure, making music is often a group
cffort. But there are crucial moments
when it all comes down to a onc-on-one
relationship between you and your music.
Moments when only you can give form to
a creative inspiration that is uniquely
your own. When you've got it, you know
it. But the only way to be sure is to hear it.

That's where the TASCAM Ministudio
can help. There's no better way to capture
thosc personal triumphs whenever and
wherever they occur. Bring TASCAM's
portable production facility to rehearsals,
out on the road...anywhere you and your
music want to travel. Four assignable
input channels give you plenty of space
to work out songs and arrangements, or
to document practices and performances.

Overdub parts, combine tracks and
modify them at will with the convenient
punch-in facilities. The battery-powered
Ministudio has all you need to bring
your ideas to life. And TASCAM quality
means that with the Ministudio you can
put your message across with wider
dynamic range and crisper sound than
with anybody else’s ministudio.

The personal satisfaction of creating
music on your own can be yours with the
remarkable TASCAM Ministudio. Why
not visit your local TASCAM dealer for a
demonstration? Or write to TASCAM for
details (and your free copy of “Are You
Ready For Multitrack”} at 7733 Telegraph
Road, Montebello, CA 906:10.

TASCAM THE SCIENCE OF BRINGING ART TO LIFE.

€ Copyright 1985 TEAC Corporation Of America

THE TASCAM MINISTUDIO




starting the tape in different places will
send out different song position infor-
mation. Therefore, you can roll tape at
any point and within a fraction of a sec-
ond, any sequencer or drum machine
that responds to song position pointer
information will "*know” where it should
be in the sequence relative to the time
code, and start playing at that measure.

Usually the beginning of the SMPTE
time code is not at the same point as
the beginning of the composition, since
it's good practice to include an “elec-
tronic leader” of time code (when syn-
chronizing tape machines, this gives
plenty of time for them to overcome any
mechanical inertia and sync up). To
compensate for this leader, as well as
to overcome other problems, most syn-
chronizers (such as Roland's SBX-80)
include offset registers which will cause
MIDI timing information to start only
when the SMPTE reader reaches a
specified number

Of course, you don't always need
fancy tools to perform SMPTE-to-MIDI
sync. As mentioned in the August issue
of Musician, Frank Serafine syn-
chronizes SMPTE and MIDI by simply
recording two sync tracks, one with
MIDI timing information and one with
SMPTE timing information, on adjacent
tracks of a multi-track recorder. Thus,

the two timing tracks are always in sync
with each other, and he can relate the
MIDI timing information to SMPTE tim-
ing information recorded on the next
track over. This approach does use up
two tracks, but is very reiiable and
saves the cost of a synchronizer box.

So now our MIDI system is synched
up to SMPTE...but there's more.

SMPTE-Reading
Instruments

Some instruments can optionally
bypass MIDI and sync directly to
SMPTE. E-mu’'s Emulator Il, for exam-
ple, can both read and write SMPTE
time code as well as follow MIDI timing
messages. You can specify a sequence
start point in SMPTE time code, which
is of tremendous use in video work:
Suppose you're adding one minute
worth of sound effects in the middle of
a video—say, starting at SMPTE time
code 01:05:10:(77)—and you have the
Emulator synched up tothe SMPTE time
code recorded on the video's control
track. You can sample the needed
sound effects into the Emulator li, start
the sequencer at SMPTE 01:05:10:(77),
then play each sound effect into the
sequencer while watching the video ac-
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tion. Rewind the video to just before the
start point, enter the SMPTE time code
value where you want the sequencer to
start playback—in this case, SMPTE
01:05:10:(77)—and what the sequence
plays will be in sync with the visuals.
The Emulator Il also provides a sort
of “chase” function. If you roll tape and
the SMPTE time code is prior to the
sequencer start point, the Emulator It
will wait for the tape to catch up. If the
SMPTE time code is tater than the se-
quencer start point the Emulator 11 will
“fast-forward” through its sequence in
order to catch up to the time code.

SMPTE Tape
Control

SMPTE can also help automate tape
control functions. For example, the
SMPL system from Synchronous Tech-
nologtes lets you specify punch-in and
punch-out points in relation to SMPTE
time code. Thus, once you've entered
the punch-in and punch-out time code
values, SMPL takes over from there.
SMPL also allows for auto-location. If
you want to go to the tape position indi-
cated by time code 00:05:12:13 (the
basic SMPL system doesn’t use sub-
frames), SMPL will first put the recorder
into play and read the time code to de-
termine the present position of the tape.
Next, SMPL will use its knowledge of
the transport mechanics to rewind or
fast forward to within a few seconds of
the auto-locate point, and then “park”
within 15 to 29 frames prior to the
specified auto-locate point. For use with
master clock based systems, SMPL will
also provide a 24, 48, or 96 ppgn signal
synchronized to SMPTE. This signal al-
ways begins on the next metronome
beat following a cue point (specified
with SMPTE time code) to maintain
rhythmic consistency. (Note: A chase
lock accessory adds SMPTE-to-MIDI
translation and machine-to-machine
synchronization, our next section.

continued on page 75




prophet 2000

Digital Sampling Keyboard Instrument

Sequential is proud to introduce the Prophet 2000, an 8 voice professional quality
sampling instrument. Based on 12 bit digital technology, the Prophet 2000 will
reproduce any sound you sample with astounding realism and studio quality audio
fidelity. And that’s just the beginning! Once you've sampled a sound (or selected
one from our library of pre-recorded factory disks ), you can modify it by using the
many digital, analog, and keyboard controls provided. Eachvoice features a 4-pole,
low pass VCF, a VCA, and velocity controlled, four stage envelopes. You can
assign multiple samples (up to 16) anywhere on the keyboard-

By assigning two or more samples to the same keyboard range
you can create layered sounds and multiple-
voice stacks for unison effects.

Mfr's.
Suggested
Retail $2499.00

sounds by splitting the keyboard or layering sounds on top of each
other. The on-board 3Y-inch disk drive provides you with a fast
and easy method of storing your sounds and custom programs.

The Prophet 2000 features complete MIDI implementation, as well
" _ ! ! as very impressive arpeggio capabilities including programmable up,
Thg Prophep 2000's velocity sensing 5-octave keypoard provides down, assign, extend, auto-latch, and transpose modes.
you with precise control over loudness, modulation amount, , _
timbre, sample start points and crossfading between two separate . Superior sound quality has long been a trademark of Prophet
sounds. The keyboard’s weighted action responds positively to instruments. The Prophet 2000 adds to this legacy.
every nuance of your playing technique. Additional user-sampling Visit your Authorized Sequential Dealer today and ask for a
enhancements include a variable input level control, complex demonstration. Listen to the sound. The superior quality of the
sample editing (reverse, mix, truncate), and automated looping Prophet 2000 is as unbelievable as its low price!
functions such as computer assisted zero cross-over and zero
slope selection to help you find the best possible loop points. — — —
The Prophet 2000 comes with multiple wavetables stored in on- ) : o u : n | lA L
board memory for bmldmg “tradnponal"_ syntl;esney sounds. You For a complete catalog, please send $2.00 to Sequential, Inc., 3051 N. First St.,
can play these sounds alone or in conjunction with sampled San Jose, CA 95134. Price subject to change without notice.




Reel Application

FIGHTING
MIKE
FRIGHT!
PART ONE

How to get your mikes
to do things even the
big-time engineers
haven't thought of-
by intensive listening.

By Freff

ou can try and try, but there's
no escape. Short of totally con-
secrating your heart to the purity
of synths and samplers, sooner or later
in home recording you'll have to wrestle
acoustic tracks onto tape. Which means
microphones. Which means getting
funky, sometimes very funky. But for me
and a lot of other recording fanatics, it's
well worth it. In the next two installments
of this series, we'll be talking about mak-
ing microphones work for you and your
music, trying to take a bit of fear out of
[cue scream] Mike Fright.

Rarely is an individual engineer's
choice of mikes based on a solid, inti-
mate understanding of a wide number
of mikes and their working characters.
Instead, these crucial choices come
from a mix of Common Gospel, Word
of Mouth, Inertia, and The Latest Great-
est Thing. Like so:

Common Gospel: “Hey man, like every-
body knows that AKG 414's are really
good but they make everything sound
kind of the same, you know?’

Word Of Mouth: “Really. PZMs for the
bass drum. Check it out.”

Inertia: “The AKG C-451 is what | use
for close-miking acoustic guitar. Period.
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It works. Why mess with success?”
The Latest Greatest Thing: “They got
that killer crash cymbal on Johnny Do
It's hit single by dropping a U-87 on the
cymbal from a biplane. That's for me,
man. Book me a biplane.”

But if you want to do more than just
get by, if you want to be truly creative,
then you are going to have to really
know the mikes at your disposal—in-
side and out. Set them up and listen,
listen, listen. Nothing more, nothing
less. lronically, this kind of devoted
study is easier for amateur and semi-
pro engineers than it is for fuli-time pro-
fessionals; partially because amateurs
have less to unlearn, fewer accumu-
lated “facts” to discard, but mostly be-

cause the pros rarely have the time. The
goods must be delivered in a steady
and predictable fashion, so the budget
for experimentation is usually low. A
home recordist may have only one de-
cent mike (if that), but he or she has
the time to try any and everything.
What should you be listening for, and
how? You're listening for differences.
That's all. What each mike sounds like
in contrast with the original sound, other
mikes, or even the same mike in a differ-
ent position or with a different setting.
First, get a sound source that is rela-
tively stationary in space and consistent
in volume, timbre, and frequency. If you
don't have friends you can call in and
exhaust on your behalf, go with artificial
aids: synthesizer sequencer patterns,

drum machines, cassette tapes. Keep
your choices simple at first: One lone
snare cracking away in a low 4/4 is bet-
ter than a whole drumkit. A solo guitar
tape beats arecording of a symphony.

Second, listen with your own ears
until you feel really familiar with your
chosen sound source. Try and find spe-
cific words to describe the quality and
character of its sound. WRITE THEM
DOWN. That's critical.

Now plug in your mike(s). In a normal
setup, where the control room and
studio per se are separate, there are
three basic places to tap the micro-
phone signal (the input track on your
mixing board, the record head on your
tape deck, the tape itself) and two ways
to listen (studio monitors, headphones).
Mix and match as you will. Listen to the
microphone signal carefully at each
tap. Get to know each the same way

you got to know the direct, un-miked
sound source. Go from one tap to
another, comparing. Write your conclu-
sions down and then change something
in the equation—sound source, mike,
mike position, mike setting—and go
through it again. And again.

In a one-room studio, like mine, you
won't be able to use the studio monitors
without disastrous feedback, so you'll
have to listen strictly through head-
phones, and inevitably you'll be hearing
the direct sound source and the mike
signal at the same time. There are no
great solutions. The best you can do is
minimize the sound pollution by wear-
ing the most form-fitting, airtight set of
earphones you can buy, and trade off
some comfort for greater accuracy.

PHOTO STEVE MARSEL: MIKES E U WURLITZER MUSIC & SOUND



Designed to have everything... except competition.

At Peavey  Electronics  we're
dedicated  to our commitment  to
design  and  manufacture  high
performance  products  at  realistic
prices. We've underlined  that
philosophy with our Celebrity Series
line of microphones.

The Celebrity Series feature large
diameter  diaphragm/voice  coil
structures for increased sensitivity
with the ability to handle high sound
proessure levels. These higher output
levels  allow  for significantly  less
miver gain and arve a tremendous aid
in maintaining good signal-to-noise
ratios.

Perhaps  the  most  {mportant
characteristic  of  any  performing
microphone is reliability. The design
of our cartridge/shock mount sgstem
increases  ruggédness  as well  as
isolation capability to insure long-
term performance under severe field
conditions.

Our microphone seveen utilizes
extremely heavy gange wire that has
been “junction locked”. Once the
screen is formed, we do not stop there.
The heavy wire streen is “fired” in an
oven after forming, thus causing the
plated wire to “fuse” at all

interconnecting points. The result is
an  unbelievably durable  “brazed”
wire windscreen  that  will  hold
together under the most severe abuse.
After the ball windscreen is formed,
brazed and coated, a precision
urethane foam pop filter is fitted to
minimize the undesirable proximity
effects.  This  special  acoustically
transparent foam protects the entire
sound system by breaking  up
explosive high SPL pressure waves
created by close vocals or close miking

World Radio History

percussion  instruments. For those
applications requiring  even  more
acoustic screen from wind noise, elc.,
Peavey offers special external colored
wind noise filters that slip over the
screen and internal pop filter.

While outwardly, the appearance
of thé Celebrity Series is somewhat
conventional, the aspect of “feel” has
been given heavy emphasis since our
experience has shown that performers
prefer a unit that not only sounds
right and looks right, but must also
have a comfortable balance, weight,
and overall tactile characteristics.

Special  humbucking”  coils
(models CD-30™ & 11D-40™) have
been designed into the microphone
clement  that  effectively  counter-
balance any hum that might be picked
up from external sources, Performers
who play ¢lubs where hum from light
dimmer switches or other sources are
a problem can appreciate this unique
feature.

We invite comparison of our
Celebrity Series with other cardioid
microphones. You'll see why we feel

that in terms of performance,
features, and price, there is no
compelition.

Jxly

For o complete catalog featuring the entire line of Peavey sound relnforcemant cgulpment send 31.00 to
Mearey Bleotronies, Dept. A, 711 A Street, Meridian, MS 39301

=184



Of course, the test as described
doesn’t have to stop at this simple level.
You can rig as many mikes, or sets of
mikes, as you see fit, and directly com-
pare the sound of their outputs. You can
try esoteric combinations of micro-
phones; weird mixes of close and far
miking; moving sound sources; oddball
mike placement (the ceiling, the fioor,
under a hat, at the end of a cardboard
tube). You can run long cables and put
your mikes in normal everyday rooms
and haliways, all of which have their
own characteristics, and none of which
have anything to do with the artificial
perfection of a studio. You can exhaus-
tively study a mike's output with a spec-
trum analyzer, or prow! through it band
by band with parametric and graphic
equalizers. |f you're courageous and
careful you can even deliberately push
things to the bare edge of feedback.
Anything goes, as long as you listen
and remember (the last part of which
is why you should always keep pen and
paper handy).

My personal favorite is to put the mike
on the end of a boom and move it
around myself, while listening over
headphones. In a sense you become
the microphone for a time, and there is
no better way to learn how subtle
changes of position can radically
change a sound. You can do that with

150 Watt
$289.00*

*suggested retail price

100 Watt
$239.00*

stereo pairs, too, if you've got the right
clamps and poles. For mobile experi-
menting, microphone shock mounts are
definitely recommended.

There's nothing you can't fake in a
small studio. Take the challenge of the
Big Ambient Room sound—well, these
days itrarely comes from a big, ambient
room. Instead, it comes in a box: run
some close-miked signals through a
good digital reverb, and bingo. Still, you
can pull off a good approximation with-
out digital reverb. The game is to fool
the ear of the eventual listener by fooling
the microphone. For us, the perceived
size of a room is a psychoacoustic im-
pression based on hearing thousands
of closely-packed echoes; subtle differ-
ences in their duration, phase and fre-
guency content give us the sonic clues
that build a sense of space. A micro-
phone’s more limited sensibility, spa-
cially, makes it possible to create a
passable illusionin the listener's mind.

Here are just a few possibilities, to
get your own imagination going.
ePlace highly reflective surfaces at dif-
ferent distances from the original sound
source, and close mike each one with
a good cardioid microphone. By vary-
ing things—panel size, panel angle and
distance from the source, mike angle
and distance from the panel, surface
texture of the panels, relative mix levels

of the mike signals—you can create dif-
ferent reverberation effects.
®As above, but use bidirectional micro-
phones placed between two panels,
thus focusing continuing reflections to-
ward the mike. Curved shapes would
work well here.
eMuck about with the overall room re-
flectivity. Deaden some walls by hang-
ing absorptive fabrics like burlap or cur-
tain material. Brighten others with glass,
plastic, polished wood, aluminum foil,
or what have you. The brighter walls will
seem closer than the deadened ones,
and the effects of mike choice, place-
ment and angle will be intensified.
oCheat. Use a real room, if you have
to. Run a mike to some other room, pipe
in the sound source over a speaker,
then record the source up close and
the room ambience separately. It
doesn't have to be a big room to give
a big effect; just knock down the
speaker's volume, or go a step further
and put the ambience mike in a different
room than the speaker. The key here is
just get something happening that can
be blended in.
®An approach from further out. Shove
your mike into something that will really
resonate with the sound source, the way
sea shells do. Hell—shove a good dir-
ectional mike up against the mouth of
continued on page 122

Two outstanding compact

loudspeaker systems endowed with
all of the reliability, versatility and sound
quality of larger, more expensive systems.

The CS25 and CS35 for optimum
reproduction- live performance and
playback, club, lounge or stage.

Yours for a song from Community.

Community Light & Sound, Inc.
333 East 5th Street, Chester, PA 19013
(215) 876-3400 Telex 834649 PHILLY PA CHER




In the early morning hours of Novem-
ber 15, 1984 tragedy struck the Bethany
Lutheran Church of Cherry Hills, Colo-
rado. A faulty electric organ was blamed
for a multiple alarm fire that claimed
much of the structure. Thankfully no
one was injured in the blaze that caused
over one million dollars in damage.

In the ensuing clean-up operation a
Crown amplifier was discovered under
charred timbers. Owing to the intense
heat of the fire the chassis had warped
and the AC cord was a puddle of wire
and rubber.

The amplifier found its way to John Sego
at Listen Up, Inc. of Denver. Armed with
insatiable curiosity and a knowledge of
Crown dependability John installed a
new AC cord and proceeded to verify
operation on the test bench. The amplifier
met factory specifications in all functions.

In the photo above we offer you another
glowing report of Crown durability.

@ Crown.

1718 W. Mishawaka Road, Elkhart, IN 46517
(219) 294-8000



DEVELOPMENTS

Synching Up,
Software Revisions
& other A.E.S. Surprises

By Jock Baird

hat's the magic word for Oc-
Wtober’s AES. show in New

York? SMPTE, if you call that a
word. The big recording equipment
manufacturers are taking the plunge
into synchronizer/autolocator units that
can do audio-to-video editing, lock two
multi-tracks together, or give pinpoint
tape handling capability. Studer/Revox’s
entry is called the TLS 400Q0; it is modu-
lar and rack-mounted, comprised of a
basic “black box" unit and one of two
Local Control Units, one fairly basic, the
other with more display capability and
Wait Lock, Slew Mode, Loop, and Cue
& Go-To functions. Otari is promising a
syncro-surprise of its own

Wil on

$1,250 Fostex 4050

But for those with reduced budgets,
there’s still good news: Fostex has
brought out two incredibly affordable
units. The firstis comprised of the Model
4030, a rack-mount brain which offers
hundredths of a frame resolution and
has a serial interface for external com-
puter, and a remote controller called the
Model 4035 which can run one master
and three slaves, has ten auto-locate
positions, programmable punch in/out,
zone limits to keep you from unwinding

 ERRENENN RN NERRY |

Soundcraft Series 200B console

your tape, and ninety-nine seconds of
pre-roll time. The two modules sell for
$2000 together, and the software can
be quickly modified to run Otari, MCI,
Studer and Tascam decks. But if even
that seems too steep, check out the
Fostex Model 4050: for a laughable

v
o b

$1250, the 4050 generates and reads
SMPTE code and synchronizes it to
MIDI, enabling you to control synths
and drum boxes through any sequ-
encer, changing tempos and rhythms
as you go. It stores MIDI info, or lets you
dump any MIDI and locate positions to
tape. As an auto-locator the 4050 does
everything the 4035 does, and its
software can be similarly modified to
other companies’ decks.

SMPTE is also bringing new 2-track
mastering decks into the fray, since a
third, center track for time code means
you don't have to use one of your main
tracks. Otari will be unveiling one such
deck, a top-of-the-liner up near fifteen
Gs. Studer recently brought out the
$9900 AB820. Microprocessor-based
sub-systems allow software control of
all transport (preferably by a Studer TLS
4000) and it's packed with natty little ex-
tras like dual thumbwheels for micro-
scopic edits, dual stepping motors on
the pinch roller, four, count 'em, four
speeds, and ultra-techy phase-com-
pensated amplifier circuitry. There’s
also a digital memory for storing audio
parameters. Or how about the new Sony
APR-5000, with its sporty, LeMans-like
off axis tape tension system for jam-tight
tape handling.

One of the most exciting 2-track mas-
tering options for the financially hand-
icapped also comes from Sony: It's a
scaled-down version of the F1 called
the PCM-501. Using pulse code mod-
ulation, it digitally encodes an analog
audio signalinto a format that can bere-
corded by a video cassette recorder.
That means a digital master, with CD-
quality noise specs. How much does it

sell for? Are you sitting down? $795. Bet
you're sitting down now. We're having
Fretff run a PCM-501 through a battery of
different VCRs, and shortly we'll bring
you the test results.

Some blue-chip mixing console mak-
ers are heating up the home/semi-pro

~ AMEK/TAC Scorpion

sweepstakes. One is a British firm,
AMEK, who makes a gorgeous high-end
board called the Angela. They've re-
cently debuted the TAC Scorpion, an
expandable line of desks that starts at
six grand for a 16x8x2 with 8-track
monitoring, and then offers more input
and different subgroup modules for
more flexibility. The basic TAC Scorpion
has 4-band eq with swept mids and
selectable turnover points, four aux
sends and two assignable aux returns,
and fader reverse function metering
with  switchable peak/VU ballistics.
TAC/AMEK also offers a 28x12 Scorp-
ion it claims is the lowest cost full 24-
track unit available.

Soundcraft really brought out the
Series 200 a while back, but they've

32-track LinnSequencer

done such a complete remake of the
update, the Series 200B, that it's almost
a new board. Cosmetically it has a
raven gray facias and a low-profile
slanted body. Electronically it has a lot
more headroom, internal switching for
+10 to -4 db sensitivity, a built-in elec-
tret mike for talkback, and improved
patching capability. An 8/4 standard
Series 200B is $2500; a 16/4 is $3750; a
24/4 is $5250. Soundcraft, incidentally,
justdelivered aTS 24 32-channel board
to Prince. Then there's Soundtracs, an
upwardly mobile British firm that not
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‘It can sound like anything from
ajazz combo to a rock band.
And record like a multi-track studio.

Introducing the Technics SX-K350 PCM keyboard.

The peal of a trumpet. The whisper of a flute. The rhythm
of percussion.
These PCM sounds, and more, are all at your fingertips.
Because they're all stored in the memory of the new Technics
SX-K350 portable keyboard with MIDI capability.
And to mix everything together, the SX-K350 features a
4-channel play sequencer that’s like a multi-track recorder.
With it you can play and record solo presets, bass lines and
separate left and right voices on four tracks. Then play back
w ' one track or any combination of tracks simultaneously with
your live performance.
And with the MIDI terminals you can interface with up
to 16 other MIDI keyboards, an external sequencer or even a
computer. Which means the SX-K350 can handle the
demands of today’s music. And tomorrows.
The Technics SX-K350 keyboard. It can take your music as
far as your imagination will go. Maybe even further.

Technics

The science of sound




KRAUEL
MONITORS ...

The Gift Of The Century
For Any Electronic Musician

Stereo Jack
(Walkman*
Adapter Included)

Instrument
Input Jack

New Krauel Monitors is an
amplified headphone which allows
you to play along with your stereo
music as LOUD as you want to
without noisy amplifiers and
without disturbing anyone! Only you
hear the output! Our patented
4-channel design allows you to hear
pre-recorded music in stereo and
instrument output in dual-mono
simultaneously ... with studio clarity.

Great for home, apartment, dorm,
hotel room, barracks ... anywhere
you want to play without disturbing
anyone.

For use with electric guitar, elec-
tric bass, keyboard, synthesized
drums, etc.

37995

PRICE GOOD THROUGH 12/31/85

Endorsed By:
Tony lommi, Lead Guitarist, Black Sabbath
Lita Ford, Lita Ford Band
Geoff Nichols, Key Boardist, Black Sabbath
Danny Johnson, Former Guitarist For Rod Stewart

Ask your dealer or call Krauel
Enterprises, Inc. (toll free)
1-800-457-0042 (La. 318-868-3848) or
send check or money order to:

P.O. Box 5672
Shreveport, LA 71135-5672

VISA/Master Card Accepted
Include $3.00 Shipping
Dealer Information Available
90-Day Warranty
15-Day Money Back Guarantee

Developments from page 96

only got Pete Townshend to purchase
one of their 16-8-16s for his home studio,
but got him to pay list price for it.

Another A.E.S. buzzword will be
“software updates.” Makers of profes-
sional digital reverbs are announcing
new programs that can be loaded into
existing units, making them right up to
date again. The Lexicon Model 200 is
a typical example, with two of its exist-
ing four programs improved and two
all-new ones, “Rich Split” and “Inverse
Room" added (naming reverb patches
may become a growth industry). The
Klark-Tekniks DN780 reverb/processor
got a similar shot in the arm, and also
added memory-protect and remote
control features. In the less rarefied
price ranges, a company called Applied
Research & Technology is updating the
software for the 01A, one of the very first
digital reverbs below $1500. ART (for-
merly MXR) is also releasing a new
software-based 16-bitreverb, the DR1.

Speaking of software, Linn Elec-
tronics took the 32-track sequencer/
keyboard recorder section of the Linn
9000 and made it available as a sepa-
rate rack-mounted, disk-drive-equip-
ped unit for under $2000 (without the
drive, it's $1300). With 100,000 notes of
RAM storage and sixteen MIDI chan-
nels, the new LinnSequencer also has
a remote control operation option that
most MIDI musicians will find long over-
due. (The ‘operating system from the
9000, by the way, is one of the most
idiot-friendly in computerdom.)

Beyond the land of the burgeoning
digital reverbs, other outboard action
includes three new affordable graphic
equalizers from Rane that utilize their
constant bandwidth technology. One is
the 30-band, Ys-octave GE 30, which
takes two rack spaces and lists for
$700. Then there are two micrographic
eq's at around $350: the ME 30 is a
single-channel 'a-octave unit in one
rack space, while the ME 15 is a #s-oc-
tave, dual-channel unit. To fine tune on
that short slider throw, there's a range
function switch that goes from = 6 dB
to = 12 dB sensitivity.

Valley People added a Dynamic Sibi-
lance Processor (selectively getting rid
of escesssssssive s's) to their new com-
pressor/limiter, the Model 440. There
are some impressive design innova-
tions aboard, including Linear Integra-
tion Detection to emulate the human
ear's response, Peak Reversion Correc-
tion to compensate for discrimination
against low frequencies, and Anticipa-
tory Release Computation that elimi-
nates “pumping” and distortion when
using short release times. This is a lot
of outboard gear for $600—nice panel,
too. Furman also got into the act with

Listing for $450, the LC-X has “soft
knee" action in its compression/expan-
sion section, and is based on a single
high-performance VCA that uses Fur-
man'’s own Thermal Null System to cor-
rect for voltage offset and minimize
crossover distortion. (The LC-X also de-
esses, but at the expense of the expand-
er section.)

So you want to know what that futuris-
tic-looking acoustical foam material that
is suddenly turning up everywhere is
(for instance, in the ads for the Emulator
I1)? It's called SONEX, does not cost a
bundle, and it really works. How do we
know? We've been using it in our proof-
readers’ offices for three years now, and
it silences their screams wonderfully.
Ask Alpha Audio at 2049 West Broad
St., Richmond, VA 23220 to tell you
more, (804) 358-3852.

It's about time dept.: Craig Anderton's
Digital Delay Handbook, an eminently
usable introduction to an indispensa-
ble item of eguipment. Personally |
would've liked to see one of Craig's
classic “great-explainer” overviews be-
fore he plunged right into his fave
patches, but otherwise the book is ter-
rific. It's available from Music Sales Cor-
poration, 24 East 22nd St., New York,
NY 10010.8

Forsey from page 85
Steve and | do a lot more than we actu-
ally do. It starts to get my tits up. Seventy
percent of the music is Billy Idol. We
call him ‘the Punk Police’; he goes, 'That
sucks...we can'tdothat...that's too ordi-
nary...that's too shitty." He directs what
should be happening and | feed off that.
| try to stay out of their face—I don't
want anything of me getting through
there at all. My job is to be the mirror.”

Aptly enough, Mirror Moves, Psych
Furs''84 LP, was his next production. Giv-
en how easily Forsey hardened Idol's
sound, it was surprising to hear him
smoothing the Furs in comparison with
their early tracks with Steve Lillywhite.
"Those were hard and raw,” Forsey
says. “Richard Butler would get drunk
and sing the track once and that was
it. But they were great records, the best
records they made, because they were
a full band. | don't think we got full
Psychedelic Furs because they were
dispersed—(drummer) Vince Ely had
left and Richard moved to New York
while (guitarist) John Ashton was living
in London. We had a good relationship
and it would have been a good first
step. We learned a lot about each other.
Unfortunately, | couldn't make their new
record with them.”

Forsey was already busy working on
soundtracks. His film experience with

its LC-X expander/compressor/limiter.




\ Buddy Williams
on being a New York musician,

 communicating with the drums

and Yamaha.

“I'm proud to say that I'm a New York musician.
My day will consist of a 10, 11 or one o’clock
jingle, an afternoon rehearsal for somebody’s
concert and then I'll either play a club that night
or ‘Saturday Night Live.’ That’s four different
styles in four different worlds.”

“I'm a team person when I play. I don’t feel that
the band revolves around me. If my part doesn’t
fit in with the rest of the rhythm section, then I'm
not making it. I'm not happy.

“I hear these sounds in my head that should go
inside the music, the overall sound that we’re
trying to get across. As musicians, we’re trying to
communicate. If I'm not communicating with the
other guys or I'm not feeling right within the
music, then we’re not getting it over.”

“The sound of Yamaha drums are the closest to
the sounds | hear inside my head. They let me get
across what | hear and what I feel needs to be
inside the music. Sometimes I have to hit 'em real
hard for loud situations and I know they'll be
there. They’re dependable. When I played with
Roberta Flack, | had to be sensitive enough to do
“The First Time Ever | Saw Your Face” and still
get the part across. These Yamahas let me do that.

“Yamaha drums are very personal to me.

I've always felt they were the last of the hand made
drums. I went to Japan and visited their factory
and they wanted to hear my ideas because [ was a
drummer who played their instrument.

“I don’t know what Yamaha's formula is and |
don’t want to know. I just play ’em, I'm not in the
business of making them. I just know they're more
applicable for what [ do than anything else on the
market, and [ get to play a lot of different drums.

“Sometimes I'll walk into a studio and have
to play other drums, but I'll always ask for Yamaha.
[ was on the road with Dave Sanborn last year and
[ had to use a straight-out-of-the-box Tour Series
set in an emergency and it worked out fine.”

“I think of my drums as my ‘kids.” Very rarely do
I let other people play them unless it’s unavoidable,
a bottom line situation. Me and my kids have to
lock up and have an understanding. It’s a feel.”

The reason why Yamaha System Drums meet
the demands of many of today’s top drummers is
because they’re “Drummer Designed.” For more
information and to receive Yamaha's Drum Lines
newspaper, write to Yamaha Musical Products,
Division of Yamaha International Corporation.
3050 Breton Rd. SE., PO. Box 7271, Grand
Rapids, M1 49510.

© YAMAHA




Moroder led to his first scoring assign-
ment, The Breakfast Club. As executive
producer, Forsey had broad control
over the artist selections; he miracu-
lously turned Wang Chung and Karla
DevVito into rockers and saved Joyce
Kennedy from the death grip of Jeffrey
Osborne. Forsey also wrote the single
“Don't You (Forget About Me),” which
shot to #1 and became the first Amer-
ican hit for Simple Minds, one of his
favorite bands. A fulfilling experience?

"l hated it," he grimaces. "Movie
people suck. When | make a record, it's
just me and the band. In amovie, you've
got producers saying, ‘I think Corey
Hart should sing this song.” Forsey

snickers and shoots a middle finger at
the invisible studio execs. "We were in
London ready to record Simple Minds
and they were still bitching. Why Simple
Minds? Because of the feel of the music
and the feel of the movie. But they were
looking for a vehicle to sell the movie.

“They didn't show me too much of
the film, but one of the shots | saw was
the one guy [Anthony Michael Hall, the
class geek] saying, 'When we meet in
the schoolyard tomorrow, are you going
to remember me?’ That's what gave me
the idea. The title came first, then the
mood. The song was actually written for
Bryan Ferry, who is one of my favorites.
The feel lent itself to his style.”

HOW TO UNMASK ANY MISTAKE.

Forsey was also involved in another
soundtrack smash, Beverly Hills Cop.
Forsey co-produced Patti Labelle’s “Stir
It Up" with ex-bandmate Harold Falter-
meyer, who he calls “the only guy I'd
ever consider co-producing a record
with.” He and Faltermeyer (who had his
own hit with the instrumental “Axel F")
also co-authored "The Heat Is On,”
which did much to revive Glenn Frey.

The constancy between Forsey's pro-
ductions is more of a style than a sound.
“What | go for, on all the records | make,
is strict groove underneath with raunchy
guitars on top and the personality of the
vocalist. | like to make a real rough,
tacky demo at home, to get the form
and the mood of the song, and then go
in the studio and cut it for real right
away, to get as much excitement as
possible. Whatever happens, you're
free to jump on it. You make a mistake
and it turns out great.”

The clarity of his records, he insists,
has little to do with technology. “There
are no tricks involved. It's just choice
of parts and choice of frequency be-
tween the instruments. As you're over-
dubbing, you have to be aware of the
space it's taking up. Each instrument
should have personality. When | first
went into the studio, | thought a pro-
ducer had to know the desk, the egs.
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Finally—A mini@ure mic
that won't miniaturize sound.

It’s not hard to make a very small condenser
microphone. But it is hard to build one that dupli-
cates the low noise, frequency response and SPL
capability of larger condenser mics. This is just
what the Shure SM98 does. It’s the first truly pro-
fessional miniature condenser instrument mic.

The SM98 incorporates not one, but several
design innovations. By integrating the cartridge
capsule with the outer case, the SM98 provides a
nearly ideal polar pattern for better isolation and
smoother frequency response for more natural
sound.

The SM98 also features a specially designed five-

stage pre-amp that gives you all the signal you need
for pure, uncolored sound reproduction. You'll be
delighted with the extra “headroom.”

Then there are some nice extras, like a detachable
cable at the mic end to simplify teardown.

actual size

AR SHURE
17

We knew it wouldn’t be easy to make a great
miniature condenser mic. But barriers are made to
be broken, aren’t they?

For more information on the SM98, write or call
Shure Brothers Inc., 222 Hartrey Avenue, Evanston,
IL 60202-3696. (312) 866-2553.




AGOUSTIG FIREPOWER
MARTIN'S THINLINE 332

Give your acoustic guitar amplified
firepower. Martin's Second Generation
Thinline 332 pickup gives your instrument
the power it needs to be heard crisply and
clearly in any playing situation. This
technologically advanced design amplifies
the natural sound of your guitar without
coloring or distortion. For ease of
installation and balanced tonal response this
is the best acoustic pickup available today.
For further information write:

THE MARTIN GUITAR

Nazareth, Pa. 18064

Manufactured exclusively for the Martin Guitar Co
by Fishman Transducer, Inc

Forsey from page 100

Later on | realized | don't have to know
anything except how good the band is.
All the other stuff is irrelevant.”

A punk at heart, Forsey values emo-
tion over execution. "There's a lot of stuff
| hear that isn't sincere. | don't hear
people crying behind a sad line or
laughing behind a funny one.” He jumps
up to play a rough mix of a new Billy
idol song, “All Summer Single.” “Very
August, isn't it?” Forsey shouts over the
booming bass. “That's so Idol—all
steamy and heavy.”

Forsey's conviction that long-term
producer/artist relationships are the
most fruitful is borne out by his work
with Idol. "I need the band to say, ‘Come
on in," to trust me and not to look at me
as the record company man. After one
album, the band knows they can trust
me and I'm not just there for the money.
| need the band to love me, to let me
join the band.”

Forsey’s notion of the perfect artist-
producer relationship indicates some
lingering nostalgia for the fraternity of
band life. Might he be lured back by an
Amon Duul Il reunion or the chance to
form his own band? “No way." He re-
coils as though a flock of film executives
had appeared on the couch. “i don't
want to be a star. | just want to be a
producer.”

THE RECORDING
WORKSHOP

The leader in training tomorrow's music professionals.
For over a decade, hundreds of engineers, as well as
producers and recording artists have made their start at
The Recording Workshop—a practical, hands-on approach
where the studio becomes a working classroom.

New for 1985—4 workshop Programs:

» The 5 week Recording Engineer and Music Production Workshop
» The 1 week Studio Maintenance and Troubleshooting Workshop
» New for 1985—The Music Video Production Seminar
» New for 1985—Specialized Music Studies At Capital University

» No previous experience necessary P Lectures by top music pros » Extensive hands-on
experience in 24, 16, and 8 track recording and mixing » The largest and most equipped recording school/
facility of its kind » Training in commercial production, editing techniques and tape machine alignment » Classes

on the newest technologies-digital recording, the digital disk, MIDI interface, digital drum machines and computer assisted
automated mixing ® on campus housing available » Choose from a convenient, year-round schedule of classes.

Enrolimentis limited, for free brochure, call or write today - The Recording Workshop, 455-A Massieville Rd., Chillicothe, Ohio 45601

Toll free, incontinentalU.s.A. - B> 800-848-9900 in Ohioand outside US.A. B> 61 4-663-2544

The Recording Workshop is licensed by the Ohio State Board of School and College Registration #80-07-0696T
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SING Body Power

ISBN 0-939 458-00-4

Vocalists suffering from
fatigue, hoarseness, and
the inability to realize

SINGING ENERGY

their full range, power, IN THE nlu??ed
and timbre will discover Hard Cover.
R GAVIONAETHCD o OEPRODCTON el
their vocal abilities by s+ S e 0

utilizing the Gan-Tone
.Method.

The Gan-Tone Method
described in this book
revolutionizes the traditional
beliefs for producing the
singing voice by revealing the
natural laws that unify the
body for the ultimate in
singing energy through total
body power!

The Gan-Tone Method will
enable any sincere seeker to
develop a beautiful and power-
ful singing voice, either for
Rock or Opera, and will enable
the professional singer—
popular or classical—to retain
the voice for many years.

SALES

ROBERT GANSERT
ILLUSTRATIONS by the AUTHOR

About the Author:

Robert Gansert has been a
performing vocalist for over
twenty years, and has been
featured in numerous concerts
and recordings. His work has
been internationally °
acclaimed. He is currently a
noted instructor at the
Carnegie Hall studios.

©1985 GAN-TONE PRODUCTIONS
GAN-TONE IS A REGISTERED TRADEMARK OF GAN-TONE PRODUCTIONS

In Singing Energy, Robert
Gansert rejects traditional
beliefs and establishes new
reference points to enable the
vocalist to understand and
make use of the entire body in
the production of the singing
voice, resulting in previously
unknown depth, power and
quality.

—

MAIL ORDER FORM

Please send me copies of SINGING ENERGY in the Gan-Tone
Method of Voice Production @ $37.50 each, which includes postage,
handling and sales tax. (Outside U.S.A., $38.50 U.S currency.)
Includes a money-back guarantee.

NAMI

ADDRESS

CITY STATE zir
Singing Energy is required
reading for anyone who
wishes to become aware of a
new dimension in energizing GAN-TONE PUBLISHING CO.

the singing voice! = |[ES— —————— ————— .

LARYNGEAL-PELVIC * FUSION * AWARENESS

Send to: GAN-TONE PRODUCTIONS, Carnegie Hall, Studio 1105,
881 7th Avenue, New York City, NY 10019,
(Allow 3 to S weeks for delivery.)
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oni looks
at dogs from
both sides now
coyotes to curs
to sheepskin
wolves

JONI MITCHELL

Dog Eat Dog
(Getten)

oni Mitchell has always been an

anomaly. During the politically-

charged 60s she made her mark

as an incisive confessional poet; a
few years later, when confessional
songwriters began breeding like rab-
bits, Joni turned toward jazz, that most
macho of musical genres. Now that
romantic pop is in, it's only fitting that
she should emerge with a record that's
as politically and spiritually righteous as
any by a major artist since the death of
Bob Marley. The sound is still Joni
Mitchell's, but the sentiments are pure
Joan of Arc.

Framed by songs about friendship
and love ("Good Friends” and “Lucky
Girl"), Dog Eat Dog is really a record
about social darwinism, and how that
philosophy poisons hearts, our nation,
and planet. The hypocrisy of religious
evangelists who preach militarism in
God's name is bluntly exposed on “Tax
Free" (which features a guest sermon
by Rod Steiger) while the more

somber—and effective—ballad "Ethi-
opia” draws lucid connections between
a drought-stricken country “abandoned
by the rains,” the “shortsighted greed”
that produces “the whine of chainsaws
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hacking rainforests down” and a media
that turns calamity into a circus ("A TV
star with a PR smile/ Calls your baby
‘it'/ While strolling through your tragic
trials”). At moments like these Mitchell's
outrage is nearly palpable; sois herres-
ignation, which makes her pfaint that
much more moving. And it seems fitting
that the woman who set “Woodstock”
in context fifteen years ago should, in
the wake of Live Aid, do the same for
“Ethiopia” today.

Equally effective is the style she's
chosen for these sonic sermons; Dog
Eat Dog is an LP awash in programmed
synths and drum samples. And it works.
Like Thomas Dolby, who not so co-inci-
dentally co-produced the record and
plays on several tracks, Joni has
learned how to make electronics com-
plement rather than replace emotional
vulnerability; the music seems contem-
porary but never cold. A metallic,
chugging rhythm does come in handy
on “Fiction,” a song about the pos-
sibilities of paralysis in an over-stimu-
lated culture; more impressive, though,
are the swatches of synth textures on
“3 Great Stimulants,” which convey the
rich, dark brooding of orchestral brass.
Mitchell's melodies remain far more
complex than standard top forty (ev-
en on the superficially mainstream

"Good Friends,” a duet with Michael
McDonald, of all people) but seam-
lessly interlocking riffs and a steady
percussive puise make this her most
accessible music in years. Joni's pas-
sion and eloquence, however, is what
makes it memorable.

Of course it's rather unfashionable
these days to espouse social views
more substantial than those beamed
from beer commercials. But one thing
about Joni Mitchell, she’s always sung
from the heart, and over the years she's
acquired a moral authority that can't be
so easily dismissed as, say, Steve Van

Zandt's. Dog Eat Dog has it's flaws; |
there are a few weak songs, and mo- |

ments, like on “Tax Free” where subtlety
may have been more effective. But at
a time when our government practices
jingoism in Nicaragua, a song about the
dangers of “artifice, brutality and inno-
cence” (“3 Great Stimulants”) seems
more than just a cautionary fable.

Dog Eat Dog is thoroughly modern
music, and it's also a throwback to a
time when pop stars sang about the
world as if they—and it—mattered. On
“‘Dog Eat Dog” Joni Mitchell pro-

phesizes that all which is genuine “will |

be scormned and conned and cast
away." Here's hoping this record
proves her wrong. — Mark Rowland
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MELODY MAKERS

Play The Game Right -
(EMI/America)

CEDELLA BOOKER

Redemption Songs
(56 Hope Road)

esides spreading the pol-

itics of hope and struggle,

Bob Marley espoused a creed

of self-realization through self-
lessness, and his best songs were
steeped in images of community and
of family ties. In 1975, he wrote a moving
song about the plight of West Kingston
urchins who subsist by foraging in the
gigantic garbage dumps on which their
shacks stand. It was entitled “Children
Playing In The Streets,” and Marley
vowed that when they were old enough,
he would teach the song to his own chil-
dren. It now appears on Play The Game
Right, the delightful first U.S. album by
the Melody Makers, a reggae-pop
group composed of four of Bob and
Rita Marley's offspring.

In 1977, while working on the Wailers'
Exodus LP, Marley began encouraging
his mother Cedella, a powerful church
singer in her youth, to cut some gospel-
reggae demos. After her son's death,
she wrote a series of songs, among
them a stately, elegiac ballad called,
“Mother, Don’'t Cry," whose refrain
("Mother don't cry, I'li be alright”) con-
sists of Bob's last words to her. The re-
quiem is among the highlights of Re-
demption Songs, an arresting record
available in this country as an import.

The Melody Maker's effort features
the reedy singing of teenage David
“Ziggy" Marley, reggae’s answer to Ju-
lian Lennon, whose near-eerie vocal le-
gacy is offset by echoes of the spunky
verve of Frankie Lymon. The other
Melody Makers sound like a more play-
ful version of the |-Threes in rich vocal
arrangements by producers Grub
Cooper and Ricky Walters. The spare
instrumental tack taken by the backing
musicians—including members of the
Wailers—is particularly effective on
“Naah Leggo” and the title track, in
which peppy, pealing ska/Stax horns
parry with Aston Barrett's rope-a-dope

bass, while Ziggy skats and cajoles with
the dusky rasping technique he learned
from his father. Despite some serious
themes, the Melody Makers display
neither cute conceits nor the overween-
ing huff and puff of kids trying to sound
like adults.

Cedella Booker's throaty gospel
crooning on Redemption Songs man-
ages to sound intimate, reverent and
informal in traditional material like “You
Gotta Move.” And when she recasts
Wailers gems-—particularly “Put it On
(Lord | Thank You)"—in a gospel mold,
she wisely reserves her worship for the
songs and their messages, rather than
for the man who made them famous.

Happily, the Marley clan has neither
resorted to crass reissues and compila-
tions of basement tapes since Bob's
passing, nor tried to deport themselves
as surrogate reggae royalty. With a light
touch and fresh agendas, they are
carrying on with grace, providing soul-
ful testament to the continuity of life.

— Timothy White

MARSHALL CRENSHAW
Downtown
(Warner Bros.)

arshall Crenshaw’'s best

efforts encompass the del-

icacy of Smokey Robinson,

the swagger of Presley, and
the heartache of Hank Williams so imag-
inatively that you don't even care where
he got his ideas from. He got into trouble
on Field Day, though, when producer
Steve Lillywhite overamplified every-
thing to Spectoresque proportions.
Since Marsh’ works best on a small
scale, the record collapsed like a house
of cards. He's clearly learned that hard
lesson well, ‘cause Downtown is a sleek
delight. Produced, save one track, by
Crenshaw with Larry Hirsch and good
ol' T-Bone Burnett, the LP rightly zeroes
in on the details of the music, rather
than making a slam-bang display. Every
track yields pleasures that underline the
joy of traditional rock 'n’ roll performed
well: The vibrant strumming of an elec-
tric guitar in “Little Wild One (No. 5)";
Burnett's almost-comical sitar fills on

“Terrifying Love"; the goose-bump har-
monies of “Blues Is King"; and the foot-
loose rockabilly licks throughout. Cren-
shaw's vocals, a tasty mixture of “aw
shucks” openness and sardonic be-
musement, suit the role of the cool cat
("(We're Gonna) Shake Up Their
Minds") and soothing romantic (*The
Distance Between") equally well.

Exhibiting a true A-side/B-side men-
tality, our boy loads all of Downtown's
best tracks onto side one. "Yvonne"
uses NRBQ's rhythm section of drum-
mer Tom Ardolino and bassist Joey
Spampinato to set up a rubbery, hip-
shakin' tempo for Crenshaw's playful
tale of desire fulfilled. “Blues Is King,"
produced by Crenshaw and Mitch Eas-
ter, has the transfixing effect of a beau-
tiful hallucination, carried on waves of
rippling guitars and airborne vocals.
Here and elsewhere, warm, spacious
melodies recall nothing less than early
Brian Wilson gems like "Don't Worry,
Baby.” Crenshaw isn't that great a com-
poser yet—he still overwrites some-
what—but for the first time there are
hints he might approach that plateau
someday, a pretty tantalizing prospect.

Midway through side two, Crenshaw
uncorks a pair of covers that flirt openly
with nostalgia while keeping the fun
flowing. Ben Vaughn's loping lament
“I'm Sorry (But So Is Brenda Lee)” must
make Little Miss Dynamite proud; the
spunky “Right Now" captures the spirit
of vintage Ricky Nelson raveups. And,
heck, why not? Downtown is a little bit
old, a good bit new, and thoroughly win-
ning. Only the terminally jaded should
pass it by. — Jon Young

NEW ORLEANS REISSUES,
VOLUME ONE

his month's lesson: Reissues.
Example one, Professor Long-
hair's Rock ‘N’ Roll Gumbo
(Dancing Cat), exemplifies the
correct way to reissue Classic Amer-
ican Music. Notice that Dancing Cat,
owned by reigning king of touchee-
feelee music, George Winston, has
added two tracks to the original French
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Twas the night before Christmas, and not hard to tell,
‘Cause the band, it was jumping, and the gang raising hell. ~ $15 FOR ONE YEAR GIFT SUBSCRIPTION
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By morning they were bummed and for a good reason, Address Address

they didn't get Musician this holiday season, City

So why sit around and wart for St. Nick, State o .
When we've got Springsteen, Prince, Keith and Mick. ’ -2
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billy hart's
Gramavision

“Oshumare”, 18-8502-1
Available on Compact Disc.

| B:/ly Wart/Qshumare
‘ y V'.-“Q 7 f. <
Oshumare’” | BESEEA o

entails is sometimes beyond
music. It might remind
you of poetry. We sometimes would all see
the same vision at the same instant’

Listen To Our Vision: on quality Teldec or Audiophile pressings,

Chromium Dioxide B.A.S.F. cassettes and Compact Discs.
Write for catalog: Gramavision, 260 West Broadway, New York, N.Y. 10013

FEEDBACK
PROTECTION.
WITHOUT
SACRIFICING
RESPONSE.

Our remarkable MD 431 lets
performers work with ampilification
as loud as they wish—up to
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Blue Star album. And they've had Phil-
lippe Rault re-do his geek liner notes,
something as badly needed as the re-
mixing job, which brings up the piano
and expands the overall sound. Then,
further shaming the Big Labels and ap-
peasing neurotic record reveiwers, this
tiny label pressed the record on really
good vinyl, so it sounds great. Gumbo
grabs the pared-down sound of a work-
ing band and celebrates it in all its un-
retouched road-house glory; no frills,
lots of groove. If that isn't enough,
Gatemouth Brown, who as someone
quite accurately noted, “can do more
tricks with a guitar than a monkey can
do with a peanut,” spins off some of the
best blues guitar solos I've ever heard.

Example two, Lee Dorsey’s Holy
Cow!, raises a moral conundrum:
Should we be happy that a Big Label
has released Classic American Music,
albeit diet-plate style, (12 tracks) or
should we hold out for the English im-
ports, which remember those days of
16 Greatest Hits? Either way, this re-
lease seems part of a welcome trend
which, if done right, suits me fine. Lee
Dorsey isn't the greatest technician, re-
lative to the gospel greats, but his voice
is unique —sandpaper rough, cracks
where cracks fit, instantly recognizable.
Cow! includes as good 60s soul as ever
percolated in the Crescent City, with
original versions of Allen Toussaint
classics like “Sneakin' Sally Through
The Alley,” “Yes We Can,” “Ride Your
Pony,"” and much more. Toussaint's pro-
duction, spare and precise, makes the
tunes special, turning the most
brilliantly retarded novelty song into a
surreal trek through overdubbed
chunks of choruses and reverbed
guitars. It's a pop version of musique
concrete. — Peter Watrous

SHEILA E.

Romance 1600
(LR.S)

rtists usually sound more dis-
tinctive and less derivative over
time. Sheila E. seems to be
moving in the opposite dir-
ection. The Glamorous Life, her solo
debut, was produced by Prince but




sounded utterly unlike him. Its grab-bag . t 9
take on jazz, salsa and funk moved to h ‘NZ

an entirely different drummer, and that arVIe S ar Z S
helped make Sheila stand out against

N N
the rest of the Minneapolis Mafia.
Romance 1600, sad to say, sounds
like just another Prince production,

even though, with the exception of
“A Love Bizarre,” it was produced by
Ms. Escovedo herself. But Prince's
hallmarks are all there, from the self-

pitying romantic despair of "Bedtime “ N .

Story” to the double-timed balladry of e; ] ‘ composition

“Dear Michaelangelo.” “Toy Box” ¢ >
| suggests "My Sugar Walls, Mk. Il," as on Urban Earth

Sheila E. rummages through her "box” grew from a different

in search of a juicier metaphor. “One .

touch is too much,” indeed. arca Of my mmd; each was
In fairness, there are bits that remain ——— 1 : o

entirely Sheila's, such as the fast-and- r‘ nurtured by md1v1dual

furious instrumental salvos that preface Harvie CHCI‘glCS Supplled by my
“Merci For The Speed Of A Mad Clown s ’
In Summer,” but that only reflects the g;b"" musmans and myself

difference in instrumental competence
between Sheila E.'s band and the Rev-
olution. More to the point is the way the

jazzy cadences of "Yellow,” a song l
Sheila E. ought to be able to take in a dif-
ferent direction, are reduced to a sad-
der-but-no-wiser “Little Red Corvette.”

R RN sl Listen To Our Vision: on quality Teldec or Audiophile pressings,

LR GOV R RO S U CETU Chromium Dioxide B.A.S.F. cassettes and Compact Discs.
UEUVRVEVEREC RISl NI IR write for catalog: Gramavision, 260 West Broadway, New York, N.Y. 10013

anything on Around The World In A Day,
“ Diane Schuur has the

and both “Sister Fate” and “Toy Box"
have their charms. But this album

— E— most passion and pathos of any
singer since Ella Fitzgerald

seems a step backwards for Sheila E.,
and Sarah Vaughan,
she is truly a classic. ”
—STAN GETZ

“Urban Earth”, 18-8503-1.
Available on Compact Disc.
Previous Recording:

“Underneath It All", GR-8202.

i “Sister Fate,” or the warped jazz of 'Harvie

and that’'s too bad. — J.D. Considine

GRPA-1022 $

DIANE

THE FLESHTONES
Speed Connection 11

(LR.S))

“Flectriying. ‘Hypnotizing, Spellbinding”.
he Fleshtones know how to PoplJazz crtics and audiences are at no loss
throw a party. About the only of wor?slo de?)cnbe tSh% pherg)menon (hlal is
. . . singer/pianist Diane Schuur. Since the release of
ingredient missing from Speed last year's “Deedles;” Diane has been making
Connection Il is a garbage can all the right stops (Tre White House, Hollywood

full of Blue Whales, a tasty yet lethal Bow, Montergy, and nationally televised “Great
curacao/vodka/lemonade concoction Pe':?gﬁl”fhe:gbmpam e dost eticianatlae
that the 'Tones ) together for their Grusin, Lee Ritenour and Stan Getz, Diane
own soirées. Otherwise, this vinyl bash Sehuur puts her grealest talents forward in a collec
is complete. tion that is a guaranteed “Schuur Thing."

The Kings of Super Rock are in rare ‘::“'“eﬂ‘t‘:’ recards, cassettes
form here: Their loose-limbed purée of For a free color catalog wnte to el B y [ L 1

GRP Records. Dept. € Ty g e

the Rolllng Stones, the Kingsmen, and_ o6t i St R A P L =] n.%’éfa;

New York. NY 10019
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the Chocolate Watchband jolts across
in @ manner never quite delivered on
the group's fine but comparatively re-
strained studio records. This is high-
energy stuff—a guitar-whacking, sax-
blaring, tambourine-thrashing mix of
R&B dementia and garage-band
chaos. Vocalist Peter Zaremba wails
with a jagged larynx worthy of the
Sonics’ Gerry Roslie, while the band—
particularly fretbuster Keith Streng and
tubthumper Bill Milhizer— generate the
kind of abandoned noise that makes a
Fleshtones show one extended rave-
up. Set standouts include a killer med-
ley of 'Tones Super Rock standards, a
practically unrecognizable rearrange-
ment of T-Bone Burnett's "When The
Night Falls” (with guest Pete Buck of
R.E.M.), and a roaring version of the
R.E.M. throwaway “Wind Out.”

Don't confuse this LP with the earlier
import version Speed Connection, by
the way; though both were recorded be-
fore frenzied fans at the Gibon Club in
Paris, this set clearly eclipses its pre-
decessor for musical power and sheer
mania. At one memorable juncture on
SCIl, an audience member who man-
aged to elude the security bellows at
Zaremba, "We want intoxication!” The
singer coolly replies, “We'll work on it,
baby." Work on it yourself, baby—
mix up a Blue Whale, assume the
Fleshtones Power Stance, and rock
yourself into a panic. — Chris Morris

DAVE GRUSIN
LEE RITENOUR

DAVE GRUSIN
LEE RITENOUR

Harlequin
(G.RP)

IVAN LINS

Juntos
(Philips/PolyGram Discos)

he addition of Brazilian
singer/songwriter Ivan Lins to
Dave Grusin's and Lee
Ritenour's latest release adds
just the right crunch to a dish in need
of a strong bite. Keyboard wiz Grusin,
who honed his craft via film and TV
(most recently, The Goonies) has mas-
tered the art of atmosphere, but his
music lacks intimacy; oversweetened

tunes like “Early A.M. Attitude” and
“Cats Of Rio" (with real cats) wash well,
but don't wear long. In contrast, Lins’
two songs, which open and close Side
A, seem to pull sentiment straight out
of the earth; his voice, a rumpled, sexier
version of David Clayton-Thomas, is
worth the price of this album. Playing
with a generous harmonic hand, he
knows how to engorge a melody from
the inside, but his music is animated by
a rhythmic sixth-sense that digs, under,
around and over a beat—a gift Amer-
ican Brazilophiles only approximate.

A fuller draught of Lins can be had
on Juntos (available on import), which
brings together top Brazilian and Amer-
ican artists who have recorded his hits
over the last ten years, including Dja-
van, Beth Carvalho, George Benson
and Patti Austin. With a sensuality funk-
ier than Jobim's but less convoluted
than Milton Nascimento's, Lins writes
classic tunes for real singers: His mus-
ical world, colored by saudade (long-
ing) is filled with big furry emotions just
waiting to reach out and grab you. While
his most popular songs shout with
Brazilian joy, his most powerful ones, in
collaboration with lyricist Victor Martins,
delineate personal pain with poignant
clarity. And Lins’ voice is often his best
interpreter; on “Believe What | Say,” he
rides a double scat with Patti Austin that
skids them both right off the map into
outer space.

Lins is presently preparing a solo
album for GRP, and whether he can
safely navigate that mainstream cross-
over will depend upon translations and
production values that won't synth him
out of existence. Byt he's never
sounded so sophisticated as he does
on Harlequin; given his prodigious
technology and obvious simpatico,
Dave Grusin might prove to be the
American cockswain Lins needs.

— Pamela Bloom

JONATHAN RICHMAN AND
THE MODERN LOVERS

Rockin’ An}i Romance
(Twin/Tone)

onathan Richman is a musical
Rorschach blot. Does he embar-
rass you? Make you feel six years
old again? Transport you to a higher
plane of existence?
Few would deny that Richman packs
a punch, no matter what his particular
effect. With minimal backing for a flat,
nasal voice talk-singing about virtually
anything, Richman and the Modern
Lovers seem artlessly naive. But any-
one who can't appreciate Richman's
wide-eyed persona—and his humor—

is taking life too seriously.

As usual for Richman Rockin’ And Ro-
mance is beyond criticism, but we can
draw some objective conclusions. The
current Modern Lovers comprise a
drummer and a whole bunch of backing
singers; only Richman plays guitar.
(And you thought the group was quiet
before.) Jonathan sings (or whatever)
completely unaccompanied on “Walter
Johnson,” which thus sounds like a field
recording from some parallel universe.
Another baseball-related song, “The
Fenway,"” traffics in the nostalgia which
tinges much of Rockin’ And Romance's
material. “The U.F.O. Man" pays tribute
to the Beach Boys' “Little Honda" and
has an acoustic surf-guitar break. Sam-
ple lyric from “My Jeans": “I've turned
the whole store upside down/And they
don't got Wranglers, so let's go.”
There's a love song to a “cruddy little
chewing gum wrapper” and an ode to
“The Beach.” Throughout are wang-a-
dang-dangs and bom-diddy-boms
showing Richman's fondness for 50s
vocal groups.

It's anidiosyncratic blend, alright: un-
amplified rock 'n’ roll pantheism. But it's
at least as appealing as heavy-metal
devil worship. As long as he doesn't
start a cult religion, Richman remains
delightfully out of tune, not just vocally,
but with a material world. — Scott Isler

JOHN WAITE

Mask Of Smiles
(EMi/America)

o tell the truth, it's hard to take
John  Waite seriously. A
perennial pretty boy, he
started off as a member of the
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and in America’

Records; Sam Holdsworth,
Billboard Magazine;
and artist/producer Felix
Cavaliere. Grand prize in-
cludes a weekend in Chicago
for the 1986 NAMM show
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| Merchants) free studio time
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ave vou ever been told your

music sounds great, or

that the band is really
going places? Well, if you're
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and Februarv 1, 1986, JBL
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us a tape of vour best song and
performance. Four winners
will be chosen over the
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for a national recording
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< 1985 STEINBERGER SOUND Babys (a sort of hard rock precursor to

Pat. No. 4,192,213 ' Duran Duran), and has since gone on
INTL. PATS. PEND. ki~

to become a soap-opera heartthrob.
Not exactly like hopping trains with
Woodie Guthrie, is it?

But one of the great things about rock
‘n’ roll is that almost anyone is capable
of making a good record, even teeny-
bop fodder like John Waite, and Mask
Of Smiles is so solid, it's embarrassing.
Unlike Rick Springfield, Waite is no er-
satz rocker; the edge to his perfor-
mance is genuine, and his voice pushes
the songs along with authority. “No
Brakes," the album's aptly-titled climax,
finds the singer practically roaring as
the rhythm section hurtles along on its
way to a searing Johnny Thunders (?!)
guitar solo. Kiddie music this isn't.

Mask Of Smiles does make allow-
ances for the singer’s youth-market ap-
peal, but rarely compromises itself by
playing down to its audience. “Every
Step Of The Way,” for instance, builds
its chorus around a melodic hook, but
rather than beat you over the head with
it the way Nik Kershaw might, Waite
grinds on around it, emphasizing the
way his band rocks, not how the song
twinkles. A similar, though more impres-

STEUNER@ER P.O.Box 4394 sive, version of that trick turns up in the
i} Sanfa Rosa, CA 95402 cover of "Ain't That Peculiar,” a marvel-

122 S. ROBINSON AVE.  NEWBURGH, NY o 12550 (707) 525-9941 ous piece of work in which Waite avoids
(914) 565-4005 FREE BROCHURE all the expected Marvinisms to turn the
original’s slow burninto an outright rant.

Mask Of Smiles isn't without prob-
lems—Waite remains an unfortunately
histrionic ballad singer, and “Laydown”

IF YOU ARE LOOKING TO BUY [ el e oan e o
MUSICAL OR SOUND EQUIPMENT

thing a mainstream rock record is sup-
posed to do. Including getting us to take
the singer seriously. — J.D. Considine

Murray from page 26
they Kill it, and then they pick another
CALL FOR SAM ASH one and they do it again. Instead of
seeing who the brightest guys are and

dealing with them all, they choose one.
I'm not talking about anyone per se, I'm

TOLL FREE ASk TO" Free Operator just talking about the fact that / wasn't

chosen,” Murray says, laughing.
for Sam Ash “So I'm not one of the chosen ones,”
he continues more philosophically. “So
OR 1-718-347-7757 I have to fight to be one of them. | be-
lieve it will happen, though. | came to
New York to become a millionaire. |
Sam Ash has everything all musicians need, know that sounds weird, that | picked
. . ) the wrong profession for it, but | actually
from playing to recording at consistently low did come to New York to become a mil-
. . . i lionaire by playing music. | still see that,
prices. For over 61 years, if you want it you'll somewhere, and if | dont reach that

i H goal, maybe my son will.

find it at Sam Ash. “You got to be able to live with your-
self though,” David Murray concludes.
“You got to be able to wake up in the

SAM ASH MUSIC CORP. morning and say to yourself, ‘Oh man,
124 Fulton Avenue Hempstead, N.Y. 11550 yeah, | feel good what 'm doing.

FREE PRODUCT INFORMATION PAGE 122
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Lisa Lisa & Cult Jam
with Full Force
Lisa Lisa & Cult Jam With Full Force

Full Force
Full Force (Columbia)

Lisa Lisa's "I Wonder If | Take You
Home" was to this summer what UTFO's
"Roxanne, Roxanne” was to last winter:
the most addictive dance record of the
season. Part of it had to do with the way
each song opened awindow to reality—
Lisa Lisa’s combination of desire and
cold feet is as common in real life,
though as rare on record, as UTFO's
fast-talking strike-out—but Full Force’s
lean, purposeful grooves help too. That
Lisa Lisa would round out her hit with
a few more done-me-wrong songs was
no surprise, but Full Force tops off its
own eclectic funk with a gospel earnest-
ness stretching from the Martin Luther
King tribute, “The Dream Believer," to
the spirited harmonies of “The Man Up-
stairs.” Who said hip-hop's got no roots?

The Motels
Shock (Capitol)

Martha Davis has always overplayed
her parts, inflating Ronnie Spector quiv-
ers into Barbra Streisand shudders; no
wonder the Motels often sounded too
campy for their own good. But here she
exnands her role with enough sense of
purpose to lend a certain opulence,
from the hi-tech funk of the title cut to
the cool melodrama of “Icy Red,” mak-
ing Shock an affordable indulgence.

Marti Jones
Unsophisticated Time (A&M)

When fronting Color Me Gone, Jones
showed all the buoyant promise of a
talented unknown. Amazingly, her solo
debut lives up to that and more. With
producer Don Dixon as (most of) her
backing band, Jones reveals all the
inner magic and melodic detail beneath
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these songs, which range from the wist-
ful warmth of the dBs' “Lonrely Is As
Lonely Does" to the bittersweet pop of
Elvis Costello’s “The Element Within Her.”

Dexy’s Midnight Runners
Don't Stand Me Down (Mercury)

Singing like Van Morrison doesn’'t mean
muchwhen you've got avoice like Kevin
Rowland's, for no amount of embellish-
ment can cover Rowland’s nasal inflec-
tion and outright ugly tone. So it makes
some sense to find the arrogant one
talking through such offerings as “This
Is What She's Like.” Unfortunately, this
*Come On, Eileen" rip-off is as close to
catchy as the album gets.

Jennifer Holliday
Say You Love Me (Geffen)

“You're The One,” a gentle Michael
Jackson ballad, sets the tone, as Holli-
day cozies up to the melody without
overwhelming it. Her performance is
supremely controlled, emphasizing
strength and dynamics, which makes it
all the more exciting when she finally
cuts loose. And her powerfully spiritual
reading of Ellington's “Come Sunday”
is a gem.

Loverboy
Lovin' Every Minute Of It (Columbia)

The only thing worse than a band this
calculating is when it produces an
album this good.

del Amitri
del Amitri (Chrysalis)

With their twangy guitars and verbose
idealism, del Amitri invite comparison
to those other Scots innocents, Aztec
Camera. But del Amitri are more than
the latest band to climb aboard that par-
ticular wagon, for the grit in Justin Cur-
rie's voice lends these songs a tough-
ness reminiscent of early Graham
Parker. Absolutely winning.

? & the Mysterians
The Dallas Reunion Tapes:
96 Tears Forever (ROIR cassette)

There was a stunning simplicity to the
Mysterians’ sound, a droning mindless-
ness that somehow made a virtue of
repetition and ellipsis. Perhaps the ulti-
mate proof of its power is the unstop-
pable vitality shown in this 1984 reunion
show. With the band sharper but no
slicker than the old days and ? himself
sounding like the bad-ass Mick Jagger
would like to be, this is a performance
that can't be passed up. (611 Broadway,
Suite 725, New York, NY 10012)

J.D. Considine

Sly & Robbie

Language Barrier (Island)

In which the dynamic duo finally call in
some debts to assemble an all-star
cast. True, some names are bigger than
their contributions (are you sure Bob
Dylan is on this record?), but that's no
problem if it keeps Sly & Robbie in the
groove. And groove they do, from the
starkly circular "Black Satin” to the ram-
bunctious “Bass And Trouble.” Recom-
mended to those who don't need uplift
in their dance music.

The Armoury Show
Waiting For The Floods (EMI/America)

Though their dour demeanor and stark
textures bespeak brave new music, all
this really amounts to is Big Country for
eggheads.

Michael Nyman
The Kiss And Other Movements
(Editions EG)

Because Nyman is enamored of puls-
ing, repetitious ensemble writing and
simple, triad harmonies, it's tempting to
lump him in with the likes of Philip Glass.
But Nyman is no mere minimalist, for
he cultivates a sort of salon-orchestra
warmth in his players, and eschews
slowly unfolding thematic development,
working instead for a wry melodicism
reminiscent of Carla Bley. (Jem Rec-
ords, 3619 Kennedy Rd., So. Plainfield,
NJ 07080)

Zeitgeist
Translate Slowly (DB)

This Austin quartet sounds suspiciously
British; not that they're slavishly anglo-
philic, but much of their sound seems
based on received ideas. Every so
often, though, the band busts through
its mannerisms. On the likes of “Blue
Eyes” or the title track, Translate Slowly
is transformed from the merely likeable
to the absolutely wonderful. (Landslide.
450 14th St., Atlanta, GA 30318).

Stewart Copeland
The Rhythmatist (A&M)

If it seems odd that rock's most poly-
rhythmic percussionist should sound so
straight here, listen closer. B'wana

Copeland really did learn something
from his sojourn in Africa, specifically
how to use the whole band to develop
his rhythmic ideas. Granted, that leaves
him with an album that's more instruc-
tive than catchy, but it's still better than
sitting through his slides.




LOS ANGELES TIMES:
“Annie unleashed is one of rock’s
true naturai wonders.”

SPIN:

“The power and magnitude of
Annie Lennox’s voice is almost un-
paralleled among female rock
singers. Dave Stewart.. .has proved
once again to be a versatile and
inventive producer. | suspect we'll
be hearing from them for a iong,

long time”” -

THE VILLAGE VOICE:

“For my money, this is the first LP to
place the late '60s/early '70s rock
'n’ soul tradition firmly in the
context of '80s pop.”

NINE STUNNING TRACKS
WITH GUEST PERFORMANCES
FROM FAMOUS FRIENDS.

INCLUDES THE HITS:

“Would I Lie To You?” -
“There Must Be An Angel (Playing
With My Heart)”

“Sisters Are Doin’ It For Themselves”
(a duet with Aretha Franklin), and
“) Love You Like A Ball And Chain”

RGA-

Records and Cassettes

NOW, IF YOU'RE LOOKING
FOR SOME RAVE REVIEWS
OF YOUR OWN, stop by your
local Record Bar or Licorice
Pizza Record Store for
details on how to win this
Seiko Digital Keyboard!

Seiko DS250 Digitally Synthesized Keyboard...
One of the most advanced and versatile

electronic keyboards avai!gble to today’s R o SEIKO

MiIDI-based musician. DT TBORrS

“BE YOURSELF TONIGHT”
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Max Roach

Survivors, Easy Winners; Scott Free
(alt Sout Note/PolyGram Special Imports)
These three new releases all bear wit-
ness to the great drummer's willingness
to take risks. If side one of Survivors,
which plops Roach down in the middle
of an overagitated Peter Phillips string
quartet, demonstrates why these jazz
and classical liaisons seldom work, the
flamboyant Easy Winners by Roach'’s
double quartet (his hard-working band
plus a string section) shows why that
effort is worth it. A Little Booker,”
Roach’'s uptempo dirge for the late
Booker Little, is electrifying, while
scores by trumpeter Cecil Bridgewater,
tenor saxophonist Odean Pope, and
violist Maxine Roach (a string transcrip-
tion of a Joplin piano rag) have their
moments. Survivors is at least worth
hearing for the drum solos on side two,
but Scott Free, an album-length Bridge-
water composition, fails to justify such
extended treatment.

Mubhal Richard Abrams
View From Within (Black Saint/PSl)

The centerpiece is “Down At Peppers,”
a revisionist sixteen-bar blues compar-
able in impact to such earlier Abrams
masterworks as "Mama And Daddy,”
“Blues Forever” and “Bloodlines” (sorry,
only one to an album). The rest is more
experimental, but scarcely less exem-
plary, with colorful performances by
trumpeter Stanton Davis and percus-
sionist Ray Mantilla.

Dave Holland Quintet

Seeds Of Time (ECM)

Unlike last year's Jumpin' In, which
reached out and grabbed you, the fol-
low-up, with its subtle emphasis on
composition and five-way polyphony,
takes a few spins to sink in. The extra
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effort is worth it though, because the
front line of trumpeter Kenny Wheeler,
trombonist Julian Priester, and saxo-
phonist Steve Coleman remains one of
the most stylish and distinctive in jazz,
while sizzling drummer Marvin “Smitty”
Smith proves a vast improvement over
his predecessor. Bassist/leader Hol-
land has no betters on his instrument,
and few peers.

Hugh Ragin

On his first album as a leader, the young
trumpeter with the malleable tone and
pithy approach to rhythm interprets
Paganini, Ornette Coleman, and two bf
his own compositions—one a witty turn
on the solemn ostinatos favored by the
likes of Pharoah Sanders, the other an
exploration of inner space with bassist
John Lindberg and drummer Thurman
Barker pointing the way. All of it is daz-
zling, the sort of LP major labels ought
to be releasing every once in a while.
(Available from North Country Dis-
tributors, Redwood, NY 13679-9612)

McCoy Tyner
Just Feelin’ (Palo Alto)

Tyner’s first since disbanding his quin-
tet is a change of pace—a trio date
showcasing his flair for melodic embel-
lishment. But let's face it, the format is
hardly spacious enough for Tyner. Let’s
hope someone records the rude big
band he debuted on the East Coast last
winter.

Abmad Jamal
Digital Works (Atlantic)

Back in the 50s, at the height of Jamal's
popularity, musicians raved about him
while critics dismissed him as Erroll
Garner without humor. As usual, the crit-
ics were right. This new double’s re-
makes of “Poinciana” and “But Not For
Me” confirm that the late bassist Israel
Crosby gave the originals their irresisti-
ble cheek.

Chet Baker & Warne Marsh
Blues For A Reason

An inspired pairing of veterans: trum
peter Baker, whose taut solos are be-
coming as deep and indelible as the
lines on his face, and tenor saxophonist
Marsh, whose spirals, coils and whorls
make his style unique and identifiable
as a fingerprint. The rhythm section is
on the money, with pianist Hod O'Brien
almost stealing the show—no small feat
when Marsh is on the bill, playing his

Francis Davis

favorite game of name-that-chord-
change as cunningly as he does here.

Frank Foster & Frank Wess
Frankly Speaking (Concord Jazz)
Clifford Jordan & Junior Cook
Two Tenor Winner

(Criss Cross/North Country) |

You want tenors in pairs, we got tenors
in pairs. The two Franks swing with all
the aplomb one expects from ex-Basie-
ites, and their seasoning as big band
arrangers serves them well. (Having
Kenny Barron as their pianist serves
them even better) The Jordan-Cook
confrontation is less balanced, partly
because Jordan plays with such fire
and imagination these days that he
makes Cook sound stolid by compari-
son. But only by comparison.

Phil Woods Quintet

Integrity (Red/PSl)

This good double from ltaly is the first
Woods LP to feature trumpeter Tom
Harrell, who brings some badly needed
edge to the alto saxophonist's group,
and who also seems to be having a
rejuvenating effect on the book, which
now consists mostly of hard bop class-
ics by Weston, Rivers and Shorter.

Borah Bergman
Upside Down Visions (Soul Note/PSI)
The joke about this mad genius-type
has always been that his right hand
doesn’t know what the left is doing and
doesn't want to know, either. His piano
music still takes hand independence as
its goal, but there's more space be-
tween the notes now, and more sense
that someone might be out there listen-
ing. All of which makes this LP a good
place to come to terms with one of the
more unusual, subterranean figures in
contemporary music.

Original Jazz Classics: Blue Note or no
Blue Note, when it comes to facsimile
reissues, Fantasy still sets the standard.
The latest batch of thirty includes long-
forgotten curiosities like Introducing
Paul Bley (with Mingus and Blakey, no
less), Max Roach Quartet Featuring
Hank Mobley, Abbey Lincoln's It's
Magic, and Pat Martino's £/ Hombre,
and is especially kind to pre-bop tenors.
Highly recommended: Bud Johnson
And The Four Brass Giants, The Bud
Freeman All Stars Featuring Shorty
Baker, Paul Gonsalves' Gettin' To-
gether, and Buddy Tate’s Tate A Tete.




oo e+ VERSATILE.
- V-43

am ' In a survival situation, there’s no
In-ve a time to worry about how your
erw [ 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. Featuring 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-amping. 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 write or call:

<" Cerwin-Vega!
12250 Montague St.

} Arleta, CA 91331
(818) 896-0777 Telex: 662250



Prince & The Revolution Live
(Warner Music Video)

The whole two-hour Purple Rain tour ex-
travaganza for just $29.98 list? When
Prince, still one of music's hottest fig-
ures despite the Michael Jackson burn-
out factor, had announced it would be
his last tour for an indefinite time? We're

| talking total commitment to value, right?
Well, yes and no. This particular show—
March 30, 1985 at the Syracuse, N.Y.
Carrier Dome—was simulcast live to
Europe via satellite. Prince & The Rev-
olution Live comes right off the satellite
transmission, with no extra lighting for
the home video. So a /ot of the time—like
whenever the Carrier Dome lights aren’t
up full—the onstage proceedings de-
scend into an impenetrable biue-btack
murk, and we're left wondering what
we're missing. Also on the minus side,
what we're seeing (and not seeing) is
mostly no more than a neurotically rote
run-through of the performance se-
quences in Purple Rain the movie; one
does wish The Kid would give it a rest
after a bit. Especially grating is the
special-effects treatment of “When
Doves Cry,” which turns the entire live
version into that mirror-image riff from
the end of the song's promo clip. Still,
this /s Prince, and his expenditure of
talent and energy is as remarkable as
it is generous. Some bizarrely arresting
theatrical interludes reveal, even revel
in, the twisted narcissism and provoca-
tive paradoxes at the heart of this class-
ically American character.

Sade: Diamond Life Video
(CBS/Fox)

With her high-fashion Afro-Eurasian
looks, Sade sure ain't hard to look at.
And her band's swah-vay, jazz-in-
flected sophisto-pop (let's call her
Steely Danielle) is very easy on the ears.
But of the four clips here (including the

118

never-seen-before “When Am | Going
To Make A Living?"), only the elabo-
rately Hitchcockian “Smooth Operator”
offers more than lovely looks and sooth-
ing sounds. Between-clip interview
snippets tell us zilch. Sade's music is
so atmospheric and seductive that vis-
uals really do it a disservice.

Chuck Berry Featuring

Tina Turner

(Passport) -

The brown-eyed handsome man in front
of a hasn't-a-clue whitebread crowd,
this time at Los Angeles’ Roxy in 1982,
Bland-out direction reinforces the im-
mediate impression of defiantly off-
handed readings of Berry classics, but
look and listen again and you'lt discover
some fine, metallic-bluesy chordal
solos (in “Nadine” and “Around And
Around,” among others). Then again,
Berry also gives way too much solo time
to schlockmeister guitarist Richie Zito.
Still, by the time a pre-comeback Tina
Turner sashaysout, in straight platinum-
blonde hair and dancing better than she
does now, and Chuck's gorgeous
daughter Ingrid joins Dad for a “Reelin’
And Rockin' that gets the whole audi-
ence onstage dancing with glee, you
can't help but be won over. Keith
Richards probably owns this tape; why
not you?

The Cars: Live 1984-1985
(Vestron) 7
Larry Jordan's direction is as ultra-slick
and accomplished as the band itself.
But while the moving, cantilevered
multi-monitor video backdrop, light-
show shadow-play, and post-produc-
tion computer graphics—not to mention
Ric Ocasek's fringed black-leather-
and-confetti-tweed jacket, and Elliot
Easton’s groovy paisley Telecaster—are
all very diverting, nothing can disguise
the band's frigid lifelessness onstage.

Willie & The Poor Boys
(Passport)

The opening credit—"“from an original
idea by Bill Wyman"—does not bode
well, since Wyman's last original idea
on home video was the execrable Digi-
tal Dreams. But this make-believe-sock-
hop isn'tall that bad: Like its companion
album of roots-rocks covers, Willie &
The Poor Boys is a pleasantly harmless
indulgence. Charlie Watts mugs it up
as usual; Wyman gets to sing (and
sounds remarkably like Ringo Starr,
who does a cameo at the end as a
janitor); Ron Wood toots a sax; every-

Michael Shore

body wears fab 50s tweed jackets. Only
Chris Rea's “Baby Please Don't Go" has
any shred of urgency.

Jazz At The Smithsonian:

Art Farmer

(Sony Video LP)

The expatriate flugelhornist, who now
resides in Vienna, comes across as
genuinely warm, sweet and humble,
both onstage and in brief interview com-
ments. Farmer’'s abundantly evident
mastery of the mellow horn (leading a
rhythm section propelied by superb
drummer Billy Hart) ought to be more
than enough to banish the memory of
Chuck Macaroni from the mind of any-
one with ears to hear.

Frankie Goes To Hollywood
From A Wasteland To An Artificial
Paradise (RCA/Columbia)

Much as | despise this "band” and all
it stands for, there are some things to
recommend in this half-hour clip compi-
lation. Mainly, there's Godley & Creme's
brilliant “Two Tribes” clip, a diabolical
conflation of media agit-prop and pol-
itics-as-professional-wrestling; this is
the long version, full of “scratch” treat-
ments of Nixon tapes and the like. You
also get the first of many controversial
clips for “Relax” (complete with implied
golden showers in a gay bar); the unen-
durable boondoggle of “Welcome To
The Pleasuredome”; and the last
“Relax” clip, with one of the great comic
moments in rock history: the group
onstage besieged by an audience of
teenage girls. What a hoot.

Soon Come: From RCA/Columbia, Bob
Marley: Legend, with clips, concert
footage and interviews; British Rock:
The First Wave, by the same folks who
did such good jobs on The Compleat
Beatles and Rock And Roll: The Early
Years...From Sony, Beatles and
Motown tapes taken from the British 60s
show Ready, Steady, Go/; a Richard
Thompson in-concert video, shot on his
recent U.S. tour by Larry Jordan; and
Bob Wilber's Smithsonian tribute to Sid-
ney Bechet....From the latest video
label to be spun off a record label, At-
lantic Home Video: AC/DC'’s Fly On The
Wall clip compilation....From CBS/Fox,
Weird Al Yankovic's The Compleat Al,
with all his classic parody videos, ex-
cerpts from his immortal “Al-TV" demoli-
tion of MTV, and a new clip that's an
ingenious Devo take-off....From Warner
Home Video, The Heart Of Rock 'n’ Roll,
with Huey Lewis & the News live at San
Francisco's Kabuki Theater.




When you're looking for the

- BEST

\.

Every week, King Biscuit brings you the best
rock & roll recorded live in concert halls
around the country. Groups like Genesis, the
Rolling Stones, U2, Robert Plant and David
Bowie.

On over 200 radio stations via the ABC Rock
Radio Network.

in

‘ ®
Live .
" Music...

The King Biscuit Flower Hour produced by
DIR Broadcasting. For information on who's
coming up, write Carol Strauss Klenfner, DIR
Broadcasting, 32 East 57 Street, New York,
NY. 10022.
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H OTLINE
TOLL e FREE

800-223-7524

HOW TO ORDERAN AD

Regular Classified (ads without borders)
25 word minmum. $1.75 per word. minimum
$44 per insertion. $1.70 per word, minmum
$43. for six consecutive nsertions; $1.65 per
word, minimum $41, for 12 insertons.
Ciassified Display (all ads with borders)
$127 per column inch, per insertion; $!18 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 handiing.
Payment Must Accompany Order.
Deadline: Two months prior to date of
pubtication. Cancellations must be n writing
to be accepted.
Address All Ad Orders:
Musician Classified Ad Dept.
1515 Broadway. New York City. NY 10036
Phone: 212-764-7388

ANNOUNCEMENTS

NEW JAZZ LISTENING CLUB FORMING
Contact ' Jazz at Shore Fire Concert Series " 1-800-
631-2292 In New Jersey 201-870-2843.

FINANCE YOUR PROJECT! Roger North,
music business consultant with track record. Will
help you raise cash! Bands, Recording studios
record compan.es

Call 616-344-1663 for free information.

BOOKS/PUBLICATIONS

ROCK MUSIC BOOKS. Originai JEFF BECK
$9 95, Onginal ANGUS YOUNG $9.95, ZZ TOP
Elminator  $995 SCORPIONS ANTHOLOGY
$1295, Ornginal BLACKMOORE $7 95, Guitar
techniques of ZEPPELIN $6.95, Guitar Techriques
Of RUSH $6 95, VAN HALEN (811 $12 95, Electronic
Projects For Mus crans $14 95 Free Catalog DIS-
COUNT MUSIC WAREHOUSE, PO Box 390A, New
Market, VA 22844

EMPLOYMENT

BANDS, MUSICIANS WE CAN find you the
band musician gig, manager, or instruments you
need Thousands of listings Call: INTERNATIONAL
MUSICIANS REFERRAL SERVICE, (718) 728 5650

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 Eim Camden, ME
04843 or VisasMC 207-236-8051

MSX SOFTWARE FOR THE CX5M —over 150
titles, arcade games, word processing. spread
sheets, etc. To receive catalog send $ 1.00 post
age and handiing to° NYRAC, PO Box 210173
Montgomery NYRAC, P O BOX
210173, Montgomery, AL 36121

STAGE EFFECTS FLASH PAPER, ILLU-
SIONS and other accessories for stage, club and
parties Wrte to WME, 1010 Wnght Ave . Long
Beach, MS 39560 Send $1 00 for sample

Banjo B&D Siver Bell style # Montana-best offer
(518)355-6503

Electntying voices for DX-7 include new keyboards
fantasy percussion, heavy metal, analog and digia
synth sounds 40 for $30. or send RAM with $50
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Sample cassette $7. Limbic Music, 1174 S

Scoville, Oak Park, IL 60304

~ INSTRUCTIONS

GUITAR INSTRUCTION BOOKS. The Right
Touch—night handed hammernng (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!
Guaranteea! IMPROVISE LIKE THE MASTERS. Ex-
citing new method makes it easy. Free information!
Write today. BATES MUSIC-MN, 5256 Beard. Min-
neapolis. MN 55410

VIDEO GUITAR LESSONS. Piay any song by
ear—Rhythm or Lead!! Fastest course ever! Free
Details. BATES MUSIC-MNV. 5256 Beard, Min-
neapolis, MN 55410

ARE YOUR REHEARSALS BETTER THAN
YOUR PERFORMANCES? You could be subcon-
sciously sabotaging your nborn  success
mechanism. Send $9 95 for each cassette, OVER
COMING PERFORMANCE ANXIETY or PRODUC-
TIVE  PRACTICE TECHNIQUES—$1.00 for
brochure. Musicians Success Group, P.O. Box
5794-M. Bellevue, WA 98006

INSTRUMENTS

FANTASTIC DISCOUNT ON STRINGS,
reeds etc. . for free catalog wnte: RITCHIES
MUSIC. 50 WestMain Street Rockaway NJ07866

DRUMMERS! Drum Recovering Kits are avail-
able Over 30 choices for Pearis 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

BEST PRICES IN THE NATION!! On 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

HUGE SAVINGS TO YOU! Ail major brands of
guitar, strings, picks and drum accessories at the
lowest posstble 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 1st LARK STREET MUSIC
221 Lark Street Albany, NY 12210 (4'8) 463-6033
except Saturday Always buy ng used nstruments
We ship everywhere

Hot New Programs For OBXP, OB8, Prophet 600
Poly 6 JX3P Send $12.95 (Specify volume 1 or 2)
to. SOUNDSCAPES PO Box 166826 Irving TX
75016

Jointhe TRADIN' LICKS BUYERS CLUB and
ENJOY THE ABSOLUTE LOWEST PRICES any
where For newsletter and catalog send $2.00 1o
TRADIN LICKS P O Box 1893 Youngstown Ohio
44501

FREE CATALOG OF ELECTRIC GUITARS effects
strings, accessories, etc Kramer. Gibson Wes
tone, Cort, more. Discount prices Fast service
ELDERLY INSTRUMENTS, 1100 N Washington
P O B.14210-F5 Lansing MI48901 517 372-7890

MUSICIANS

32 VOICEPACKAGES FOR YAMAHA DX-7
Fat analog-type synth sounds & dazzling special
elfects - instructions & programming tips included
{Demo cassette available $3 00 } Writeto. R L Pro
ductions, PO Box 4692, Bay Terrace, NY 11360
4692 or call 1-718-939-1649

SERIOUS FEMALE ROCK MUSICIANS:
Stop wasting precious time. The all-female rock
band, BARRACUDA, WANTS YOU! Send tape,
photo, and resume NOW! BARRACUDA, P.O. Box
70246, Las Vegas, NV 89170 (702) 736-8534--24
HOURS

MUSICIANS! Looking for the nght group? BANDS!
Looking for that one nght player? We've got the
best! Hot Players Referral Service and Talent
Agency 513-931-8053

MUSIC OPPORTUNITY/RECORD CON-
TRACT. We will present your demo tape to major
record executives. Service FREE if not accepted
25 yrs experience in industry For details. S.A.S.E
Milestone Media Dept. MM, P O. Box 869, Venice
CA 90291

KORG POLY-800 OWNERS:
128 exciting new programs for ROCK, JAZZ. FU
SION and PROGRESSIVE musicians. Patches are
INCREDIBLY CLOSE TO ORIGINAL sounds hap
pening today SUPER FAST DELIVERY'! Volume A
64 programs $15.00—Volume B 64 programs
$15.00.
PRECISION SYNTHI-DATA INTERNATIONAL,
325 Brookshire Road
Youngstown. New York 14174

PHOTOS/POSTERS

COLOR CONCERT PHOTOGRAPHS! Huge
selection. Send $2. for illustrated catalog coupon
Mention  favorite.  “SMILE," Box 15293 -M,
Chesapeake, VA 23320-0293

1985 “LIVE AID" COLOR PHOTOS! SAMPLE
PHOTO & CATALOG --$2 00 RRC, P O Box 564
M, New Britain, CT 06050

POSITION WANTED

TRAINED VOCALIST SEEKS new employment
Willing to relocate, proficient pianist, progressing
songwriter, good reader and an attractive Appear
ance. Please call Cyndy 504-831-2063

RECORDS/TAPES

UK/USA RECORDS: FANTASTIC CATALOG
of records, tapes & books Many imports & rarities!
Our computenzed search service can find it all!
Send your want lists requests. + three 22¢ stamps
for catalog to 28-D Pamaron Way, Ignacio CA 94947

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

FREE CASSETTE CATALOG! Be amazed'
Your favorite Rock, New Wave, Heavy Metal, Funk
Reggae bands Not avallable on vinyl! ROIR, 611
Broadway, NYC, NY 10012 (212) 477-0563

RECORDING TALENT

BECOME A RECORDING ARTIST! Hollywood
records can place your master tape on our label
For free record and information write Hollywood
Records, 603 First St. #138-M. Oceanside. CA
92054

SONGWRITERS

SONGS? LYRICS? America s leading music de-
velopment company seeks songwriers/lyricists
with marketable material Best references Strictly
confidential American Music Connection gives you
the facts! Free kit 1 (800) 257-7880

ATTN SONGWRITERS WITH HIT POTENTIAL! For
§125 00 have your songs recorded by Pro-NY
musicians $5 00 for tape demonstration (apphca
ple) Check payable to Jeff Lin, C&J Sound, 40 W
27th St , Suite 485 New York. NY 10001 (212) 308
4744 Ext 221

LEARN SONGWRITING & COMPOSE MUSIC.
Professional instruction by mail For course de
scription AMERICAN CORRESPONDENCE INSTI
TUTE, Box 31021 E, Cleveland OH 44131

TALENT
Wanted vocalist Dio Sound, high range o complete
onginal studio recording Submit demn to 27000
Ketterhagen Rd Burlington Wt 53105
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The Professional’s Choice

Join professionals like Alabama, Jefferson Starship, Roy
lark, Heart, Missing Persons, Pat Benatar, and Rush who de-
end on Carvin to get the sound and reliability they need!

With CARVIN you're buying the finest quality at the lowest
rices! This is all made possible because of our factory direct
iarketing. Try it on the job for 10 days and if not convinced
1at it’s better than gear selling for twice the price, we’ll refund
sur money. Buy Direct and expect “Fast Action” mail order
srvice. Use your Mastercard or Visa for convenience. Send for
sur FREE CARVIN 84 pg catalog today or include $2 for First
‘lass mail, $5 Foreign.

Factory Direct prices on Carvin Products as shown

R540-E Concert 90° Radial Horn w Pro Electro-Voice Driver — $279
1330-E Horn-loaded Bass Bottom w EVM-15L Electro-Voice Spk —~ $299
980-E Pro Radial Horn/Bass System w all Electro-Voice Spks — $439
750-M Pro 12" Stage Monitor w high powered Magnal.ab spks — $179
MX1644 Modular Recording board w 16ch x 4 sub groupings, L&R assign,
4 buss sends, 4 band EQ, four 9 band Graphics, Reverb — $1995

$X1202 Stereo 12 ch w Graphics — $999 (w 300W RMS $1199)

DCAB00 800W (bridged) Stereo Amp — $549. DCA300 300W — $419
EQ2029 29 Band 1/3 Octave Equalizer w Hi & Lo Pass Filters — $299
XC1000 Stereo Electronic Crossover for Bi & Tri Amping — $299

DC200 Solid body guitar — $499. With Kahler tremolo — $649

XV112E Tube X-Amp with EVM-12L — $659. X-60 w Celestion — $419
B215M Magnal.ab 15” Bass Reflex — $259. B215E w EVM-15L's — $379
PB150 Bass Head w Compressor, Parametric, & Crossover — $399
V412M Guitar speaker system with 4 G12M-70 Celestion spks — $399
X100B British 100W X-Amp head — $529. X60B X-Amp head — $479

0z X=—"IOTM MOOE>»P

Write: CARVIN, Dept MP-59, 1155 Industrial Ave.,
Escondido, CA 92025
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MUSICIAN T SHIRTS
Become a trend-setter, admired
and influential! Win new friends
and have your opinions jotted
down! Soft black cotton T-shirt
with yellow logo, perfect for back-
stage press parties.
Please send me

SML XL @ $595

Add 75¢ postage each. Total $

Detach and mail with your name, address,
and check to MUSICIAN, P.O. Box 701,
Gloucester, MA 01930.

shirts

siskraakers

&z ®RECORD
5 B PRESSING
o CASSETTE
: DUPLICATION
“SEND FOR OUR PRICE LIST
925 N. 3rd Street, Phila., PA 19123
212-966-3185 215-627-2277
CALL TOLL FREE 1-800-468-9353

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

Music business careers!
Learn the music business from the inside
prepare yourself for the marketing management
or technical career you want. Top pro training
in studio/concert/video production, artist repre-
sentation/management, retail/wholesale, promo-
tio/marketing, publishing, much more. Employ-
ment assistance and financial aid available.
Free brochure/career guide:
call toll-free 800-554-3346, or write

THE MUSIC BUSINESS INSTITUTE
Dept. M, 3376 Peachtree Rd., N.E.
Atlanta, GA 30326

Mike Fright from page 94
a big conch shell, or through a hole in
it, and see what you get.

None of these tricks will give you a
perfect Big Ambient Room sound. It's
that they're a good start; that everything
on tape is part of an illusion, and you
are in control. For example, you can
vastly improve an ambient reverb effect
by mixing it so that the reverb is in wide
stereo against a tightly positioned orig-
inal signal, and then rolling off the re-
verb's eq in the same band as the orig-
inal's upper frequencies. The radio
shows of the 30s and 40s are rich
textbooks in how limited technologies
and space can be manipulated to
create amazingly rich, diverse effects.
Remember that the threatening sound
of the Martian cylinder starting to open
(in Orson Welles' famous War of the
Worlds broadcast) was as easy as
close-miking the opening of a stuck jar
of peanut butter in a toilet bowl down
the hall from the studio.

Ninety percent of the time, mike pos-
ition is more important than choice of
mike. In a one-room studio, be pre-
pared to do some really absurd things,
like aiming your mike to catch the in-
teresting sound being reflected upward
by your synth rack. And don't forget that
in small rooms, you and whatever musi-
cians you are working with become part

of the sound of the room. Joe Engmeer
the Living Gobo. It can get like that: the
audio equivalent of holding on to your
TV antenna to improve reception.

in small rooms you also run into other
interesting problems.. like the one | had
with mike stands. They took up too
much space and were easily knocked
over. What was worse, the very sound-
proofing that made my floating room se-
cure from the world's noise (and the
world secure from me) made it so that
every time somebody tapped their foot,
or rolled in a chair, the vibration traveled
sideways through the floor, up the mike
stand, into the mike, and thence onto
the tape in low, thudding booms.

What to do? Hang the booms from
the ceiling. A temporary test rig proved
the idea would work, and right now
we're inthe middle of installing a perma-
nent fixture—a big T-shaped rail on the
ceiling, with screwholes for booms, and
flanges to clamp mikes directly onto.
Though it looks a little silly at first glance
I'd recommend it to any studio that has
an easily reachable ceiling. The setup
is simply more stable and more flexible
(in terms of mike placement, especially
over drums) than anything conventional
I've ever worked with.

Now my players can fidget all they
want. The mikes just hear the music.[g

More Mike Fright next time.
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). 37... Reggae, The Rolling Stones, Rickie Lee Jones
N<. 39.  Cars. Keyboardssts, Earth, Wind & Fire
No. 40.  Ringo. Drummers. Devo. Rossington-Colling
No. 41... Miles, Genesis. Lowell George
No 42 . Hall & Oates Zappa. Iay Byard
No 44 . Graham Parker. Nick | owe, Lester Bowie
No 45 . Willie Nelson. John McLaughlin, the Motels
No. 46 = Pete Townshend. Warren Zevon, Squeeze
No. 48. . Steve Winwood. Steve Miller, Brian Eno
No. 49, Neil Young, Foregner, Go-Go's
No. 50 Billy Joel. Pink Floyd, Corporate Rock
. Tom Petty. Don Cherry. Ric Ocasek

. Bob Marley. Don Henley, Ramones
.. The Kinks. Marvin Gaye, Bryan Ferry

- Elvis Costello. Motown, Culture Club
... Jackson Browne. Eurythmics Keith jarrett

. Pretenders, Paul Simon, ABC

Thomas Dolby. Chet Baker, Alarm, Marcus Mifler
.. Van Halen. The Cars, |oe Jackson
Michael Jackson. RE M. Charlie Watts
. Peter Wolf. King Cnimson, BassDrum Special
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Prince. Rod Stewart. Lou Reed. Glenn Frey
Springsteen, Miles Davss, PiL. Producer Special
Bowie. SummersfFripp Yoko Ono
No. 75. U2, Van Morrison, Culture Club
No. 76.. Paul McCartney. Rickie Lee Jones, Big Country
No. 77... john Fogerty. MarsalisHancock Los Lobos
No 78.. Mick Jagger. the Firm. Felix Cavaliere
No. 79 Jetf Beck. immy Page, Songstealing
No 80... Phil Collins. Joan Armatrading, osef Zawinul
No 8!  Sting. Graham Parker. Getting Signed
No. 82... Brian Wilson, Sting Il. Jerry Garcia
No 83 Dire Straits. Rt M.. Cageftno
No 84 Cougar Bryan ferry Maurice White
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MUSICIAN, PO Box 701 Gloucester. MA 01930-0701
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The following com- tKorg 12
2.aRoland 4
panies would love to 3 Peymour Duncan Amps 7

send you information
on their products and
services. Just send
along this column with
your choices checked
and we'll do the rest.
Allow 6-9 weeks for
dehvery.
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7 oSynch. Technology 16
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new series of products
that represent the
finest in state-of-the-
art digital technology.

Best of all, our new

Digitech line gives you

the ultimate in digital o

delay systerns at com-

pletely affordable
prices. Digitech. We

invite comparison.
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The Magnificent Sevens.

Introducing the matched music makers.

For starters, there’s the QX7 Digital Sequen-

cer. A creative tool that gives you incredible
power over your musical ideas.

You can record any MIDI input signal
(DX7™ or other synthesizer, tone generator,
drum machine, etc.) in real time. Including
your personal playmg nuances like veloc-
1ty, after-touch, all function controls, even
Yamaha's breath controller parameters.

Then play it back perfectly. With resolu-

tion so fine (384 clocks per quarter note),
even subtle rhythmic variations and stylistic
touches are accurately reproduced.

The QX7 also lets you express musical
ideas that are in your mind but not in your
hands. With step recording. You enter time
signature and notes one at a time. The QX7
then puts everything together and plays it
back. Perfectly. Whether you want 16th-note
triplets or blazing 64th-note runs.

Finally, there’s the QX7’s overdubbin
power. You have 16 MIDI channels to wor
with. So you have a recorder

analagous to a 16-track tape
machine. But with the

Yamana

ability to go in and edit any note or measure
or passage. And without the audio degrada-
tion inherent in tape.

Addto thisthe TX7 FM Tone Generator
and you've got musical control like never
before. It’s almost like having a DX7 without
the keys. With one extrabenefit. It lets you add
FM tone generation to any MIDI keyboard.
With compatible function controls and
memories for parameters such as tune, pitch,
modulation wheel, sustain, program change
and volume.

Exciting descriptions aside, the best
way to meet the Sevens is to visit your
Yamaha Professional Products dealer, walk
right up and play them. The experience will
be, in a word, magnificent.

For complete information, write:
Yamaha International Corporation, Profes-
sional Products Division, PO. Box 6600,
Buena Park, CA 90622. In Canada, Yamaha
Canada Music Ltd., 135 Milner Ave., Scar-
borough, Ont. M1S 3R1.

€ YAMAHA

Yamnaha $20X speakers and DX7 are optional.






