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Qur painstaking vacuum and coil-winding technology increases
efficiency and eliminates acoustical "buzz

OUR SCIENTISTS HAD TO OPERATE
IN A Vacuum To GIVE You A NEw
QuALITY OF SOUND.

The quality of any sound system begins at its source. Precision in the power supply is vital to cap-
turing and maintaining the fullness and subtlety of amplified sound. The need for that exactness is
why we insist on operating in a vacuum rather than depending on outside sources.

A vacuum tank, to be precise. An environment in which our transformer is created with an air
expulsion process. Where air pockets are purged from multi-layers of the transformer’s high
grade core laminations, and the core made airtight with a special impregnating sealant.

This process gives us impeccable control of transformer function and quality. Which gives you
the assurance of the most efficient transfer of power possible, and an end to the acoustical “buzz”
that so often fights sound purity.

To a lot of manufacturers the lowly transformer is far down on the list of priorities. For us, every
element in the sound system relies on the exacting performance of every other element, and
must be painstakingly attended to.

Whether you're driving your studio monitors in a demanding final mix, or powering a massive
sound reinforcement array, you'll find our technology giving outstanding clarity to your work in
products from our new Model 6230 and 6260
amplifiers to our broad line of signal processing
equipment. To find out which system is designed
to meet your needs, contact your authorized
JBL/UREI professional products dealer today.

IBL Incorporated, !
8500 Balboa Boulevard. R UREI

P.O. Box 2200. ELECTRONIC

Northridge. CA 91329 :
R T  PRODUCTS
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The patron sawt of Ivish soul, '/a} the
Man survives handily on the cutting
edge where art mzets ccmmerce, and
on his new LP. Sense Of Wonder.
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A world-champion rock 'em-scck "em band
exbands as it con’racts.
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Has the adult c«mtempora;y songwnwr
eclipsed the jazz singer?
By Mark Rowland

RECORD REVIEWS

ROCK SHORT TAKES ..
By J.D. Considine

JAZZ SHORT TAKES ...
By Francis Davis
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A BILLBOARD PUBLICATION

A new generation of Iish soul, with
evangzlical pride and passion.

By Bl Flanagan
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Yes, he’s Irish, and sure he’s got
sou’; Boy George O’Dowd & his
smooth vanilla fudge.

By #'red Schruers
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HEY MAN, T wAS

THINKIN' OF GETTING
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LADIES, ISN'T GOING TO GET
YOou PICKED UR
BETTER SWITCH

TO YNICKELS” FROM

Rock & Rollers with class rely on Kaman Performers Nickels.
Here's an easy-playing guitar or bass string of consistent high quality
and reliability that's also without a
gold-plated price tag. Rhythm
and country players found a
good sounding idea in Kaman
Performers’ Nickels with a
wound third string. And bass
players who like a custom set
can choose long- or extra-long
scales. These new all-around
favorites can help anyone's
image; they're a class act.
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From the passion and abandon of to the Grammy and Emmy Award-winning
Paquito D'Rivera on alto sax...tothe all-  soundof Chuck Mangione—this is jazz
star celebration taking place on that swirgs with vitality and explodes

Bob James' 12th original solo album .. with life.

On Cofumbia and Columbia «Tappan Zee " Records and Cassettes.
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MIDI KEY3OANRD CONTROLLER




O THE MAY.

Now, you just need

one keyhoard to take

command of a whole

synthesizer fleet.

Powered by MIDI, the

Roland MKB-1000 MIDI Keyboard can

drive upwards of 16 different external instruments.
Place all of your favorite MIDI synthesizers under

remote control, or build a Total MIDI System out of
Roland’s MKB sound modules.

Imagine having the legendary features of Roland's

Jupiter synthesizets in a 19" rack mount unit. That's

just what you get with the 8-voice polyphonic: MKS-80

Super Jupiter, the MPG-30 Super Jupiter Programmer, and the

6-voice, polyphonic MKS-30 Planet S. The MKS-10 Planet P brings

together 8 traditional keyboard sounds—including piano, electric piano, harpsichord, and clavinet
—in one rack mount unit.

Assemble a custom system to suit yoar own needs. The MIDK Keyboard lets you organize, layer, and

combine a teeming multitude of sounds for a true command performance. With an assignable Split Point,
plus Poly, Mono, Dual, and Whole Modes, the MIDI Keyboard lends itself to any playing situation. 128 Patch
Memory programs store all the essential sound jparameters and send them out to the satellite instruments via
MIDI.

Thanks to the MKB-1000, you're no longer forced to get used to a whole new keyboard each time you buy a
new synthesizer. Upgrade without compromising your technigue. The MKB-1000 MiDI Keyboard is. all the
keyboard you'll ever need. Finally, synthesists. can develop the sort of close, lasting relationship with

their instrument that other players have always enjoyed.

With 88 wooden keys and full touch sensitivity, the MIDI Keyboard is as: expressive and
carefully crafted as a fine acoustic piano. (The 76-key MKB:300 is a velocity-sensitive
synthesizer keyhoard offering the same control features as *he MKB-1000 at a modest price.}

On stage, you'll set up easy and no longer be hidden behind a pile of “techno-rubble.” After
all, your synthesizers should be heard; youv should be seen, right?

One musician; one keyboand. Sometimes the most advanced ideas are the simplest ones.
For more information, contact RolandCorp US: 7200 Deminion Circle, Los Angeles, CA 90040.
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Purple Praise
Mother Nature gave birth to the four

apostles: Rg, Hendrix, Stone and Clin-
ton, wae all funkiness of man
el mit preading funkacidal

the universe. How-
eye % eorge grew a nose and fell
ue ottomless pit of jivation, Mother
ature was not going to leave us alone.

She gave us afifth apostle: Prince. Funk
will never die!

Al Keaton
Norristown, PA
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Today | received both Musician and
Rolling Stone in the mail. With the latter,
I was sufficiently bored with fiction,
whether or not John Belushi is sleeping
well, and a rather nauseating “hail
heavy metal” section. In Musician, |
read the only good article on Prince |
have ever seen. Is it surprising that after
five minutes Rolling Stone was in the
trash with the peach pit? No. Is it sur-
prising that | pore over each Musician
until the next comes? No. Is it surprising
I'm ditching Rolling Stone for Musician?
You got it...NO!
Polly Shaw
Cazenovia, NY

Mr. isier's comparison of Prince to
Bruce Springsteen and Jimi Hendrix
has one major flaw: they are men, and
the so-called Prince is nothing short of a
Princess. It appears to me that Mr. Nel-
son's fame comes purely from the fact
that those too “sophisticated” to praise
Michael Jackson still need some kind of
schlock rock to dance to, and Prince is
their Michael Jackson. And tome, he is
as equally nauseating.
Andrew Schwartz
Warren, NJ

Why the blurry, out-of-focus cover
shot?

Christopher Richardson

Cincinnati, OH

Have you had your eyes checked recently?

I enjoyed your recent article on Prince
(October, 1984). However, you reported
Prince Rogers Nelson as being born on

June 7, 1960. | also read a report on
Prince in Rolling Stone that named the
birthdate as June 7, 1958.

In support of Rolling Stone's 1958
date, the author also reported that
Owen Husney, Prince's first manager,
trimmed two years off Prince’s age.

Could it be Musician may have
printed old information?

Nick Gault
Columbus, MS

But he has such a youthful face.

I thought Rolling Stone's cover story on
Prince was well-written until | read Scott
Isler’s. | was stunned that he didn't harp
on the meaningless, show-biz hype or
teen fanzine material that the over-
whelming majority of magazines have.
“Prince in Exile” didn’t leave me feeling
viscerally disgusted with Hollywood
hype—there's been a change. You've
taken part in creating a vision, and I've
felt the rain.
Autumn Williamson
Brooklyn, NY

Your article on Prince has helped me
gain much insight on this reclusive and
often contradictory man. His per-
sonified sex image is successful be-
cause of the “goods” he delivers, along
with his flamboyant stage perfor-
mances and blatant lyrics. It would ap-
pear his music is an outlet for all of his
confusion and dreams; a way of ex-
plaining to himself and others what has
happened in his life and what he wants
of it now, perhaps the need to be ac-
cepted and loved.

Prince is not in my opinion selling out
on his own uniqueness and individuality
to gain wider fame and public recogni-
tion. His adeptness in soul and funk,
and lately his crossover to pop and
rock, display his versatile talents and
bring black and white music closer to-
gether. | hope his invitation to party is
open till at least 1999.

Susan Natale
Conshohocken, PA

Out of the Freying Pan...

Jock Baird's interview with Glenn Frey
jingied like a welcome alarm clock. This
might have much to do with the subject
himself, but at least Baird had the sense
to let Frey run the show. And a bonafide
interview! Gee whiz. After Michael and
Prince, | had come to believe there was
only reworked commentary in the world!

If I bought Glenn Frey a shiny purple
coat, got him a movie deal and a duet

with Michael Jackson, maybe, just

maybe, he'd be of sufficient commercial
merit to make the cover.

Elizabeth Hanson

New York, NY

Not two hours before it arrived | was tell-
ing a friend how terrific your magazine
is: informative, filled with researched ar-
ticles, etc. Then you tell me that Glenn
Frey sang lead on "One Of These
Nights.”

Jock, go straight to your turntable and
listen again. That's Don Henley's voice!
Getcher ears on. (It doesn’'t change a
thing, the magazine is still terrific.)

Bob Ohsiek
Escondido, CA

Hot Rod

It's good to see an optimistic article on
the abilities of Rod Stewart. | get so
weary of critics tearing a perfectly able
performer to pieces. | wonder how
many of these comparatively unskilled
pessimists secretly wish that their men-
tal, physical, musical and imaginative
abilities equaled those of Stewart’'s?
Bill Edgerton
Florence, SC

Josef Woodard transcribed Rod Stew-
art's early Bob Dylan favorite as “The
Cost Of Sorrow.” That would be intrigu-
ing from Bob, but the correct title was
“(Man Of) Constant Sorrow." Otherwise
a fine interview in the best all-around
music mag.
David Gitin

Monterey, CA
Smilin’ Stevie
You have just won my approval for
another great year of Musician. Little
Steven should have been cover mater-
ial, but having the guts to publish my
main man has planted a permanent
smile on my face.

Bruce Sterry
Buffalo, NY

Reaction: lrascible

| am appalled at the unprofessionalism
shown in October's Rock Short Takes.
Though | had not found Quiet Riot's
Condition Critical to be one of the all-
time metal classics, | would never have
expected a two-word review. That Quiet
Riot’s first album is one of the best-sell-
ing debut albums ever, is reason
enough for athorough review of their fol-
lowup. Your readers expect more.
Rob Myers
Lewiston, ME
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VANITY

Without Love,
It Ain’t Much

nPrince's “1999"
E tour, Vanity was the

show’s onstage an-
swer to the Victoria's Secret
catalog—a self-described
“nasty girl" who sang a little,
wiggled a lot, and murmured
memorable lines like “| need
at least seveninches....Get it
up, getitup.” No surprise,
then, when she showed up
on the cover of Rolling Stone
hanging over the shoulder of
boyfriend Prince, her hand
slipped suggestively be-
neath the waistband of his
jeans.

Butwhen Purple Rain went

into production, the part of

Prince’s girlfriend was sud-
denly up for grabs. Where
was Vanity? Headed for
Motown and her own movig
deal. The common inference
was that the business split
followed a personal split.
What happened?

‘| was supposed to do the
part,” she says of Purple
Rain. "I aidn't do it be-
cause...." Her deep, brown
eyes gaze across the room.
“I've wanted a solo career for
along time, and | thought it
would be best—more tact-
ful—to leave the group be-
forehand rather than do the
film and then say goodbye. |
have no regrets; how can 1?

“I was with Prince because
he was great. Period. People
talk about competition be-
tween this girl and that girl. |
don'tlook at it that way. am
my own competition. I'm
quite an ambitious woman.”

Vanity’s solo album, Wild
Animal, is a droll romp
through a fantasyland
packed with double- and
single-entendres. Unlike the
cartoon come-ons of Vanity
6, though, Wild Animal
seems to reflect real life.

"You always write about
people you loved,” Vanity
aamits with hesitation. “I
loved Prince a lot. He writes
about me, and | surely do
write about him.”

Her single "Pretty Mess" is
doing remarkably well for a
song about semen stains,
but Vanity worries about
what's next on her social

agenda. “l hope tofallinlove,

and fall out of love, so | can
make another great alboum,”
she says, half joking.

As somebody else's song
about the glamorous life ob-
serves, without love, it ain't
much. — J.D. Considine

EBET ROBERTS
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Will Tom Petty
Ever Play Again?

Give that man a hand. The 1
melodramatic cliché about
the concert pianist or violinist
who injures a hand doesn't
seem so funny to Tom Petty.
The singer/guitarist won't
know until early this year
whether he'll be able to play
professionally again.
Petty rammed his left hand
into a studio wall October 3,
upon listening to a playback
from his and the Heart-
breakers’ forthcoming [
album. Whatever the motive, !
the result was several broken
bones. Petty underwent four
hours of surgery, receiving ]
two pins in his hand. I
Petty and the Heartbreak- ‘
!

ers had completed re-

cording for the new album,

Southern Accents,prior to 4
the incident. Originally

scheduled to be rush-re- {
leased for the holiday sea-

son, the record—Petty's first

in over two years—won't be 4
out now untit Janu-
ary. One ad-
mittedly biased
observer de-
scribed the LP
(with three cuts
co-written and
co-produced by
the Eurythmics’
Dave Stewart) as
Petty's best
yet.




- COMATEENS

A Radio

Catch-22
he subjectis hitrec-
ords, and how to get

. T
T them. Let's ask the

Comateens, who with three
albums undertheir collective
belt, should know what it's all
; about. How would you de-
4 scribe the hitmaking pro-
cess, gang?

Lyn Byrd, synthesizer/vo-
cals: "It's kinda frustrating.”

Nic North, bass/voeals:
“Intensely frustrating.”

Hmmm. Maybe we chose
the wrong group? Not fram
the sound of things. Deal
With It, the New York-based
trio’s current album, is awash
with perky melodies, snappy
arrangements and colorful

textures. For extra push
there's even a guest drum-
mer, replacing “Rolly,” the
band’s longtime Roland
drum machine. What there

isn't—so far, at least—is
radio airplay.

“Music is not the yardstick”
for getting on the air, North
says; “Arbitron is—a com-
puterized system which
shows what people have
liked before, but can't possi-
bly show what people will
like in the future.”

Since Byrd (Billman),
North (Dembling) and
guitarist brother Oliver got
together in 1978, the closest
the Comateens have come
toU.S. success is "Get Off
My Case," a dance top thirty
track whose popularity took
even the group by surprise.
Pete Solley, of Romantics
fame, produced Deal With It,
the Comateens concocted
the poppy “Resist Her” as a
potential single. And radio
turned a deaf ear.

“Radio doesn't listen to
records,” states Jerry Jaffe,
senior vice president, rock
division of PolyGram Rec-
ords. Jaffe signed the Coma-
teens to PolyGram, and he's
especially disturbed about
the lack of response to “Re-
sist Her.” Instead, college
radio and stations like WLIR-
FM in Hempstead, New York
are favoring the funkier
“Don't Come Back.” (WLIR
music director Rosie Pisani

says tha: “‘Resist Her' is a
pretty track, but 'Don’t Come
Back'is more in keeping with
the way the band sounded,
and what we’re doing.”)

Radio is an important eke-
ment in the hit equation, but
not the anly one. It might
mean something that while
the Comateens have toured
France three times (going on
a fourth), they have yet to
play west of Madison, Wis-
consin or south of Wash-
ington, D.C. Their name, too,
can be offputting to the solid
middle Americans who de-
termine solid hits.

So the Comateens are
caught in a vicious cycle:
Lack of “progressive” radio
interest In an album cut pre-
cludes a 45 release to bait
the top-forty stations. Jaffe
laments that key stations like
WLIR, KROQ in Los Angeles
and San Francisco's KQAK
“weren’tinto” “Resist Her.” "I
was really looking for a major
break-out. We didn't get it.
What can | tell ya?”

The Comateens, mean
while, will have to broadcast
their pop-funk music without
benefit of radio exposure
Do they find the pop life
glamorous?

“Are you kidding?" Byrd
laughs. — Scott Isler

LAURA LEVINE

No Dancin
In The Aisles

The music-movie clip wars
are heating up. Besides Con-
cert Cinema (Music Industry
News, October 1984), which
provides theaters with con-
cert clips transferred from
video, a company called
Music Motions is traveling a
similar route.

There are differences.
Music Motions will have none
of video technology, dis-
tributing only clips originally
shot on 35mm film. The com-
pany even produced its first
offering, Carly Simon’s “it
Happens Everyday"—"a
costly venture for a launch,”
notes president Tom Hayes.

The Simon clip ran in only
sixty theaters. Hayes ex-
pects much bigger numbers
with Music Motions' second
film, “Dynamite” by Jermaine
Jackson. Following will be
lan Siam, Julian Lennon and
a particularly striking
“Madam Butterfly” from Mal-
colm McLaren. Uniike the
sponsored Concert Cinema
video transfers, Music Mo-
tions films are commercial-
free-—for now, anyway.
Hayes is investigating “spon-
sorship” tie-ins that would
enable the company to sup-
ply theaters gratis, rather
than charge for rental. Hayes
mentions that twenty-five
percent of U.S. movie
palaces are showing adver-
tising spots anyway.

Art, “product,” what's the
difference.

13




DEBORAH FEINGOLD

A Fifth Symphony
From Another B

‘minterestedin find-
n ing the gray zones

between the cluster
andthetriad,” Glenn Branca
says. His method in this
search is a kind of musical
sandblasting; Branca uses
an electric guitar army to
induce amplitude and har-
monic discord of bibiical
proportions. The result is a
wall of sound undreamt of in
Phil Spector’s philosophy.

He furthered his case
eloquently with “Symphony
No. 5," which had its U.S.
premiere October 13 as an
apt kickoff to UCLA's “The
Art of Spectacle” perfor-
mance festival. Despite
some nods toward sym-
phonic form—seven move-
ments of varied intensities,
Branca acting as manic con-
ductor—this piece (subtitled
“Describing Planes of an
Expanding Hypersphere”) is
nonetheless rooted in a non-
classical element: distilled
rage.

Rumors had Branca mov-
ing away from electric guitar.
Not entirely true, but he has
adjusted his attitude. The
ten-piece ensemble featured
several guitars, some fret-
less, some played with E-
bows. A “harmonics guitar”

was essentially a long neck

14

GLENN BRANCA

played with a steel; a “mallet
guitar” mated hammer dul-
cimer with the Stick. There
were also self-constructed
“harpsichords,” organ and
fretted violin. Branca's atten-
tive, anxious-looking musi-
cians kept their eyes on the
composer, in rose-colored
glasses, as he conducted in
rabbit-punch fashion.

Drummer Stephan Wisch-
erth got the freest reign. His
punk-hued rhythmic flow
became the clearest link to
civilization, a pulse under
aminous chord bombasts
and elongated sonic
epiphanies. Much of “Sym-
phony No. 5" seems like an
exercise in tension and met-
ric subdivision. Branca,
though, balances artfully
between chaos and order.
The final movement begins
with simple tonic notes,
gradually working its way out
to a mesmerizing point of
near-white noise.

Brancais clearly a har-
monic homewrecker. But his
guerrilla art music, for all its
deliberate, mammoth angst,
is some of the most strikingly
dark around. “l want to hear
new sounds, that's all,” he
explained disarmingly after
the show. "It requires com-
positional technique; it's as
simple as that.” He smirks a
little. “It's not magic.”

Some would beg to dif-
fer. — Josef Woodard

STAPLE SINGERS

Slippin’ Back
Via Talking Heads

ou don’twanna sing
nothin' you don't

know," Mavis Staples
says. So she was tempted to
let “Slippery People” slide
when Talking Head David
Byrne offered the gospel-
rooted Staple Singers the
tune for The Turning Point,
their first LP in four years.
“Normally you can look at a
song and see right in your
head what it's about. But this
guy—he put down some
lyrics there...l say wait a
minute!”

Mavis knew about the
Heads, but she wanted to be
sure the song's weird words
expressed values her family
could endorse. “You ook at
‘awheel inside a wheel’' and
‘7x5, they were livin’ crea-
tures'—well, my, | went
straight to the Bible.”

While theological research
helped, a call to producer

'~ &
. - Y

Freddie Goes to
Bophuthatswana

You can add Queen to the
list of artists who put their
money where their social
conscience should be. The
British band spent most of
October in South Africa,
playing eleven shows over
three weeks at the Sun City
Super Bowl in Bophutha-
tswana. Sun City is nominally
multi-racial, which means
that any black (or non-Afri-
can “colored”) with $10 to

Mike Piccirillo won the day.
“He told me that David Byrne
had been to a holiness
church,” Staples recalls with
pleasure and admiration,
“and he saw these people
shoutin’ and speakin’ in
tongues. | said, ‘Oh, all
right!™”

Nowthe Staples hope their
“Slippery People”—a hit on

black and dance charts—will |
cross over toa broader audi- |

ence in the manner of “Re-
spect Yourself,” “I'll Take You
There” and “Let's Do It
Again.” According to Mavis,
the 80s require the soulful
grooves and inspirational
lyrics the Staples have pur-
veyed for over thirty years.
"We're livin’ in a world of
turmoil. The music is a way to
help us survive times like
these. One of those songs
off our album like ‘Bridges
Instead Of Walls' or ‘That's
What Friends Are For’ might
lift a person and make them
say, ‘I'm gonna try another
day.” — Anthony DeCurtis

[

$25 to spare could see
Queen in their longest one-
location concert stint to date.
Hugh Masekela was not the
opening act.

In violating a Musicians'’
Union boycott of South Af-
rica, Queen enters a hall of
shame already peopled with
Linda Ronstadt, Chicago,
Andy Gibb and the Beach
Boys, among others. “Music
transcends all else,” says
Queen business manager
Jim Beach. He did say
“music,” didn't he?

PAUL NATKIN/PHOTO RESERVE
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(G-O-GO Gone,' 1
Cats Stray

Platinum is not forever, as
two groups who sell in the
millions proved recently. The
Go-Go’s will be waking up
without guitarist Jane Wied-
lin, who announced in Oc-
tober that she was leaving
the group for a solo career.
The move probably didn't
surprise Musician readers;
our August profile of the
band found Wiedlin down-
beat about not being allowed
to sing. Kathy Valentine will
be switching back from bass
to her first love, guitar, and
the band will look for a new
bassist (presumably fe-

male). They are said to be
unconcerned with Wiedlin's
departure.

The Stray Cats “have de-
cided to separate,” accord-
ing to an October press
statement, “in order to allow
each member to pursue his
own interests.” The an-
nouncement came after the
fact for guitarist/singer Brian
Setzer. He's already played
local (Long Island) gigs with
other musicians, and
demoed tunes in Los
Angeles with producer
Jimmy lovine for a possible
solo album. Last month he
went very public with his
independence by appearing
with Robert Plant on Satur-
day Night Live.
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RED HOT CHILI PEPPERS

Yogurt, Cottage
Cheese, Wool Socks

ost-punk white funk is
E afamiliar style these

days, but Los An-
geles’ Red Hot Chili Pep-
pers work the form over with
alunatic vengeance. The
Punch-and-Judy humor with
which the Red Hots assault
their lubricated rhythms has
made the quartet a popular
and wildly unpredictable live
attraction for two years. Now
they are taking their badass
madness to a wider audi-
ence with an EMY/Enigma
album.

The group is the brainchild
of two high school pals:
bassist Flea (Michael Bal-
zary), late of the L.A. punk

Boston: They Shall
Be Released?

Once upon a time a band
called Boston put out an
album, sold eight million
copies, and made every-
body (especially CBS, their
record company) very
happy. Then they put out an
album that sold only three
and a half million copies.
Then they didn’t put out.
The group apparently suf-
fered a musical writer's block

bands Fearand What Is This,

and vocalist Anthony “Swan"

Kiedis. With guitarist Hillel
Slovak and drummer Jack
Irons—since replaced by
Jack Sherman and Ciiff Mar-
tinez, respectively—the Chili
Peppers approximated the
whipcrack sound of nou-
veau-funk units like Defunkt,
and laced it with intoxicating
zaniness. Gnstage, im-
promptu wrestling matches
are a matter of course. Band
members have been known
to relieve and expose them-
selves in mid-show; one per-
formance found the group
playing nude except for wool
socks covering their
genitalia.

Naturally, these antics
attracted the attention of
A&R scouts, and eventually
a deal with EMi/Enigma. The

as huge as their sales clout.
Boston's inactivity since
Don't Look Back in 1978
prompted CBS Records to
file a $20 million lawsuit
against them for breach of
contract in 1983.

The startling—or maybe
not so starting—news now
is that Bostan has signed to
MCA Records. A CBS lawyer
notes the number of lawsuits
has now doebled. Neverthe-
less, Boston manager Jeff
Dorenfeld affirms Ihe con-

Chili Peppers’ self-titled
debut. produced by Andy
Gill of Gang of Four fame,
clearly lacks the anything-
goes humor. "Andy said he
didn’t think you could take
the live show and put it on

vinyl,” Sherman says.

_ive, however, it's still busi-
ness as usual. A yogurt and
cottage cheese fight
onstage at one recent gig
destroyed one of Sherman's
guitars; at one industry
showcase, Flea pulled down
the hapless guitarist's pants
in front of a sold-out crowd of
athousand industry mavens

For all the tomfoolery, the |
Red Hot Chili Peppers don't
joke about their music. “I'm
very serious about being a
fovable fun clown," Flea
says. “But nothing is more |
important to me than playing |
good music.” — Chris
Morris

nection, adding, "MCA is the

most artist-oriented label in
the country right now.”

Boston has boiled down to
a core of guitarist Tom Scholz 1
and singer Brad Delp. It
might not be a good idea to
hold your breath untii the
third Boston album, over
three years in the making,
comes out. There's no re-
lease date yet, though
Dorenfeld says “most" of the
record “is definitely
finished."

HOWARD ROSENBERG




No othef audio cassette

raises your level of listening pleasure

Give your day an extra lift
with the finest music repro-
duction you can get in an
audio cassette.

TDK'’s higher MOL,
lower distortion and wider
dynamic range, give more
brilliance, more dimension
and more excitement to
your music. Play after play.

With a choice of D or AD
normal-bias, or SA high-
bias cassettes, TDK assures

1984 TDK E lectromics Corp

like TDK.

you of reaching new heights
of enjoyment for all your
favorite music styles.

And whether you listen
at home, at work, or on the
road, our full lifetime war-
ranty is your assurance
that TDK will never let you
down.

So hear the difference
and experience a new level
of listening pleasure that
only TDK can give you.
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This '84 tour has been their
longest and most successful ever.
We at Peavey are proud to provide
the backline for this super
group....from bass biamped rigs
to some of the best guitar amps
you've ever heard. We don't just
stop at ampilification, though. .38's
unique ‘“dual drummers” are
monitored by a Peavey Mark IV
24x8 monitor mixing console. An
act definitely worth catching.

So don't miss .38 Special and
Peavey if they're in your area. Or
take a listen to their latest album,
Tour de Force. It will more than

convince you that not oniy are .38
Special a powerfu! and
professional group of musicians,
but their songwriting and
recordings are honest, heartfeit,
and, as the critics say, some of the
best rock’'n’roll around.

.38's heavy touring schedule
and their Gold and Platinum
recordings are a testimony to
Peavey's performance, road-
worthiness, and high quality. After
all, .38 Special's ten years on the
road with Peavey is a statement in
itself.

For the complete story on .38 and their Peavey gearsend $1.0Gto
Dept. “.38", Peavey Electronics, 711 A Street, Meridian, MS 39301
and we’ll send you our latest edition of the Peavey Monitor
magazine. A poster size reprint of thls ad is atso avallable for
§2.00. Otfer good whlle guantities last.




GREG CORMAN]

DAVID FRICKE

A WORLD-
CHAMPION ROCK
EM-SOCK 'EM
BAND EXPANDS
AS IT CONTRACTS

ar, if these walls could talk...”

Stephen JoBladd idly rubs a

hand over his dense five

o'clock shadow and gazes
up in awe. The walls of the J. Geils
Band's rehearsal studio in Boston are
soundproofed with mangy red and tur-
quoise carpeting. Over that, posters,
vintage stage backdrops and
magazine cartoons already say plenty
about the good life and hard times of
the Geils band. For seventeen years
they've carried the R&B torch and man-
iac party spiritinto bars and stadiums in
spite of financial disaster, niggardly rec-
ord company promotion and top forty
indifference.

Hidden benind the coor is a white silk
banner declaring “J. Geils Band,
1982—World Champions.” In aroom full
of memorabilia, it best sums up the jubi-
lation and self-congratulation attendant
upon Freeze-Frame and “Centerfold”
both going Number One—a just re-
ward. The banner is also a poignant re-
minder of Geils' sudden dive back to
ground zero when singer Peter Wolf left
the band.

Indeed, if these walls could talk, they
would probably tell us more about that
split than Bladd, keyboard player/pro-
ducer Seth Justman and harmonica
man Magic Dick are willing to let on this
afternoon. The trio struck an agreement
with Wolf, blacking out media coverage
aside from a stiff, enigmatic announce-
ment in the fall of 1983. In his Musician
spread recently, Wolf would not say
under what circumstances he left the
Geils band, he mentioned only that
making his solo debut Lights Out was
the best way to beat the pain. His former
bandmates would prefer to concentrate
on the healing powers of their new Wolf-

HE J.GEILS BAND
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less LP. Youre Gettinn Even Wh
Gettin’ Odd. But there are times when
they can’t conceal a still open wound.

“People are interested n what nap-
pened, end to a degree it's their busi-
ness," the soft-spoken Justman acmits
reluctantly. “But to the degree that it
might hurt people—Peter, ourselves—it
isn't their business.” And that's where it
stops. Almost.

Because Youre Gettin’ Even is as in-
fluenced by the tensons and politics
precedirg Wolf's degarture as by the
confusion and freedom that followed.
Justman says the band was seven
tracks deep into the album when the di-
vorce became final; Wolf had already
quit twice. The dismal chart per‘or-
mance of a mediocra '82 live album
(Showtime), a pet Wolf project, had can-
celled out much of the Freeze-Frame
eurhoria. Wolf's extra-curricular work
with Boston funk wiz Michael Jonzur
also posed problems ‘or the band.

“While we were in the studio cutiing
basic trecks,” Bladd explains, “he was
in another studio with another group of
people writing his own material.” By the
time Wolf began to iobby aggressively
for his new material to be on the Geils
album (recut, of course. by the band)
relations had deteriorated to a point of
no return. “No one was fited or kicked

J. Geils, Seth Justman, Stephen Jo Bladd, Danny Klem and Magic Dick got odd.

out - Bladr 1sts  When the split fi
nally happened, it was certainly not a
shock to anyone in the band.” Friends
and press, though, interpreted the
group'’s dutiful silence as a sign of guilt.
“People thought we were the bad guys,”
Justman says ruefully. “There were no
bad guys in this situation.”

So far, there haven't been any bad
records either. Wolf's Lights Out stands
up to Purple Rain, Hall & Oates’ Big Bam
Boom and Arthur Baker's Cyndi Lauper
remixes as one of '84's best incorpora-
tions of rock flash and hip-hop sass into
new funk technology. You're Gettin'
Even While I'm Gettin’ Odd, with its per-
verse clutter and frantic momentum,
takes off with a vengeance from Freeze-
Frame's rococa techno-metal sound.
The new album veers from boozy stom-
pers dressed Lp in sheet-metal har-
monies ard studio effects to the sad
limp of “Tell’'Em, Jonesy,"” a song of pain
and motherly loss roughed up oy harsh
industrial electronics. In its own weird
way, "Jonesy" is typical of the extremes
to which the J. Geils Band unaer
Justman's subversive direction are pre-
pared to go.

“Before this, we had a routine on how
to be creative,” says Justman, at thiry-
three the youngest Geils member by
five years. “It involved the basic as-
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sumption that Peter was going to sing
the song, Stephen and | would sing the
background and Peter and | would write
the songs. There was freedom to ex-
pand and have input, but without Peter
there, it forced us to totally change how
we worked. We had a chance to do
something, anything, special. It was in-
vigorating, exciting and”— he pauses
thoughtfully—"scary.”

Atfirstit was just annoying. One of the
seven tracks under construction when
Wolf left was scrapped entirely. The
others—including “Heavy Petting” and
the title song (which squashes any
nasty hints that it's a snipe at Wolf)}—
were either re-scored or re-recorded to
accommodate Bladd and Justman's

higher vocal ranges. There was some
discussion early on of hiring a new
singer, possibly female, but the band
never got around to auditions. On previ-
ous tours Bladd had subbed for Wolf on
some Sam & Dave and Eddie Floyd
tunes. Way back whenthe J. Geils Band
was just an acoustic trio with bassist
Danny Klein, Magic Dick had done the
honors. “After intellectually considering
all the possibilities,” Justman explains,
“the idea that got us off the most was,
‘Hey, we all have voices here. Let's see
what we can do.”

What they did was, in Justman's
word, “maximize.” On “Californicatin’,”
his and Bladd’s multi-layered vocals ca-
reen in cartoon doo-wop harmonies.

Justman frequently fortified Bladd's
acoustic pounding by surrounding it
with tracks of room echo. On the
album'’s title cut, the drum kit, a Linn-
Drum and Simmons electronic drum set
periodically collide in a volcanic clatter.
"We don’t want to be a museum blues
band,” Justman says with admirable re-
straint.

The J. Geils Band was never that
stuffy in the first place. Wolf set the tone
with daffy leapfrog dancing and hipster
tongue tripping the jive fandango. On
record, they aiways respected the
blues forms from which they drew inspi-
ration. But from 1972's Bloodshot on,
they never recognized its accepted
parameters. "Give It To Me" was a
saucy romp through Jamaican reggae;
“Monkey lIsland,” a noble nine-minute
failure, toyed with epic pop flourishes;
“Love Stinks” tested the heavy-metal
properties of “done-somebody-wrong”
soul. So the hidden influences on “The
Bite From Inside,” on the new album,
should come as no surprise.

“In a weird way, the basic pattern for
that song could be Muddy Waters,"
Justman suggests, humming “Bite”’s
opening bass vocal riff. "But the song is
influenced a great deal by Charles Min-
gus. A lot of that blues-and-holler stuff
he was doing in things like ‘Wednesday
Night Prayer Meeting," that chanting
and moaning thing—you can hear that
especially in the middle section just be-
fore and after the harp solo. And there's
a lot of blues in that song, in the way that
Mingus could make blues that was so
real and yet so modern.

“What we're doing is drawing on what
gets us off. It's a modern way of express-
ing a lot of the same emotions that
blues guys and jazz people, any of the
real emotional people, have.”

Dangerously idealistic talk for a pop
album, even an ambitious one. But
Magic Dick, who traces his harmonica
influences back through Ornette Cole-
man, John Coltrane and Roy Eldridge,
backs Justman a hundred and one per-
cent. “Before the word ‘bebop' existed,”
Dick jumps in, his extraordinary mush-
room halo of black curls bobbing as he
talks, “people had difficulty discussing
it, even knowing that they were all talk-
ing about the same thing. To me, one of
the greatest chailenges of making this
record was coming up with music that
you didn't know what to call.”

People might have a few off-color
words for the prepared piano Justman
uses to preface the title tracks. As an
occasional fan of John Cage, Karlheinz
Stockhausen and Clare Fischer, he
stuck old rags, torn-up T-shirts and bath
towels between the strings and then at-
tacked them with hammers, mallets and
a pair of brushes from Bladd's drum kit.
The resulting sixty-seven-second intro
is hard going but well worth the moment




The world's least conservative profession
has maintained one rigid tradition.
The SM58.

In an industry that discards electronic products
like ice cream wrappers, the SM58 and its close
cousin, the SM57, have remained the over-
whelming choice of rock, pop, R & B, gospel
and jazz vocalists for the last 16 years.
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Simply because there is no sound quite like
the SM58 sound. Its punch in live vocal situa-
tions, coupled with a distinctive upper mid-
range presence peak and fixed low-frequency
rolloff, give it the trademark quality no other
mar(liufacturer can imitate. although others have
tried.

And to protect that sonic perfection, the
SM58 is extraordinarily tough. Even six-foot
drops on hardwood floors won't faze it. Ask
any roadie who has used—and abused—one.

Performers the world over
favor the weight and balance of
the SM58, especially in hand-
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held situations. Even the finish is totally
professional—a non-glare grey that looks as
great on stage as it does on camera.

The crispness of the closely related SM57
enhances musical instruments the way the
SM58 handles vocals. Beautifully.

Musicians are tough to please, but with
the world-standard SM58 and SM57. they’il
tell you, “when you’ve got a good thing
going, why give it up?”

For more information on the
complete line of professional
performance microphones, call
or write Shure Brothers Inc.,
222 Hartrev Ave.,
Evanston, IL 60204,
(312) 866-2553.
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when that clucking piano explodes into
the entire band. It makes you wonder
what the sixteen-minute version of pre-
pared piano Justman has stashed in his
closet sounds like. [l pass. — Ed.]

There probably are no words yet to
describe what Magic Dick does with his
harp on You're Gettin' Even. The
album’s dense arrangements cafled for
extreme measures. Dick has been
working with a friend, Pierre Beau-
regard, on a new chromatic harmonica:
basically a standard ten-hole Marine
Band harp with altered and detuned
reeds for a jazzier, more melodic free:
dom. His unusually lyrical solo on "The
Bite From Inside” is played on one of
these inventions.

You're Gettin' Even also displays the
harpist's interest in space-age studio
outboard gear and electronic synthesis.
For his break on “Concealed Wea-
pons,” Dick played through a Prophet
synthesizer and recorded that sound in
a studio hallway. Add to that his soaring
brass-and-harp conspiracies with the
Uptown Horns

"In the past, way back to records like
Ladies Invited, we used the harp as a
horn section just through massive over-
dubs,” Dick explains, “fifteen, some-
times twenty harps at a time. But it be-
came too easy for me and ultimately it
wasn't interesting enough. If you hear a
harp section molded like a horn section
your ear will fool you and say, ‘Yeah

The Slick Setup

The XI100B amp stacks are available
direet from CARVIN on a ten day trial
period.

Send $1 for your 84 page color catalog
and a 2 year subscription of all sales
literature, or send$2 to rush by lst class
mail.

Farl Slick’s credits include lead quitarist
for John Waite. He has also played for

Davie Bowie, Rod Stewart, Mick Jagger,
John Lennon, ete
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and does it best

— Earl Slick
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- Calif. 800-542-6070

X60B 60 watt tube head $479

X100B 100 watt tube had $529

4-12” celestion speaker box $399

Single stack (X100B and 1 bottom) $889
Double stack (X100B and 2 bottoms) $1279

that's a horn section recorded a certain
way.' But horns and harp together have
a similarity and dissimilarity.”

Too bad he can't always tell you about
his studio tricks. “I don't like to keep rec-
ords of how | got a sound. It would be
too easy to look it up and just go, ‘Okay,
how about a Number Three here?"

If only it were that easy for the re-
vitalized J. Geils Band to envision life in
the big rock arenas without Wolf leading
the attack. Freeze-Frame also hangs
over the band like a piatinum specter—
a tough act to follow under the best of
circumstances. But Justman and his
blues brothers demonstrate unshaka-
ble faith in each other this afternoon—
nothing different from what these re-
hearsal studio walls have seen for the
past seventeen years.

“This album is a success as far as
we're concerned,” Justman states
proudly. "When we had done all the
overdubs and were just about to start
mixing, we said, ‘No matter what it does,
if it sells ten copies, it's a hittous."

You know why? Magic Dick does.
“Music is art and art should disturb. And
this record disturbs the shit out of me.”

Geils’ Pile

“This is a hand-made aibum,” engineer
Steve Marcantonio claims proudly about
You're Gettin' Even While I'm Gettin’ Odd,
there were no computer mixes. But the J.
Geils Band employed just about every-
thing else in the studio. Outboard gear in-
cluded an Ursa Major space station, Pub-
lison digital delay, Quad 8 noise gates,
dbx 160 limiters, AMS digital reverb and
nearly the entire Eventide catalog: digital
delay, flanger, phaser, harmonizer, and
reverb

For guitars, J. Geils alternated be-
tween a Gibson GS80, a pre-CBS Fender
Strat and a Gibson Les Paui of unknown
vintage. He usually ran them through an
old Fender Champ amp, playing through
the amp head in the studio with a monitor
speaker in one of the Longview Studio
barns. Danny Kiein played his Stein-
berger bass direct to board, sometimes
with the Ursa Major or one of the digital
delays in between. Seth Justman's main
keyboards included a Yamaha DX7 and
CP80, an ancient Moog synthesizer, a
Yamaha electric grand piano, a monster
Hammond B-3 organ and a Roland Jupi-
ter synth. He often used an Emulator with
them.

Magic Dick's Wang or altered Hohner
Marine Band harps went into an Astatic
BLJ30 "truck dispatcher's mike." He also
used a Fender Champ, often miked in the
barn and put through a variety of digital
delays. Stephen Jo Bladd's drums were
Sonors, with Zildjian cymbals, mixed with
electronic Simmons and a LinnDrum. For
a big acoustic boom Bladd used several
Sennheiser mikes: 421s on the toms, a
DR on bass drum, and 87s overhead. A
Shure SM57 went with the snare, a KM84
with the high-hat. Room mikes were Senn-
heiser 47 and 87s, PZMs and a dusty old
RCA 770X, in different combinations.




4-TRACK MASTERPIECES

While the Beatles wete teaching Sgt. Pepper
and the Band 10 play, twenty years ago, George
Martin was getting everything down on a 4-track
tape recorder. Even by today’s standards it's a
masterful feat of technology.

So is the X-15, in its own way. It’s the
ultimate evolution of 4-track recording,
designed by the engineers who invented the
format of a multitrack cassette recorder/ mixer.

This is the one that's really portable, easy
to use and costs less than $500, retail. Plus,
there's a companion mixer/compressor, micro-
phones, headphones, self-powered speakers.
the works.

It’s all together, all affordable. So if you
have a little masterpiece of your own in mind,
see your Fostex Dealer today.

FOSTEX

MULTITRACK DIVISION

FOSTEX CORPORATION DF AMERICA, 15431 Blackburn Ave., Norwalk, CA 90650 (213) 921-1112
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OUR NEW BABY

Announcing the arrival of the MTR-90’s little brother;
Otari’s.one inch, 16 channel MX-70. A multitrack mas-
tering recorder that lets you do virtually any-
thing you want to do in audio, affordably. (“/6 :

—

The MX-70, specifically designed for multi- >
track recording, derives its features from
our experience with MTR-90 customers
and their applications. For example, the
“70’s” microprocessor controlled constant
tension transport is ideal for use with
SMPTE time code-based video editing sys-
tems, machine controllers, and synchroni- ‘
zers. Its “3-way” design (1 inch 16 track; 1 ®
inch 8 track, and Y% inch 8 track) allows
conversion right in the studio, so if need be, each
session could be done on a different format. And as
your needs change, this machine will stay with you all
the way up to 16 tracks—you won't be left behind as
your business grows.

The new MX-70 for Recording Studio, Audio Post Pro-
duction, and Broadcast Production. You can see why
we’re so proud of our new baby. We know you will be
too. From Otari: The Technology You Can Trust. Otari
Corporation/recording, 2 Davis Drive, Belmont, CA
94002, 415/592-8311, Telex: 910-376-4890.
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DEBORAH FEINGOLD

AL JARREAU

MARK ROWLAND

HAS THE ADULT
CONTEMPORARY
SONGWRITER
ECLIPSED THE
JAZZ SINGER?

our Jarreau brothers grew up in
Milwaukee. They all sang.
Three still lhve there. "My
older brother had a fine tenor
voice,” Al recalls. “The next one was
more the jazzer. I'd sit around and
watch them rehearse, and | learned a
lot. They did sort of Four Freshmen har-
monies—maybe not as sophisticated
as the Hi Los, but very good. That's
where | learned a lot of it—one brother
would sing aline, and we’d sing it back.
Or he'd make a funny sound with his
mouth, and we'd repeat it. Walking to
the store, or to church...my father was a
preacher, and until I was about ten,
that's what | wanted to be too.” Jarreau
smiles, and reflects for a moment.

“Daddy-O Daily. That was a radio
show from Chicago. I'd listento that with
my oatmeal every morning before
school. | heard Diz, big bands, lllinois
Jacquet, Nat King Cole. | would hear
Screamin’ Jay Hawkins, too,” Jarreau
says, drawling out the name with sly
amusement. “Quite a trip. | loved Cole,
and Ella, Johnny Mathis, and of course
Jon Hendricks too. So | was in the mold
of all these people, at least at first; | was
just a standup jazz singer”

Eventually Al Jarreau turned out to be
much more. Over the course of the last
decade he first expanded, and later
popularized, the rhythmic and sonic
vocabulary of the voice—a wildly in-
ventive scat singer who laid claim to
the tradition of Hendricks and Ella
Fitzgerald, and a precursor to even
more daring contemporary stylists like
Bobby McFerrin. For a while Jarreau
even managed to walk that tightrope
between jazz sensibility and popular
acclaim. But with each subsequent
gold record, each succeeding collab-
oration with L.A. studiomeisters like
Jay Graydon, Greg Phillinganes and

Al Jarreau confessing tc High Crimes and assorted mellow misdemeanors.

David Foster, Jarreau has drifted
further afield from the experimental/
soulful jazz of early records like We Got
By, and more toward suave nightclub
pop. Among jazz purists, Jarreauis thus
gufty of a transgression which ranks
somewhere between throwing the
World Series and kidnapping the
Lindbergh baby.

Personally, | was a lot miore offended
when Neil Diamond starred in a movie
calied The Jazz Singer, but let's not di-
gress: If Jarreau’s recent music isn't
real jazz, whatever thatis, his subtle re-
finements of dynamics, timbre and
phrasing are still considerably more
knowing and graceful than most pop
peers. And in truth, Jarreau’s increas-
ingly understated style is less abtrusive
than many of his earlier, more gymnas-
tic efforts “I think the vocals tended to
camy the older songs before,” Jarreau
declares. “Now I'm more involved in the

writing of really complete songs that
have their own structure and character.
It's more sophisticated. They lend them-
selves to some vocal treatment, but a lot
of the attractiveness lies with the song it-
self.”

In other words, Al Jarreau the singer
has become stepservant to Al Jarreau
the songwriter; which is, | think, too bad.
Though models of pop craft, the songs
on his most recent album, High Crime,
leave little room for personal interpreta-
tion. Or maybe it's just that so many of
these new tunes and arrangements fit
themselves so snugly within that all too
familiar “adult contemporary” groove.
Songs like “Let's Pretend” and "After
All"—which sounds suspiciously like a
theme song from one of those achingly
cute Dudley Moore movies (Jarreau did
in fact sing it on Days of Qur Lives)
could as easily be covered by Dionne
Warwick or Julio Iglesias, and probably
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Morrlson

emerges ir
o the shadows

by Bill Flanagan

4

When I arrived at the London airport in late Sep-
tember the middle-aged customs agent asked the
purpose of my visit. I said I was in Britain to inter-
view Van Morrison, “a singer.” The agent looked at
me as if I'd explained Margaret Thatcher was the
Prime Minister. “Mister Flanagan,” he nodded, “I
know who Van Morrison is.”

People tell me Van Morrison isn’t as famous as
he used to be — that teenagers and folks who don’t
follow music might not even know who he is. I could accept
that, but I find no proof of it. 'm constantly amazed to find
how many people still follow Van Morrison. Musicians still
moon over Astral Weeks and Veedon Fleece; rock stars still
launch into Van talk during their own interviews; and people
of the Woodstock generation whom I thought hadn’t kept in
touch surprise me by knowing the words to late Morrison
songs like “The Healing Has Begun” or “She Gives Me
Religion.”

Van Morrison was born in Belfast, Northern Ireland in
1945 and raised as a Jehovah’s Witness. He achieved notor-
lety in the mid-60s as songwriter, lead singer and only per-
manent member of an Irish R&B band called Them, best
remembered for “Here Comes The Night” and Morrison’s
classic “Gloria.” In 1967 he came to America and had his
first solo hit with “Brown Eyed Girl.”

The next year Morrison signed to Warner Bros. and
released Astral Weeks, an impressionistic song cycle that
stands today as one of the most-loved albums of the 60s

INMustration by William Cone
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MUSICIAN: What musical influences have remained strong?
MORRISON: Ray Charles and James Brown still get me off.
But they're not influences now. Ray Charles got me moti-
vated. He was an early influence. But | don'’t really have any
influences since I've done my own thing. But there's still
some people | admire and listen to who can't be ignored. You
were talking about poetry—Dylan is the greatest living poet.
MUSICIAN: Dylan seems to feel a special kinship for you.
You're the only musical figure | see him quote in interviews.
I've always connected you two. Even at your most popular
you both seermed committed to your art, to personal visions,
to creating something that would outlive you.

MORRISON: Yeah, | think that's true. Dylan's not pop. No
way. We're definitely connected on various levels. | saw him
quite recently and | thought, “Well, here's somebody who's
still doingitand he's good.” It sort of gave me akick in the ass.

have to resort to.

MUSICIAN: The Wavelength album and tour seemed to be
an attempt by you to satisfy the marketplace.

MORRISON: But actually it wasn't. The Wavelength album
was sort of a diversion. It was just to have a bit of fun and go
back to how it felt to play rock 'n’ roll. That's all it was. | think
the fact that it was commercially successful really didn't have
anything to do with anything. It's just the way it went down. It
was intended to be a bit less serious than my other projects.
MUSICIAN: The Wavelength tour was the only one where you
pretty much came out and played all the hits. | saw a show in
Boston and it was "Caravan,” "Wild Night,” "Domino” and so
on. Then | saw you at the Paladium in New York the next week
when you stopped the show and walked off. Was one the re-
sult of the other?

MORRISON: No. That was a result of playing with a rock
band. And traveling with a bunch of people who did things
like stay up playing piano all night long—stupid things that

¢ Ray Charles and James Brown
still get me off. But I don’t
really have any influences
since doing my own thing.’’

you do when you're a teenager. With the resuit that | didn't get
as much rest as | should have and | was completely
exhausted. | just didn't have whatever it takes to perform. |
was just, in short, fed up. | felt about as much like performing
as | did like going to the moon.

MUSICIAN: People in Boston claim you wrote Astral Weeks
when you were living up there, but everything about the
album feels like Ireland.

MORRISON: No, | didn’t write it in Boston. | wrote most of that
in Belfast. | was carrying around those songs for a couple of
years before | recorded them. One of them was written in '66,
some of them in '67. But they were mostly written in Belfast. |
think | wrote one of them in New York.

MUSICIAN: /s there a long unreleased track from the Astral
Weeks sessions? | read years ago that you didn't include it
because it would have made Astral Weeks a double album.
MORRISON: Yeah, but it was just recorded on a two-track
tape. | never did it in a studio because | realized | couldn’t do
it again. It's probably thrown out by now.

MUSICIAN: Did the real Madame George recognize herself
in your song?

MORRISON: Well, no. Because Madame George was about
six or seven different people (laughs) who probably couldn't
find themselves in there if they tried.

MUSICIAN: /n your 1970 Rolling Stone interview you told
Happy Traum that Astral Weeks was a rock opera. Did you
really mean that?

MORRISON: No. "Rock opera” was wrong. When | did that
interview 1I'd had a few drinks. This is the problem with doing
interviews. You see it later and you realize that you said things
which were nonsense. That was one of them. | meant that the
approach was operatic.

MUSICIAN: /f ever a record came from somewhere outside,
Astral Weeks is it. A lot of your stuff feels like it's part of some-
thing bigger than our usual experience. Dylan said once that
songs come through the writer, and he cited "Tupelo Honey,”
saying that that song always existed, and you were the vehi-
cle it came through.

MORRISON: That's the only way | write. That's the only way |
can write. See, the unfortunate thing is getting caught up in
the business of music. It tends to throw a shape on my creativ-
ity. When | was doing those albums, for instance, | really just
wanted to write and record. Then there's the whole thing of,
“Well, you have to go out and promote these albums,” et cet-
era, et cetera, et cetera. So then it becomes a business. And
the more involved in business | get, the less | write. For me
writing means getting the right kind of space to write. And
that's less and less frequent because I'm not in the space to
write, for this to come through. It's not just a matter of sittin’
down at the typewriter and bangin’ away. Which sometimes |

And the tour was too long. When the tour was originally
being booked | told the Bill Graham organization (Morrison’s
then-management) and everyone involved, “This is what |
do." | mean, I've been in it long enough to know what | do. |
said, “I'll do a certain amount of weeks and I'll do a certain
amount of time.” And they proceeded to convince me that |
should do more than that. | compromised when | shouldn’t
have. A terrible thing to do as an artist is to compromise when
you know better. So | said, "Okay.” And consequently more
dates were booked than | was physically capable of doing.
By the time | got to New York I'd already done it and | was
completely exhausted. | had so many nights in New York to
dowhichlwasn’t capable of doing from physical exhaustion.
MUSICIAN: How strict a bandleader are you? When you
bring a song in to record do you tell people what to play or do
you let musicians work out their own parts?

MORRISON: As far as that goes, it's got nothing to do with
music. For me it's a magical event. When | go into the studio,
I'm a magician. | make things happen. That's the way it is.
Whatever is working in that particular space at that particular
time, | use, | take advantage of. it's got nothing to do with
parts, with who plays what. Either you come in that day and
make something happen or you don’t. There's no thought in-
volved init. It's a different process.

MUSICIAN: You released no album between Veedon Fleece
(1974) and A Period Of Transition (1977). During those years
there were rumors and stories in the press of you recording
albums and refusing to release them.

MORRISON: No. People don't want you to have fun. That's
what it comes down to. I'd taken some time off and | was en-
joying myself. Everyone I'd run into would say, "What are you
doing? Doing an album?” | was just sort of dabbling in things
to do something, because everywhere | went people wanted
something. | mean, there wasn't any album in me at the time.
People just didn't feel good that | wasn't doing any albums
and tours and being insane, that | was actually living life. They
couldn't leave it alone. They made up stories that it was this,
that and the other thing. | did some sessions that were not an
album as such. They didn't rate. Everybody said, “You should
put it out.” Simply 'cause they were putting albums out. That's
all it was. It was just that kind of nonsense.

MUSICIAN: Into The Music seemed like a new beginning,
and the material on your new live album only goes that far
back. Was that LP a cut-off point for you?

MORRISON: Yeah, | think that's when | got back into it. That's
why | called it Into The Music. | think | sort of lost the thing
somewhere along the line from being so involved with all
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those business people. You forget what you're doing. You're
dealing with people telling you that they want to sell albums,
and you lose track of why you're doing it. Once in a while you
have to backtrack. Otherwise you just end up saying, “Well,
there’s easier ways of making money if that's whatit's about.”
MUSICIAN: “Full Force Gale” from Into The Music described
a spiritual awakening. There's always been a spiritual content
in your work, but it's more pronounced on your recent albums.
Did you go through a conversion experience?

MORRISON: No, no, no. It's something I've always carried.
There was no conversion experience. Not at all. I'd say I'm a
Christian. I've been a Christian since | was born. But that's it.
MUSICIAN: Do you go to church?

MORRISON: Now and again.

MUSICIAN: Inarticulate Speech Of The Heart has a thanks to
L. Ron Hubbard. Are you involved with him?

MORRISON: Well, I've had scientology auditing, but you
should contact your nearest branch to find out about it. 'm not
going to explain it.

MUSICIAN: There is in your music a sense of spiritual ecsta-
sy. There's very little penance or fear of the Lord.
MORRISON: | don't really put it in words as such. It's very
hard to answer this kind of question. | don't box that.
MUSICIAN: The albumns that you, the Band and Dylan made
when you were all living in Woodstock projected a feeling very
different from the counter-culture associations “Woodstock”
evoked in later years.

MORRISON: | don't know. Because | didn't really see anyone
up there. | can’t remember. There was definitely a vibe to that
place but I don't remember. | can't remember last week.
MUSICIAN: Do you remember writing "Almost Indepen-
dence Day”?

MORRISON: Yeah, | remember that. | picked up the phone
and the operator said, “You have a phone call from Oregon.

It's Mister So-and-so." It was a guy from the group Them. And
then there was nobody on the other end. So out of that | start-
ing writing, “I can hear Them calling, ‘'way from Oregon.”
That's where that came from.

MUSICIAN: Your concerts can be riveting. On a good night
you seem to go so far into yourself.... ,
MORRISON: it's exactly the opposite. You go out of yourself.
But it appears you're going in. I'm extremely shy about per-
forming, which is probably the reason | like to write and record
much more than | do to perform. To perform | almost have to
assume another identity. | have to almost play a part and get
psyched up, to walk onstage. Otherwise | couldn't do it. So
I'm playing a role, and doing the music within that context.
‘Cause I'mreally very shy, you see.

MUSICIAN: You played a series of concerts in London re-
cently. Are you doing, in your live shows, any songs that pre-
date Into The Music?

MORRISON: Oh, yeah. | do some of the old stuff. At least one
from Astral Weeks, a few from Dominic’s, Hard Nose The
Highway, those kind of things.

MUSICIAN: Do you plan any American shows?
MORRISON: | haven't had any calls about that. | don't know.
I mean, most people know the way | work, the way | operate—
the length and all that. | haven't heard from anybody.
MUSICIAN: Maybe they're waiting to hear from you.
MORRISON: Well, if they don't do anything till they hear from
me, to quote Ellington (laughter), they won't hear from me.

VANGUARD

Van Morrison plays a Selmer Mark Vi alto sax with a Greg Larson
mouthpiece. At home he has a Yamaha piano. For guitar: “At the
moment I'm using an Ibanez, George Benson model, which | find
does the job. It's electric, but it's built semi-acoustic. it's the only
one | found that does what | want.”

'MED. LIGHTS

.045 060

AU SERIES BASS & GUITAR STRINGS

String to string, set to set, customized gauge selection
provides the ultimate in output level balance. Discover the

LIGHTS

pleasure of the absolute ultimate, available at your authorized 009 012 015

Peavey Dealer. The proof is in the playing
PEAVEY ELECTRONICS CORP.

36

711 A Street, Meridian, MS/(601)483-5365/Telex: 504115




!

“IF IT WASN'T FOR CALZONE, WE'D PROBABLY
BE WORKING A CAPELLA’

If you can identify with the unfortunate instrument pictured
above, then you're bound to remember that sinking feeling
when you realized that the show would be going on — without
you and your instrument.

Leading musicians like Tom Schuman of Spyro Gyra and Rick Cua of the Outlaws make a living
by showing up on time with their instruments in perfect working order. Their extensive touring
schedules often take them on the road for months of punishing travel conditions in all types of
weather, so they depend on Calzone road cases to provide the ultimate protection for their most
important possessions — their instruments.

With Calzone cases to protect his extensive collection of keyboards and synthesizers, Schuman
doesn't let equipment worries interfere with his performance. Rick Cua claims his valuable '64
Precision® bass wouldn't be on the road if it wasn't for Calzone.

Calzone’s top-line Escort cases are chosen by mare professionals because they're made from
the finest quality space age materials. Features like Calzone’s unique patented Double-
Angle construction, G-Spec recessed handles and catches and high impact-resistant |
laminates insure maximum proiection for long life. Our tough and lightweight
Convoy cases are the ideal choice for local cartage.

We make a wide selection: of different models to fit the
needs of today’s electronic musician or we can custom-build
any type of case—in a hurry.

If you truly care about the life of your instrument,
depend on us for the utmost in high-tech protection.
Calzone handles with care.

Preci.ion®1s a registered M

trademark of CBS Musical Instruments !

s (a

Tom Schuman Rick Cua

Calzone Case Co., 225 Black Rock Ave., Bridgeport, CT 06605




Soul
Revelation

Ar

d The

Ba
Of

DtisM
Fire

U2 Leads a Rock'n’
Roll Fifth Column,

By Bill Flanagan




plains, I refused point blank to
do it. | would bring German
books into Irish class just for
the sheer hell of it. When a
major exam came, | didn't pass.
I burned my papers outside

theexam hall. | was pretty
When Paul “Bono” Hewson | hard-headed and | thought,
was in the Irish equivalent of | ‘Thisllanguage is dead. Why am
high school, he decided that I learning something that's
the compulsory study of dead? lwentto university atter
Gaelir, the ancient Irish lan- that, and | was thrown out for
guage, was foolish. "Being the | not speaking Irish.”
obstreperous littie git that | Now that he's a world-fa-
am,” U2's singer/lyricist ex- mous rock star, Bono has sec-

ond thoughts about that dead

language.

“The reason it's dead Is be-
cause many generations of
people killqd it. And | was one
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of them. | have completely
come arour:d. It was me that
was mrissing out. Irish poetry
brougnt me around. There are
sounds in the Inshllanguage that
aren't there in Englisn. Having
rebelled against it for solong,
rght now I'm very interested in
the Irish language.”

The story is vintage Bono, at
once self-righteous and self-de-
precating. Who eise would
take such delight in recounting
how bold and stubborn he was,
only to conclude that he was
also completely wrong?

We're sitting:backstage at a




concert hall in the south of France. For several days Bono's
expertise in French has helped us navigate strange rues and
order in restaurants.

“I'm interested in German and Spanish,” he offers. “| find
Spanish one of the easiest languages. ‘If the Englishmen
hoard their words like misers, the Irish spend them like mad-
men.' | have a lot of African verse at home, Indian verse,
French verse. When a melody comes to me, it comes in
sounds. | have to sort through the sounds to find the words.
Sometimes I'm left with a big hole where no English words will
fit. So | have to find other words.”

Bono resorts to what sound like indian syllables in the mid-
dle of “Elvis Presley And America,” a song from U2's new LP
The Unforgettable Fire. Some listeners might not notice; the
whole song is a moody mumble that—while sounding nothing
like any record Presley ever made-—captures a piece of his
spirit. “Elvis Presley And America” is about reconciling appar-
ent contradictions: joy and despair, genius and inarticulation,
humble Christian continence and boastful rock abandon. It's
split right down the middie. It's typical U2.

Bono's been keeping fast company. He and Van Morrison
joined Bob Dylan onstage in Ireland recently. Bono dislikes
talking about it, but a friendship between the young singer

The Edge opens his eyes a slit and tells Bono, “Those two
witches were outside looking to make a voodoo doll of you.”

“Not the same two who were at soundcheck?”

“Yes. They've already got your birthdate.”

Bono sighs. “Then they must be sticking pins in their calen-
dar.” The shade Bono's leaning against flies up, causing the
fans outside to jump and wave. “Their magic is working al-
ready.”

U2 has run into trouble before, but it hasn't impeded the
band's steady progress. The four Dubliners got together as
teenagers in 1976, attracted by a notice Mullen posted in
school. After gaining a local following they signed to Island
Records in 1980 and released Boy, an album that sounded
like guitar-rock drenched in echo and sent for a spin-dry in
the Twilight Zone. While the Edge, Clayton and Mullen flailed
away, Bono intoned lyrics evocative of adolescent moods
and yearnings.

The group'’s follow-up album, October, now appears as a
lesser work. Mitigating circumstances: Bono’s lyrics were sto-
len during a U2 tour, and the singer virtually extemporized
what's on the record. War, 1983's studio release, solidified
U2's reputation as a band with a conscience; Under A Blood

“Music is magical, mysterious. It's not a production line.”

and Dylan seems to be biooming. Dylan and Morrison belicve
in the muse, that songs come through the singer from some-
where else. Does Bono feel that way about his own work?

“It feels like the songs are already written,” he smiles. “But
our songs are too human for me to be so arrogant as to claim
that they were written in the air. | do believe the musician
doesn't own the music, that it is a gift. / believe it is a gift of
God—to any musician: guys on the street, traveling musi-
cians, tinkers, gypsies. Music expresses the inexpressible.
All our songs are about that, about inarticulation: 'l try to sing
this song." ‘Elvis Presley And America'’ is just a mumble. All
are about trying to express things.”

U2's onstage and Bono's screaming, “TOU-LOUUUSE!
TOU-LOUUUUSE!" The young people of Toulouse, France,
some of whom speak English, go wild. Dave Evans, the guitar-
ist everyone calls the Edge, manages also to cover piano, lap
steel and synths, filling in all the dynamics a U2 record cap-
tures with many overdubs. Drummer Larry Mullen kicks the
band's spacier songs into the material world, and occasion-
ally tosses in a Led Zep change-up. Bassist Adam Clayton
drifts in the sonic space between the Edge and Larry, some-
times adding aural shimmer, sometimes popping strings to hit
the beat on the head.

Afterward the band piles into their tour bus. The Edge sits
back and closes his eyes. Mullen asks where Dennis Shee-
han, the road manager, is. "He's outside giving those girls
your birthdate,” the Edge lies.

"He's not!"

“Yes he is.” The Edge doesn't move a muscle. His eyes re-
main closed. But a smile crosses his mouth. Sheehan climbs
on the bus and Mullen, now sullen, demands to know if he
gave those girls his birthdate. Sheehan goes along with the
gag and says yes he did. Mulien gets more upset. The girls, it
seems, are witches.

“They're making voodoo dolls of you, Lawrence,” the Edge
deadpans. “They're going to bite the legs off the dolls!” pipes
up Bono as he climbs aboard. Like Larry and Edge, he's an
evangelical Christian who doesn't dig witchcraft.

Adam Clayton is not twice-born. He boards the bus smok-
ing a cigarette and drinking a beer. “I don't know why I'm
never recognized,” he announces. There is laughter all
around. “l saw two girls waiting by the bus and [ thought, right,
I'll give 'em a good chat. And they ignored me!”

“A prophet without honor, Adam," Bono judges.

Red Sky, a subsequent live mini-album, consolidated it. U2
wasn't just loud—they were stirring.

The Unforgettable Fire lunged up record charts with all the
momentum of a band at peak form delivering what the fans
want. But tell Adam Clayton that the record bears two or three
potential hit singles and he'li reply, “I hope not.”

That calls for explanation. “To release ‘Pride’ and have a hit
is great,” the bassist says. “But | don't want any of the other
songs out. The album’s important, not the singles that come
off it. I'd like it to be viewed as a whole, rather than as ‘that
album with three hit singles.’ I'd like the albums to dictate the
way people think about us.

“There is a feeling within the band of consolidating and
working material through a sort of 1984 soul music. In the way
that Springsteen is soul music, but it's rock 'n’ roll soul. Van
Morrison is soul music. In the past our live shows had to rely
on songs that impressed people, because we weren't very
well known. Now we have the freedom to expand the whole
concept of the band and the songs. We don't have to fight to
grab people's ears anymore. We've got them.”

“To me,” Bono offers, “soul music is not about being black
or white or the instrument you play or about a particular chart
or map.” We are seated in the back of the tour bus. Outside
the fields, vineyards, castles and farms of southern France
are flying by. “A singer becomes a soul singer when he de-
cides to reveal rather than conceal. When he takes what's on
the inside and brings it to the outside. | suppose,” Bono
smiles, “that what | take from the inside is a little more tangled
up than most people. So it may not communicate as directly
as Bruce does. I'm in awe of the way Bruce Springsteen can
communicate directly with people.”

Alot of Bruce/Van soul comes through on U2's new album.
When Bono steps out under a white spotlight to sing the first
lines of “Bad" over chiming, ethereal music, it's hard not to
think of the opening of “Thunder Road" or “Backstreets.” But
Unforgettable Fire's sound is not that of “Born To Run” or
“Domino,” let alone the straight-ahead rock 'n’ roll of War and
Under A Blood Red Sky. It's an introspective dream like “Lis-
ten To The Lion" or “New York City Serenade.”

Last year's War and the live Under A Blood Red Sky were
straight-ahead rock 'n’ roll statements that earned U2 a big
American audience.

“There's got to be a spiritual link between U2 and Van Mor-
rison,” Bono nods. “And I'm sure it's not just that we're both
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Irish. | think there's something else. He probably wouldn’t
want to associate himseif with our music, ‘cause | know he's
plugged into a tradition of soul music and gospel. He may not
connect with us.”

U2's new record has a song called “4th Of July,” just as
Morrison has his "Almost Independence Day” and Spring-
steen his “4th Of July, Asbury Park.” But the spiritual connec-
tion is most obvious on “Promenade,” a lovely song about
watching skyrockets explode over a seaside town that ends
with Bono intoning, “Radio, radio, radio, radio.”

Bono says most of “Promenade™'s Van/Bruce connections
were unconscious. He was describing a real place in Ireland.
“The song was written in one take. | went to the microphone
with a piece of music and just sang it. In some ways it's com-
plete coincidence. The ‘radio’ image just came to me—and
obviously I turned it into that Van lick: ‘Radio, radio, radio.’

“| know some people have problems with the gray area of
the lyrics, but after coming from the black and white of War |
wanted to retreat into the gray again. The emotions that are
on this record are very abstract, out of focus, fragmented, its
words are gray. But that is exactly what it shouid be.

"It just seems that in 1984 in pop music, in rock 'n’ roll, ev-
erything is spelled out. There is no mystery, no attention to the
magical side of music. If there's one thing | re-learned from
working with Brian Eno and Daniel Lanois it's that music is
magical. It is not production line. Americans have to watch out
for this, because there's a very strong music industry in the
United States. Some people in that industry talk a lot about
formulas. Radio's divided into AOR, CHR, R'n'R, R&B. There's
a danger of people thinking in terms of platinum and gold.
This record is stepping back from that.”

U2's War featured a straight-ahead guitar/bass/drum ap-
proach and headline lyrics (heavily influenced by John Len-
non LPs like Some Time In New York City) in reaction against
the high-gloss pop mood music then dominating the British
charts. They couidn'’t anticipate that the album would make
them trendsetters, leading a stampede of hearty guitar bands
like Big Country and the Alarm. What U2 did was nothing less
than channel the unharnessed energy of guitar-based power-
rock for a more constructive message than the usual sex 'n’
drugs 'n’ rock 'n’ roll bill of fare.

“There are few instruments that get across aggression as
well as a distorted guitar,” Bono said in a 1983 interview; “it's
physically brutalizing. The power of a rock 'n’ roll concert is
that it stimulates you emotionally, as you follow the singer, and
physically, as you dance and are hit by the music. It also has
a cleansing effect; it's a great release.

“The brutalizing effect of guitar has been used in a very
negative direction at times. But our aggression is much
warmer, much more communicative than that.”

Nowadays Bono has a little perspective on what U2 hath
wrought. “We didn't know that we'd be at the front of a whole
movement of guitar and optimism,” he sighs. “When that hap-
pened we had to step back and redress the balance.”

“It's difficult to handle,” the Edge says of U2's new van-
guard status. “We never intended becoming part of a move-
ment. Movements can be very restrictive. Very early on we
were linked with a whole psychedelic revival. Now in the
States it's this Positive Vision movement—the re-emergence
of the guitar and that sort of thing. Whenever we felt on the
verge of becoming a caricature of ourselves we've always
done something different.

“This whole idea of the new guitar bands, the new guitar
heroes is terrible. But | would be proud to be thought of as in
the same genre as Simple Minds, simply because I think the
uplifting quality they have is so great.”

“The Unforgettable Fire” was the title of an exhibition of
paintings by survivors of Hiroshima and Nagasaki. Obviously
U2 are also conscious of the title's invocation of the Christian
Pentecost, the baptism of fire in which the Holy Spirit entered

Bono toned down his onstage antics after several court-martials.

the apostles.

But The Unforgettable Fire mostly refers to obsessive pas-
sion. "Pride (In The Name Of Love)" and “MLK" find this pas-
sion at its greatest in Martin Luther King. King, after all, was a
charismatic, powerfully articulate, righteous Christian paci-
fist—all that Bano admires exemplified in one man. That the
fre has two sides, consuming as well as liberating, is
explored in “Elvis Presley And Ameneca.” That song’s pro-
tagonist, Bono explains, “was unsure of himself intellectually
when he should have been sure! Eivis could say more in
somebody else's song than Albert Goldman could say in any
book!”

Bono says he writes his lyrics instinctively, and only later
ciscovers what his songs are really about. He admits he's just
realized that "Bad” and “The Unforgettabie Fire” are both
partly about that darkest passion, herain. The drug has feund
a sizablemarket amang the melanchaly Irish, and U2 are find-
ing old friends with holes inr their arms.

‘I'm not saying that's what those songs are completely
about,” Bono says carefully. “I don’t want to tie them down.
Not having been a junkie | didn’t want to write about junk. But
I suppose, living on the street where | live, seeing people that
I've kicked football with have their lives rearranged by this
love of adrug, it just seeped subiconsciously into the record.”

Might Bono also have been writing about how his old
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Larry Mullen, drummer in the material world.

friends now see him? For he too is a man changed by obses-
sion: obsession with music and obsession with the Divine.

“| suppose that I've been musically obsessed,” Bono says
slowly. "l don't know. 'm not clear. | only share these thoughts
with you because I'm starting to become clear on those. I'm
sure I'll learn a lot more as we play the songs.”

As the bus pulls into Bordeaux, Bono inserts a cassette of
Springsteen's Barn In The U.S.A. and rocks down the aisle.
Driving into a stately old French city, a bunch of Irishmen af-
fect American accents to sing “Drivin’ Into Dartington
County.” At the next concert Bono will first sing U2's “Gloria”
and then Van Marrison's. The rack 'n’ roll nation recognizes
no boundaries.

These French concerts, performed to crowds of eight or
nine thousand in sports arenas, are the best U2 shows ['ve
ever seen. The band's early club dates were exciting but suf-
fered a bit fromlack of dynamics: Boy's songs were of a single
mood, and the group lacked finances to get a variety of
sounds from one guitar, bass and drums

Later American shaws, especially some concerts last year
in big halls, benefited from three albums’ worth of material but
ran into an unexpected problem: Bono's distracting penchant
for excessive showmanship. He leapt into audiences and
scurried up belconies. Kids went crazy and U2 fans under-
stood the communal motivation behind the broad gestures.
But the half-converted were often appalled.

As a U2 fan | often found myself defending the group
against charges of bombast, of egomania, of being a hip
Journey. | remember the look of astonishment on one musi-
cian's face when he saw the “Sunday, Bloody Sunday" video:
“This guy is marching up and down the stage waving a flag!”
Something was getting lost in the translation.

It's a great refief, then, to find Bono staying onstage in
France and letting the music do the talking. U2 shows, which
once came on like frontal attacks, now move in waves; the

level swells, falls and swells again.

“It was very important for Bono to realize he didn't need to
do ali that,” Clayton says of the onstage antics. “By now we're
playing for people who already believe in the band. They just
want to see him perform the songs.”

“ltwas also,” the Edge adds, "a gesture that made sense to
the front row. It was Bono saying, 'l can get to you, | can be
with you.” But the cynics at the back of the auditorium said,
‘That's a bit cornball.” Now we’re turning our eyes to the
cynics, to the world-weary music fans, nonmusic fans, and
critics as well. We're approaching them in a more subtle way.
We'll be communicating directly through our work. I'm excited
about that prospect.”

“You can't fill a large stadium physically,” Clayton adds.
“You have to fill it with music.”

Bono remembers his partners' reaction to his onstage
exhibitions. “| was getting phone calls from the band after
concerts—phone calls at two in the morning where I'd have to
goinand face a court martial. They were saying, ‘You're either
going to kill yourself, or somebody else, or the band.’

“In the Los Angeles arena | went into the crowd with a white
flag and it was torn to pieces. | ended up in a fistfight with a
member of the audience, which is a real contradiction. Then |
half fell from the baicony. It started a bit of ariot. [L. A. Times
critic] Robert Hilburn wrote, ‘The music doesn'’t need this.’
And he was right.”

But Bono still feels strongly that if his methods were wrong,
his intentions were right. He wanted to break down the barrier
between performer and audience, to raise a white flag as a
gesture against division, against nationalism, against war.
When he sang “Surrender!” he meant everyone should refuse
to kill for any flag. The problem is that onstage Bono resem-
bles less Gandhi than a charismatic figure demanding his
arena-full of fist-waving fans surrender—to him.

Bono looks shocked at the suggestion. “The principle of
‘surrender’ is both political and personal,” he explains. “| also
meant it as dying to your ego.

“There are two types of musicians. Some people | meet put
in their cassette and say, ‘Listent Amn’t / somethin’?’ Others
go, 'Listen! Isn't it somethin'?’ | suppose | have those two
people in me, and I've been trying to shake the first one off.

"People in the band seem to think I'm an odd combination
of a person who doesn’t believe in himself and a person who
believes in himself too much. I'm like anybody else; I'm a
mass of contradictions. | just try to be myself. And most of our
songs are about failure in that respect: 'l fall down.’ It's a lot
more about picking yourself up from the dirt than about stand-
ing there with hands held up, triumphant. | suppose when
we're onstage, that's the moment of triumph. But the songs
themselves are not like that. | can’'t be seen as any kind of
spokesman. | mean, how can you be aspokesman if all you're
saying is ‘Help!"

“When we started playing,” Clayton explains one evening,
“music was very much the secondary thing. We liked each
other and got a lot of fun out of it as a social situation. Now we
realize that individually we probably wouldn't have gone any-
where musically. We enjoy the people we're with and realize
that without any one of us the fragile uniqueness and special-
ness of U2 would be gone forever. It's an idealistic approach
to music. We have rows; everybody who lives together has
rows. But they're always rows based on the belief of what we
can do, where the music’s going.”

“The band is a family,” the Edge adds. “Everyone looks
after everyone else and no individual ego is bared to the pub-
lic. There's a band ego, there's a band ambition. There’s a
band arrogance as well, sometimes. And there's also a belief
that contemporary music can be more than just a soundtrack.
It can be worthwhile and lasting, with a timeless quality when
it's really working. It should transcend any barriers of time or
location, so anyone can find something in it, so that it doesn't
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exclude people by being too fixed in its context. A lot of pop
music is very fixed. It only makes sense if you know what hap-
pens to be hip in New York or London that week. I'm sick of
music like that.”

On Sunday U2 has a night off. Whiie Clayton stays in bed,
recuperating from an especially late Saturday, Bono, the
Edge and Mullen explore Bordeaux. The ancient city seems
to stretch out for miles in every direction. Narrow, winding
streets open into great cathedral squares before zig-zagging
down to the river. Walking avenue after avenue, U2 comes to
the moving lights of a carnival, stretched out in front of a great
fountain and bathed in the glow of the biggest ferris wheel
they've ever seen

Bono, the most recognizab e member of U2, has tucked his
wild mane into a tight painter's cap. He refers to this as his
“nerd disguise™ and looks like a Robin Williams character. it
serves him well until the group comes to the shooting gallery
Everyone gets pellet rifles except Edge, who for some reason
is given a .22. As Edge splinters wooden targets, Bono, ex-
cited, yells over the recoil, “Yeah, Edge! Go, Edge!’

That lets the cat out of the bag. How many young men in
Bordeaux are named “Edge”? And how many speak English?
French kids start turning and pointing to the Irishmen at the
shoc)ning gallery. “Ur Dur! Ur Dur!” (“U Deux": “U2" en fran-
cais).

“Ur Dur?’

GUITAR PRIDE

Bono unieashes his primal howl through a Shure SM58 vocal
microphone The band's PA is by Clair Brothers audio.

The Edge has a lot of guitars these days: a 1971 Fender Strat with
a graphite nut, brass bridge saddies, modified Seymour Duncan
quarter pound stack pickup and Strat Tremolo. More standard are
his 1971 Gibson Explorer, an early-60s Les Paul Deluxe (used only
on “Indian Summer Sky“) and 1961 Telecaster. He also plays a
new Washburn acoustic. On “Pride” he plays a 1959 Gretsch Fal-
con, with stereo pickups he rewired to mono. He also uses an
Epiphone Elekira lap steel (1939 or '40) which he picked up real
cheap in the US. His amps are an old Vox AC30 and Mesa
Boogies, MK-II C series. His lap steel and Yamaha CP70, though,
go through a Roland JC120 amp. His strings are Superwound
Selectras.

He selects effects with a Boss SCC 700. These include two

Korg SDD 3000 Digital Delays, a Yamaha R-1000 digital reverb,
an MXR pitch transposer and a Yamaha D-15 digital delay. There
are also two Electro Harmonix Memory Man anaiog delays: one
side is used for the CP70, the other for the lap steel on “Surren-
der" He uses an MXR Compressor and thanks the Lord for his
Boss TU-12 Tuner. What would you do if you had so much guitar
equipment? How about taking up keyboards? The Edge did; he
pounds a Yamaha DX7 and CP70, and Oberheim OB-8 and DSX.
Adam Clayton plays a Fender Precision, Ibanez Musician and
Fender Jazz bass through an Ampeg SVT bass head (used just
as a pre-amp) and four Harbinger cabinets witk four 15-inch
Gauss speakers. He uses JBL 2410 high frequency drivers, two
BGW 750Bs and a BGW 250B. That's not all. What about that Fur-
man parametric equalizer and two-way crossover? And dig those
Moog Taurus pedals, hooked to a Boss SCC 700 effects selector,
Ibanez UE 400 and Ibanez HD 1000 digital detay! All this i1s rigged
up to two Alembic pre-amps. Freedom of movement? Clayton has
plenty, courtesy of a Nady 700 series wireless system.
Larry Mullen plays Yamaha drums, the Power Recording series.
He uses a 24-inch bass drum, a 14-inch rack tom, two 16-inch
floor toms, one 18-inch floor tom and a 14x6'2-inch snare. He has
two piccolo snares—one by Ludwig and one by Eddie Ryan, an
Irishman who runs a London drum shop-—and two Lapin timbales.
His cymbals are Paiste: a 2002 18-inch crash, two Rude 18-inch
crashes, one 20-inch Rude crash, a 20-inch 2002 Chinatop, and
a pair of 14-inch Sound Edge hi-hats.

Mulien uses all Yamaha hardware, Evans drum heads (usually
Black Golds). and sticks designed by Cappella Wood in New Jer-
sey. He occasionally uses a Simmons SDS7 triggered by his
acoustic drums. He uses a click track (triggered from Edge's
Oberheim DX) on “Unforgettable Fire" and “Bad.”

Mullen shakes his head no and the band moves quickly
down the midway. Bono spots a tent promising oddities of na-
ture and zips in, leaving Mullen and the Edge outside.

Suddenly all the fun goes out of the fair. Lined up before him
are glass jars containing monkeys, mummies and human
fetuses in formaldehyde: siamese twins, a human baby with a
fishtail sewed on. Bono's face goes gray. In the midst of this
depravity sits a dwarf in a three-piece suit, cleaning his finger-
nails with a knife. He never looks up. Around his feet the dirt is
littered with centimes.

Bono walks, as if asleep, outside where Mullen and the
Edge are laughing. Finally he says softly, “I've never seen
anything like that in my life.” The park PA. is blasting “Pride
(In The Name Of Love).” As we leave the carnival a barker is
shouting into a microphone, “Ur Dur! Ur Dur!’

Atthe next night's concert U2 performs “The Unforgettable
Fire,” a song that describes “Carnival/the wheels fly and col-
ors spin/through alcohol, red wine.'

Bono speaks to the crowd: “When we reached the top of
wherever we were going—uwith the War record and Under A
Blood Red Sky—uwe felt we had to make another statement.

“Last night we came into Bordeaux. We walked arouna the
city and we came to this carnival. There was this big wheel at
the carnival. We got on and we went right up to the top of it.
We could see all over this city, Bordeaux.”

The kids cheer and then sit transfixed. The carnival was a
wild mix of good and bad, but Bono is making it a symbol of
something beautifu

"So often we don't get to really see a city. Sometimes when
you're travelin’ a lot, you're goin’ in and out of hotel and hotel,
another room and another room, more people and more
people. You just forget that...”

He pauses. “We have a pretty good job, actually.” The
crowd cheers and the band smiles. “This is for some of you
who don't feel so good. I'm sure you will.”

Adam Clayton: ““We don’t have to fight to get people’s ears anymore.”
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WHY BOB MOOG STANDS
BEHIND THE KURZWEIL 250.

In the field of electronic sound synthesis, Robert Mocg’s authority
is well documented.

So we were flattered when he said of the Kurzweil 250: “It combines
the richness of acoustic sound with the programmability of an
advanced digital synthesizer.”

r It's precisely this unprecedented combination of sound quality and
programming features that has led Bob Moog to pay Kurzweil the
ultimate compliment: He has joined the company as Chief Scientist.
YOU CAN'T TELL THE DIFFERENCE.
BUT THAT'S ONLY HALF THE STORY.

By now it's well known the Kurzweil 250 is the first digital synthe-
sizer to accurately reproduce the sound quality and dynamic range
of any acoustic instrument—even a $35,000 concert grand.

What may not be as well known is the Kurzweil 250°s extraordinary
programmability.

Chorusing, vibrato, tremolo, pitch bend, layering and transposition
all come standard in the Kurzweil 250.

Its 256-stage envelope generator lets you define each segment’s
type, limit and playback rate. Its 12 user-assignable LFOs give
you three different triangle and square waves and six different

sawtooth waves. _ .
In the base unit you get four types of stereo chorusing; variable A digital ecording on compact
brightness control; timbre shift and four other transposition modes disc or cassette is available.

to help you get exactly the sound you want.

The Kurzweil 250 comes with a 12-track polyphonic sequencer, —
16-channel user-assignable MIDI interface, and 30 resident voices
—expandable to 60 with our optional Sound Blocks. Or you can
sample your own sounds with our Contoured Sound Modeling™
option, and store them off-line on Apple Macintosh* discs.

The sampling rate is variable with up to 100 seconds of recording
time, and control functions such as trimming, looping, tuning, and
amplitude adjustment combine with our internal companding soft-
ware to deliver the best sound possible.

If all this sounds hard to believe, let us send you a demonstration
cassette or compact disc at a nominal charge. Just call us toll-free
at 1-800-447-2245.

Then you 'l know for sure, the Kurzweil 250 is not only a great
piano. It's an incredible synthesuzer

Which, of course, is what Bob Moog has known all along.

KURZWEIL

YOU CAN'T TELL THE DIFFERENCE.

© 1985, Kurzweil Music Systems, inc., 411 Waverley Oaks Road, Waltham, MA 02154, (617) 893-5900).
“Apple is a trademark of Apple Computer, Inc., Macintosh is a licensed trademark of Apple Computer, Inc






s anybody in control.here?"asks the
man they call Boy. He's been sitting
patiently in a North London Holiday
Inrt while cameras go crazy, swiveling
his black-wigged head back and forth
with the imperious patience of a caged
raven. Now, though, he wants this
photo opportunity to end.

“Somebody send this guy home,”
he says with a flip of his hand at an
especially persistent Asian Nikon
jockey. “He’s got bad hearing.” The
frantic kissing sound of one last motor-
drive stops. George waits several un-
comfortable beats for the reporters to
gotowork. "Are you going to ask ques-
tions,” he snaps, “or sit there like
fools?”

Some fifty members of the European
press, looking indeed a mite foolish,
don't know where to begin. They're
holding copies of Culture Club’s just-
released single, “The War Song,”
whose astoundingly familiar thesis
(“war is stupid”) seems to leave them
speechless. Finally a German-ac-
cented question: Isn’t “The War Song”
more than.a little similar in content to
Frankie Goes To Hollywood'’s “Two
Tribes"? Everybody present knows
George has verbally scourged the
Frankie boys many times.

“Because Frankie writes about war,
| can't?” George demands. “I've had
sex in bed as well,” he states acidly. “I
suppose that’s not original.”

And the Boy is off and running—
settling scores, dishing trash, jabbing,
sparring and joking as he holds the
floor. He's flanked by Culture Club
drummer Jon Moss and keyboard/
guitar player Roy Hay; absent bassist
Mikey Craig has “entered the Leisure
Age,” Moss explains. But George hun-
grily seizes most of the questions.
That's the pesky issue hanging over
the band as they release their third
album: How does this manifestly
clever quartet reconcile themselves to
their singer’s outsize notoriety as the
global symbol of androgyny?

George is not letting that issue slow
him down today. He asserts that Cul-
ture Club’s new album, Waking Up
With The House On Fire, is thoroughly
autobiographical. The title refers to
runring out “naked” to face sudden
and overwhelming celebrity. “The
Medal Song” concerns the self-de-
structive bent of ill-starred actress
Frances Farmer, one of George's
heroines, along with Elizabeth Taylor
and Dolly Parton. He’s working on a
song for the Beach Boys in the studio
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with Culture Club producer Steve Levine and thinks the Amer- |

ican band, with their emphasis on melodies, quite resembles
his own. He acknowledges meeting Keith Richard recently;
George says the Stones guitarist was “nice to me,” but tags
him "a dinosaur...looks like an actor from the Thriller video.”

Despite repeated questions, George refuses to apologize
for monopolizing his band's public image: “I'd rather be big-
headed than boring."” Yes, someone replies, but to the extent
of having his photo, alone, on the new single sleeve? “Good
guestion,” Hay says, poking the air with his finger. "He's a be-
nevolent dictator,” Moss says, easing the tension. “Fame,” the
drummer adds, “is like a pact with the devil.”

If George and his bandmates made such a pact, they didn't
sell out cheap. Fifteen million copies of their first two albums
have staked out an avid worldwide constituency, who by and
large find the Boy's sexually inexplicit persona not at all
threatening. The public’s admiration of sweet singing and ac-
complished scams has made George the doted-upon cyno-
sure of talk show hosts. Culture Club's singles are uncannily
accessible pastiches of other people's styles—"plagiarism,”
George happily calls it. The formula is no more sophisticated
or adventurous than vanilla yogurt with sugar and a new

French name. But somehow, alongside most top forty junk-

food, it feels healthy. And whatever you think of George's
music and dress code, his tea-time chattiness is oddly reas-
suring. “That big poof!” my London cabbie said when | told
him who I'd been interviewing. Then he changed his tone
without prompting: "Quite intelligent, innit he?”

Yes, indeed. Like most benevolent dictators, George is in-
telligent enough to give the populace their circus and simul-
taneously defuse any palace coups. When it comes to the
crucial distribution of his kingdom’s spoils, he's an absolute
democrat: songwriting credits and record royalties are split
evenly four ways. The financial equality (George does take
proceeds from clearly perscnalized items like Boy George
dolls) preserves a combative unity through considerable in-
fighting over artistic issues. "A group absolutely has more po-
tency than a solo artist,” George says. "A group is like a fam-
ily; you can stick together. It obviously has something to do
with my being brought up in a big Irish family. | do like to be
around people | care about and trust.”

Virgin, Culture Club's British label, has rented a fancy suite
of rooms on Grosvenor Square, amid embassies and old
money. There in the half-light through a mansard window
George sits talking, indefatigably and earnestly. Confined to
a straight-backed chair, his jolly, Pierrot-like movements are
reduced to fidgety attempts to wedge his foot onto the brass
pull of a desk drawer. Off-white foundation makeup sets off
his crimson lipstick and black eyeliner. His wig is a jet-black,
post-punk bird’s nest, and his manner effeminate only at the
very edges. He exhibits a ferocious drive to batter you with
his unfathomability—quite a trick for the son of a South Lon-
don building contractor.

George has adirectgaze and, in strange contrast to his vel-
vety singing, an audible bronchial wheeze. Candid and
loquacious, he's still far from chummy. His humanism can
sound over-rehearsed: “When | go onstage the only thing lam
trying to project is humor. It's humor that's missing from this
world—real, affectionate humor. | don't mean | go laughing at
myself. I'm quite serious about what I'm doing. But | wish to
project immense affection.”

“| have to sit there and listen to what George says quite
often,” Roy Hay says. “And especially at that press confer-
ence | thought he was incredibly outspoken. It's like a show,
you have to make people laugh. | guess you have to blame
the Beatles, when they started and did those press things.
The music gets two sentences and sexuality gets half-hour
discussions.

*Occasionally we'll sit in a room watching him on television
and wonder, 'Why aren't we all on it?' But we don't really mean
it. People do relate Cuiture Club to George's face. He's a
strange guy. | can't do the things he does, and he can't cothe
things | do either. That's why we're together. He's a great
singer and a great sorgwriter. If he could play an instrument,
| think he wouldn’t have a band. But he always has a lot of
ideas that need sifting through. We get our input. It's like,
‘Things like videos, image, stage, you get on with it. Fll ar-
range the song for you. ! do my bit, you do yours.™

“Last year,” George says, "Roy didn't really consider me a
musician. We used to have a lot of rows about that. And |
started working with {session man and ex-Sailor keyboardist]
Phil Pickett on some songs because Roy was really rude to
me in Japan. He saig, 'You don't even know what key the
songs are in." And | said, ‘Well, fuck you, try writing songs
without me.' And he knows that he can't, and | know that Fcan'’t
survive without each member of Culture Club. | mean, Mikey
may be iazy but he's a orilliant bass player. Roy is a really
good keyboard player and a brilliant guitarist, and Jon's
great. It's just that everybody has learned to trust each other.”

“We try to keep it on a very fair basis,” Moss says, “which
some people think is really stupid, but | think it's really impor-
tant. Band situations are scmething you should jeaously
guard. You have to be very careful. There are always people
who, when you're successful, will try to break it up for selfish
reasons. Luckily since George is surrounded by three strong
leaders he won't get like Adam Ant, who sacked his band.
That was a very stupid thing to do, otherwise Adam would still
be a big star.”

Can George really mean it when he claims he and his band-
mates are everyday people? The same Boy and Co. who put
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Fleet Street into the biggest, most prolonged rock 'n’ roll
paroxysm since Beatlemania? Surprisingly, the four Culture
Clubbers do share a homey ordinariness, though their geo-
graphical, ethnic and financial backgrounds are a mismaich.

“We're all totally different, right down to the color of our
eyes," Jon Moss notes. Moss, though thoroughly amiable and
warm, is anything but a romantic. He was born out of wedlock
and took his surname from his adoptive father, wealthy owner
of several clothes shops. But Jon, iike George, would quit
school early. “| always wanted to be in bards, but wnen | left
school it was so difficult, because it was the era of super-
groups—all these over-thirty, fantastic technical musicians.
And there | was with my Ringo Starr drum kit. I'd go to audi-
tions and hear, ‘Where's the rest of your crum kit?'*

The onset of punk in 1976 saved the aay. *| had the menta!-
ity for punk: aggressive, but quite a bit of expertise as well. So
| was going to make a very good punk rock drummer and a
very mediocre jazz-funk drummer.” Moss went through & roll-
call of elite punk outfits, including the Clash (“They would play
tricks on me"), his own short-lived London, and the Damned.

Some early Adam Ant sessions followed, but Adam's tragic
flaw ("excessive ego. in an oddly introverted way") led Moss
to move on. One day in 1981 he got a call from George, asking
him to audition. George's gender-bashing sweep through
clubland and the media in 1977-80 has been documented
exhaustively. His singing aspirations bubbled up when Mal-
colm MclLaren, in one of his puppetmaster manipulations of
Bow Wow Wow, brought him onstage briefly as Lieutenant
Lush. Mikey Craig was in the audience for that show. Raised
in Hammersmith by Anglo-Jamaican parents, Craig had been
jamming (on a guitar a friend stole and lent to him) with his
brother Greg, who played in Funkapolitan. Mikey was suffi-
ciently impressed by George to approach him as he

e Club (l. to r.): Roy Hay,
2 Boy George, Mikey Craig

deejayed at a nightclub. The
two eventually formed Sex
Gang Children with one Jon
Suede on guitar.

At this stage George called
Moss. It soon became clear
the drummer wasn't in it for
laughs. "Jon brought a strict,
almost businesslike discipline
into the band,” Craig recalls.
Moss hated the name Sex
Gang Children, and insisted
that Suede, with whom George
was quite friendly, had to go.
He got his way on both counts.
(George donated “Sex Gang
Children” to another, still ex-
tant group.) The band began
auditioning guitarists. Roy
Hay, a lanky blond from subur-
ban Rayleigh, was a practiced
player, almost like one of the
late-70s technocrats who had
scared Moss into punk rock.
But he had eclectic tastes and
a grounding in black music.
He also liked the band’'s com-
mitment.

Culture Club rehearsed six
months before playing their
first gig, in October, 1981, at a
teenage club called Croc's in
Rayleigh. Most of the material
that would make up the reg-
gae-tinged Kissing To Be
Clever was in that set. A Virgin
representative was sufficiently impressed at a second Croc's
gigin December to arrange a demo session. The results were
uneven. For their next demo session, for another record com-
pany, they brought in producer Steve Levine, and George de-
cided to shed his Gladys Knight and Smokey Robinson man-
nerisms and “sound like myself.” The changes convinced Vir-
gin, who signed Culture Club and issued two singles, “White
Boy” and “I'm Afraid Of Me," which stiffed. The third was “Do
You Really Want To Hurt Me?” By late November, 1982, Cul-
ture Club had the number one single in England. Epic Rec-
ords, the band's U.S. label, figured the song could do equally
well in the States, with one small change: a plain white sleeve
instead of a photo of the flamboyant Boy.

The group's deout LP sold over one and a half million
copies in the States, propelled by three hit singles: the
number one “Do You Really Want To Hurt Me?,” *I'll Tumble 4
Ya” and "Time (Clock Of The Heart).” The second album, Col-
our By Numbers, spun off three more top ten singles ("Karma
Chameleon,” “Church Of The Poison Mind" and "Miss Me
Blind") on its way to sales of over four million. And George is
still steadily chipping away at Michael Jackson's record for
magazine cover appearances.

RETNA CHRIS WALTER

ny Hay has chosen Gaslight Studios as a meeting place
for his solo interview. Located in a Brixton back alley, the low-
roofed facility is a former lighting company warehouse that
now serves as Culture Club's rehearsal space. A back room
glitters witk the instrumental spoils of stardom. To either side
of Moss’ drums are banks of Yamaha synths hooked up to an
electric piano and a martial-looking Roland guitar synth.

“| like to run around onstage,” Hay says, “so even though !
play keyboards on the albums, (sideman) Phillip Pickett will
play them onstage. We wouldn't just use a guitar synth as an
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effect,” he adds, a bit apologetic to be hooked up to so much
space-age hardware. "We use the technology to enhance the
song, the melody. The melodies we write are so basic we
couldn't really have an avant-garde backing anyway.

“When we write as a group all this technical stuff isn't
around—ijust drums, bass, guitar, a keyboard and George.
Songs like ‘Time' and ‘Church Of The Poison Mind’ were mus-
ical ideas we played to George and he was inspired by them.
With ‘Church,” Jon wanted to do this sort of Tamla thing with
the drums. He did his beat, and | got this organ sound and
started playing around the C and G minor chords; it sounded
quite good. It was almost like ‘The Kids From Fame,’ the way
it happened. George came in and said, ‘I've got this really
weird song called "Church Of The Poison Mind,” and
laughed, and—the rest is history.”

"George is very sensitive about singing words or melodies
that belong to somebody else,” says Mikey Craig. “So he
brings in the melody or the words. He doesn't actually con-
struct the song because he can't really do that, but if we con-
struct something and if he likes it, well, great; if he doesn't,
then we try again. We group around him, and we normally get
a rhythm—Jon and | get that together—for the lyrics and
melody, and then arrange the chords around that rhythm. Roy
may already have an idea, or we may help.

“‘Miss Me Blind’ was written pretty much from the music, al-
though George was there at the initiation of it. We had this
three-chord sequence going, sounded quite nice on the
guitar—minor sevenths and things—and we went from there.
The only time we're together these days is when we write or
when we're onstage. When we record, everybody does their
own bit. Me and Jon work out drum patterns and rhythmic ar-

rangements. Then he programs the drum machines and
plays the drums, and | program the synthesizers and do the
guitars. Mikey will come in during the time I'm in and put some
bass on, then bring George in to sing and do backing vocals,
which George tends to arranging.”

This system ensures that Cuiture Club no longer stops
dead in the studio to fight over arrangements and instrumen-
tation. “There is a real urge for everyone to get their ideas
through,” Hay says. “We don't have fights. But we have a lot
of manic discussions.”

“When the band started,” Moss recalls, “it was quite a bit
like Bow Wow Wow, but better. George just said, ‘What doyou
want to do?' and | said, ‘How about if | just play a drum beat
and you sing over me?’ But it didn’t come together until Roy
came in.' The way we do it now is George will just go, 'La-dee-
da’; Roy will play the notes on piano and pick out the main
chords, and sort of ask me...I tend to arrange more. But what
was invaluable was that Roy’s a good mugician; he really so-
lidified what was just drums and bass, kind of tribal chants,
before that. There was still a lot of percussion, a lot of beat on
the first album. On the second album | really laid off and put
more effort into arranging than playing. Waking Up With The
House On Fire is different again because there's much more
percussion, much more complex rhythm—I| enjoyed that.”

“This album was recorded under a lot less pressure than
the first two,” reflects George. “The first one, you've been to-
gether eight months, everyone wants to inject their personal-
ity—you're learning in public. The second album was still, I'd
take a cassette home every night, listen to it all night. And |
even took it on holiday to Egypt and listened to the tracks we
were making the whole time. This time, | didn't take the cas-
settes away, | didn't stick around and aggravate everybody
till they wanted to burst, because | can be very impatient and
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one-dimensional. I'd be saying, ‘no guitar on this track, no
brass, | hate brass.” This time | just disappeared and let
people do things—let Jon do his drums, because | wanted
this album more beaty. ‘Hello Goodbye' is almost Led Zeppe-
lin, or African rock, a very heavy pop song. And ‘The War
Song' is very up, very poppy, very calypso. Though the actual
subject matter of the song is quite heavy, the way we broach
the subject is quite unusual, which is what we like to do. | think
| would draw a comparison with Stevie Wonder's 'Happy
Birthday,’ which is politically aware but aiso very happy. it's a
clever way of infiltrating people. The song says, ‘Love is noth-
ing to some people,” which | think is the basic problem.
People really do not know how to love each other.

“The War Song' is the ultimate, combining statement of
what the album'’s about. It's very much about success, and
how people treat you before and after success.” The song
“Mistake Number 3,” George adds, is about the kind of fans
who turn cynical when they feel they've outgrown their once-
favorite group: “You should never be ashamed of what you've
been and done. You know, I'm not ashamed of being a fan of
Marc Bolan; | don't have any record in my closet I'm ashamed
of. That kind of cynical attitude is created out of the need to
impress people, to prove you're an adult.

"So mistake number three is to turn cynical. No, | don’t know
what mistakes one and two are. Musically, the song’s very
dreamy, laid back. It's like a lemon meringue—fluffy and slow,
laid back. We wrote it the same day as ‘The War Song."”

For George and Ciub, maybe the biggest question is
whether America will turn cynical and outgrow them, espe-
cially given George's dangerous levels of exposure. Of
course, who would've ever predicted his U.S. megastardom
in the first place? “One thing about America,” George notes,
“is that although it's a land of extremes, it can't really cope

To bring out the best in your acoustic
guitar, string it up with the set from GHS
tailored to your particular playing style:
BRIGHT BRONZE for extra brilliance;

PHOSPHOR BRONZE for rich brightness;

VINTAGE BRONZE for warm vibrance.
For the difference your playing
deserves—GHS Strings.

with extremes. | suppose I'm popular because there really
isn’t that much indulgence or decadence in what | do. | had a
great time down South, and that’s the part of America l'd been
afraid to go to. | think anybody who's gonna be anti-Boy
George is gonna be anti-anything. We're not trying to indoctri-
nate people. I'm not trying to be a pop Billy Graham.

“But | do have certain beliefs. That's what 'Dive In’ is about:
'When you put your pressure down onme, 'cause | don't auite
fit your imagery.’ Basically I'm saying that everybody—crip-
ples, fat people, black people, people with big noses and
glasses——every kind of person wants love. They want some-
body to love, you know...'Eyes like a deep blue sea,’ is how |
put it in the song, ‘to dive in.’

“The most important thing is to work on your personality, be-
cause we're all gonna get ugly. | definitely want to encourage
young people to get off their asses and do something. | geta
lot of people writing to me, a real creative influx, and it's amaz-
ing how much talent out there never gets fulfilled, never
reaches its full potential. A lot of people don't do things be-
cause they're afraid they'll fail. Not everyone can be a pop
star. But there are certain opportunities that are open to
people, and if you have that opportunity and know you have
the ability and let it slip by, then it's your tough luck.”

That's the down-sized, brotherly George talking. As some-
one who took the stigma of his own strangeness and made it
into opportunity, he's entitled to preach. What George clearly
has trouble doing, and he frets about it out loud on Waking
Up, is reconciling almost monstrous fame with his key, origi-
nal strength—self awareness—and with his most successful
modus operandi—shock value. You can see these forces
pulling him back and forth on the video for “The War Song,"”
as George's overly coy grin seems to subvert the song's gran-

continued on page 98

“ ; PROFESSIONAL ACOUSTIC OUITAR STRINGS

U SiTings *

Siring Specialists

{

Manufactured by G.H.S. Corp.
2813 Wilber Avenue
Battle Creek, M1 49015

Ensoniq™ Corp.
263 Great Valley Parkway
Malvern, Pennsylvania 19355



RMED ONLY WITH HIS GUITAR

AND SECRET WEAPON, THE
DF -2 FOOT PEDAL, VAL HALLAH
LOCKS IN MORTAL. COMBAT TO
TAME THE DREAD...

4 up from the
ote you're feeding back.
Put your power into your play-
ing! You've got the feedback
monster underfoot (and under
control} with the DF-2 Distor-
tion Feedbacker from BOSS.
For a full color18” X 24"
Feedback Monster
poster send $5.00 to
BOSS Feedback Monster
c/0 RolandComp US,
7200 Dominion Circle,
Los Angeles, CA 90040.




B e ————————————————————————————

O S ey e T

In the bad old days, guitars ruled and

keyboards were their docile servants. But
with more and more available firepower, the
keyboardist came out of the shadows. In the
last five years, synthesizers have completely
reinterpreted pop and jazz, radically altered
our tastes and work habits, even changed our
concept of what constitutes a band. This

month, a tribute to the now-mighty keyboard.

Herbie Hancock ...... 56

A view of the heavy and the light, courtesy of Mr.
Versatility himself. By Bill Flanagan

Heavenl7 ........... 63
Three Founding fathers of British synthpop look
ba¢k on their legacy. By David Hill

Great Leap Forward . ..

A multi-faceted look at new keyboard trends,
mcluding modularity, sampling, more powerful
sequencers and MIDI. By Alan diPerna,
Freff, Daniel Sofer and John Amaral

Chuck Leavell ........ 72

From fusion to boogie, from the Allmans to the
Stones, a team player. By Anthony DeCurtis

BernieWorrell ....... 76
A classic P-Funkateer gets down, into Mozart
and Talking Heads. By Scott Isler




World Radio History




A Man For
All Seasons,
Be They
Heavy or
Lighthearted,
Hip Jazz
or Hip-Hop,
Natural
or Digital.

by Bill Flanagan

erbie Hancock is the most controver-

sial figure in contemporary progres-

sive music. Even that is a controver-

sial assertion. Everything about the
forty-four-year-old keyboard player excites ar-
gument. Is he a brilliant innovator, bursting
boundaries and pumping naw life into tired jazz
forms by prolific cross-breedirig? Or is he a sell-
out, acommercial claim-jumper ready to hitch a
ride on any hot craze, diluting and vulgarizing
real jazz? Only history will ultimately decide if
Herbie Hancock is a musical force for good or
ill, but no one would disagree that for two dec-
ades in the spotlight he's been one hell of a
force.

Born in Chicago on March 12, 1940, young
Herbert Jeffrey Hancock quickly took to the
piano, performing Mozart with the Chicago Sym-
phony when he was all of eleven, and attend-
ing Roosevelt University. By the time he hit New
York in his early twenties, he was fluent in the
accompaniment styles of the two reigning
keyboard giants, Miles Davis’ Bill Evans and
John Coltrane’s McCoy Tyner, aiced by his par-
ticularly strong left hand. Hancock quickly
made his presence known by penning a big hit
for Mongo Santamaria, “Watermelon Man.”

By mid-1963, his reputation earned him a call
from Miles himself to come over and play. Miles
was then using tenorist George Coleman, was
settling in on a new bassist, Ron Carter, and

. | was raving about the young drummer he had

photo:Debaorah Feingold

just discovered: Tony Williams. Following a day
of exploration with the new ensemble, Hancock
was asked to return. “After we rehearsed the
second day,” Herbie told downbeat two years
later, “Miles told us we were going to do a rec-
ord in two days. | was wondering what was
going on—he hadn't even told me whether |
was inthe group or not. But i didn’t say anything
and we dia the recorc, Seven Steps. Then we
did another rehearsal. and he mentioned a job
at Bowdoin College. | said, ‘Wait a minute,
Miles! You haven't told me if I'm in the group or
what," and he said, 'You made the record, didn’t
you?' | said, ‘Yeah, okay.’ He had me jumping
through the hoops.” Fancock would jump
through the hoops as Davis’ only pianist for five
incendiary years.

Miles at that time was a champion in exile, as
freeblow g ants like Trane, Ornette, Eric Dolphy
anc Albert Ayler were rearranging the known
universe. Miles frequently savaged free jazz in
his interviews (insulting Dolphy only weeks te-
fore his death), but was as yet unable to articu-
late his own statement for the 60s. It was no
coincidence that his 1963 band consisted of
musicians who had grown up listening to him, if
anyone could help Miles exponentially extrapo-
late on Miles, these were the players. The littie-
known and occasionally maligned vet George
Coleman actually served as the catalyst. At the
early dates of the new Quintet, Hancock and
Williams would adopt a 50s-ish accompani-




-

ment style for Miles' solos, but on Coleman’s solos, Hancock
and Williams would kick up the feel, dancing ahead and
around the pulses, reacting immediately to any nuances by
the soloist. Hancack recalls, “I remember we were at some
club in Detroit, and playing all kinds of crazy things benind
George, while behind Miles we played really straight. And
Miles said afterward, 'Why don’t you play like that behind me.’
That's when Tony and | begar playing our littte musical
games behind Miles. After only four days, it turned around
and he was leading it. And Miles began playing different after
that. It was the most uncannily rapid adaptation | could ever
mmagine.”

The hitherto almost nanexistent dialogue between jazz solo-
ist and rhythm section became one of the Quintet's most strik-

ROBERT TEESE

Herbie-Funk: “I realized I could never be a genius.”

ng innovations, with the Hancock-Williams-Carter axis al-
ways probing, reacting, providing spatial changes, flights of
tension and release. Another Quintet innovation begar to
develop in mid-1964, asWayne Shorter was finally lured away
from an irate Art Blakey (and Miles ungraciously sacked the
redoubtable Sam Rivers, Coleman’s replacement). Shorter’s
terse, primal tenor style and futurethink imagination triggered
a further development of the bard's playing, the use of shart
melody fragments in both heads and solos, themes ard
phrases that would be echoed and reinterpreted by each in-
strument. By January of 1965, at the three-day sessions for
E.S.P., this new approach had taken hold. Herbie later totd
downbeat, "By the time we got to E.S.P., Miles said, 'l don't
want to play chords anymore.’ | guess what he wanted was to
go to the core of the music. A compositian is an example of a

conception, so Miles, rather than play the composition, wants .

to play the conception the composition came from. That's why
you hear melody fragments and you kind of hear the momen-
tum and the sound of the tune somehow, but maybe the
chords aren't there.”

This relaxing of the chordal accompaniment (Wayne Shor-
ter recalls an incident in which Herbie once said, "l don't know
what to play anymore!™ and Miles replied, “Don't play noth-
ing!") went hand in hand with a departure from the harmoni-
cally-based soloing of bop, in which improvised melodies
closely follow the chord changes. The Quintet soloed out of

only a mode and pure pulse, free to paint with bold, random
strokes. “Time—no changes,” the musicians called it. As
Hancock put it, “The harmonies are freer, not so easily identifi-
able. I'm more concerned with sounds, with color and body,
than with definite chordal patterns.” Herbie pursued
keyboard modality on his own dates as well as Miles’, pen-
ning classic jazz compositions like “Maiden Voyage,” “Dol-
phin Dance” and “Canteloupe Island.” Hancock also did five
albums with Wes Montgomery and was a CTl mainstay ses-
sioneer—he even did TV commercials.

For three more torrid years, through Miles' hip operations
and the collapse of free jazz after Coltrane's death in 1967,
the Miles Davis Quintet burned, producing a seminal series
of LPs: Miles Smiles, Sorcerer, Nefertiti and Miles In The Sky.
Hancock compositions like “Eighty-One,” “The Sorcerer,”
“Madness” and "Riot" became integral Miles vehicles. It was
not until Filles De Kilimanjaro that Herbie succeeded in talking
Miles into using Fender Rhodes on the record—many purists
still feel this is the moment Miles sold his soul to rock 'n’ roll.
By mid-1968, with the release of his LP Speak Like A Child,
Hancock was ready to spread his own wings as a leader, al-
though he continued to play on Miles' records through 1972,
often as part of two- and three-man keyboard sections with
Chick Corea, Joe Zawinul or Keith Jarrett. Hancock's growing
fascination with electronics spurred his Mwandishi (Swahili
for “composer”) album and band, with electric bass and *
guitar now a part of his sound and a wider audience part of
his goal.

In late 1972 Hancock moved to Los Angeles, there to soak
up the city's heavy R&B undertones and to pursue a different
destiny. “I realized | could never be a genius in the class of
Miles, Parker or Coltrane,” he said in 1973, “so | might just as
well forget about becoming a legend and just be satisfied to
create some music to make people happy. | no longer wanted
to write the Great American Masterpiece.” More people were
made happy by Hancock's next album than any other LP in
jazz history: Headhunters featured a radically funky bass-
drum axis and a thoroughly modern remake of “Watermelon
Man.” “Chameleon” became a smash hit, and Hancock be-
came, gasp, a pop star.

Unable to maintain the Headhunters' funk freshness
beyond one LP, Hancock began experimenting with all man-
ner of pop forms. He tried disco; he tried rock; Lord, he even
tried singing! He did TV (Fat Albert). He did a film score
(Death Wish). In a retrospective awareness of how important
the Quintet had been, he occasionally called welcome reun-
ions (minus Miles), calling it V.S.0.P. As part of the Columbia
Records informal brain trust, he produced phenom Wynton
Marsalis’ first LP, convincing the label to abandon its plans for
a fusion treatment.

By 1983, seemingly on the downside of a fabulously suc-
cessful career, he heard a Malcolm McLaren scratch track,
“Buffalo Gals," and found his curiosity about scratch mirrored
in demos Material's Bill Laswell and Michael Beinhorn had
come up with for a new Herbie album, Future Shock. The re-
sulting “Rockit,” with its unanticipated MTV success, sent the
album's sales past the million and a half mark, and Hancock
had once again confounded the purists with inventive musi-
cal hybrids. The follow-up album, Sound-System, has yet to
duplicate its predecessor's sales abilities, but is still launch-
ing break-dance nuggets like “Metal Beat.” His performance
on last spring's Grammy awards show again opened a lot of
industry eyes to Herbie Hancock's potential as a media star.
Hancock, a Nichiren Shoshu Buddhist who radiates bigger-
than-life enthusiasm just walking into a room, is delighted to
take his record company's advice about dressing sharp and
projecting an 80s image. He's just completed another film
score (for A Soldier's Story) and may try another TV project.
And why not? Herbie Hancock's experience proves that rules
are meant to be broken.
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MUSICIAN: What do you remember most about the Miles
Davis Quintet?

HANCOCK: My years with Miles were my formative time.
That's when | developed a recognizable style. Miles taught
me about teamwork, to trust other players, how to be aware of
what the other players were creating and use it as food for my
own ideas. Miles' genius was finding the notes that would pull
it all together. He was the glue. And we were a ball of fire.

It was a hell of a challenge playing with that group. | felt like
| was playing catch-up a lot. | felt | was at the bottom of the
totem pole. But | guess everybody did at times. | was envious
of Tony, but Tony admired my ability to read and write music.
At the time Tony didn't read. He does now. We all had a lot of
respect for each other. It was great for Ron Carter to play with
Tony Williams, because no one else could respond to Ron's
playing like Tony could. His talent allowed you to play better.
MUSICIAN: Do you ever miss the highs of playing in that
group? Do you think you could ever have a musical experi-
ence like that again?

HANCOCK: | didn't mean to give you the impression that that
was my greatest musical experience. You never again getthe

terminology to describe an idiom in music. Which didn't make
alot of sense to me. How can an idiom be at fault? If musicians
aren't smart enough or hip enough to figure out how to utilize
itin more varied ways, it's not the fault of the idiom. Personally,
 liked the idiom and | liked a lot of examples of disco music. |
was thinking, "What's happening musically? What are people
responding to? Why is it so attractive?” | learned a lot from
getting into it.

My experience with that was interesting. In order to pro-
mote the Feets Don't Fail Me Now album | got a chance to go
to discos, meet the DJs, and all of that. When | walked inthose
places they treated me like | was the savior or something.
Disco people, DJs and people who only went to dance clubs,
were so grateful that | would step down to do their kind of
music! | was there to /earn and they were saying, “Whata nice
guy he is to do our kind of music!” It was very bizarre.

I guess they felt that for me to do disco was to give cre-
dence to that direction. 'Cause | had a reputation they didn't
have. | don'tthink that | had that much power, but maybe there
was some truth to it. Maybe my doing a disco album made
some people take a second look atiit.

“Miles was the glue. And we were a ball of fire.”

same feeling you got from your first love, but your first love’s
not always the one you marry. I've had experiences with the
Sextet, with Buster Williams and Eddie Henderson in the early
70s, which were more intense than playing with Miles. One of
the differences between the music I'm doing now—the pop
things—and most of the old jazz things is the lightness of the
new stuff. Miles’ band was heavy stuff! Now | get a chance to
play something that's light and happy and joyful. it's a great
pleasure for me.

Playing with Miles was the greatest for what it was—60s
jazz. | didn't understand that music at the time. It was still de-
veloping then. Now it's the fabric of jazz.

MUSICIAN: Headhunters was enormously important. Com-
ing when it did and with the impact it had, it pushed the whole
fusion movement toward funk.

HANCOCK: It was also the first jazz-based record to go gold
and top ten. It went gold before Bitches Brew. | think the
biggest selling jazz album till then was Take Five. If you con-
sider Headhunters a jazz album, it was the biggest jazz album
ever. Till George Benson did his hit records. They sold a
whole lot more than mine. But George’s records had vocals.
Except for that, Future Shock would be the biggest. But you
really can't call Future Shock jazz.

The only thing | was aware of in the early 70s was that it
seemed everybody else in jazz borrowed the backbeat and
maybe a few other elements, like electric guitar, from pop
music, rock 'n' roll, but still maintained a great amount of
avant-garde—or post-bebop or whatever the hell you want to
call it—elements. That's what Miles did. He still had weird
chords and strange melodies. And Chick did itin his own way.
But the connection was mostly toward rock. And | was more
interested in R&B. When | did Headhunters | was trying to
make a funk album, not a jazz album. Not anything having to
do with jazz. But as it developed it became what it was. So | let
it be what it was. | didn’t make a real funk albumtill Feets Don't
Fail Me Now. That was the first one that | could say was nota
jazz album in any way, shape or form.

MUSICIAN: Well, Feets was disco, which became a real
dead end.

HANCOCK: From a listeners’ standpoint, maybe so. But the
purpose of disco was not to be listening music. It was sup-
posed to be participatory music, for dancing and good feel-
ings. It was very healthy. Then it got a little boring, ‘cause
everybody jumped on it and made it all sound the same.
When | did my album (Feets) a bt of people were saying,
“What do you think of this disco thing?" and using negative

So up to that point, '78, '79, | was still doing musically in-
teresting records. | think Sunlight, one of the vocal records, is
one of the best records I've done. But then | did Monster
which had some good things on it, but | was trying to get into
rock and | really didn’'t know anything about it. | trusted other
people’s judgment when | shouldn't have. They were living in
the past. The rock things didn't turn out very good. But two
tunes | did like were “Saturday Night,” with Santana, and
“Stars In Your Eyes." | liked those two, and | liked the lyrics my
sister wrote for “Making Love.”

But | didn't like the next album (Magic Windows) at all. By
the time | did Lite Me Up! with Quincy Jones, it was just too
late. But then | did Future Shock.

MUSICIAN: You told me a while back that when Headhunters
was released, in 1974, it was promoted equally to both black
and white radio stations. But by the time of Future Shock the
white promo staff couldn'’t touch it till the black promo staff
had broken it.

HANCOCK: At a certain point | began to notice that my songs
weren't being taken across a broad demographic anymore.
In the past, all the business people at the record companies
were white. They didn't have any black people. So the black
people said, wait a minute. At /east you can give us a job
going to the black areas. In a ghetto they'd much rather see a
black person representing Columbia Records than a white
person in a suit and tie.

What | think happened was, the record companies started
hiring more blacks to handle black music. And the white guys
handled pop. It wound up forming two groups who were in
competition with each other. The black guys were all gung-ho
about their department, and they went out and really killed.
They really did a great job. The sales of records by black art-
ists increased.

Even when things were at their worst for the record com-
panies, the black department could always be depended on.
When the pop department couldn’t sell anything, the black
music department could somehow sell records all the time.
As a result, nobody upstairs wanted to mess with them. They

continued on page 90
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| By Dave Hill

HEAVEN [7: DEFINITIVE SYNTHPOP

A British Groove

Thang Even Tina
Turner Could Love

Il Americans have heard of
AMcDonaIds. Yes, well so have
most of us British. Golden Arch
imperialism has bitten deep into the
consciousness of even this doggedly
insular nation. However, just as our
ghastly current crop of ascendant politi-
cians urge us to cling to illusions of
Britannia's former giories, the U.K.’s
very own "Home of the Hamburger”
tries to convince us that it still belongs
at the top of the tree. High on grime and
short on custom it may be, but the
Wimpy Bar remains. It is in such an es-
tablishment that your correspondent
encounters Martyn Ware, one third of
Heaven 17, a group of people who, os-
tensibly at leasf, stand for a healthier
kind of new Brit realism than either Mar-
garet Thatcher or our wholesale capitu-
lation to a clown called Ronald.
Appearances, though, can deceive;
whichever end you're looking from.
Ware, a matter-of-fact gent with little
time for messing about, has rather long,
lank hair, wears a promotional T-shirt
and a manual workers’ donkey jacket of
no quality or distinction whatsoever.
Several inches of stomach burst from
the top of his dog-tooth checkered
trousers which, to my mounting as-

| tonishment, are actually flared. After all,

Heaven 17’s professional profile has al-
ways been so chic, so sleek, so
drenched in razor-creased Euro-
sophistication.

Ware responds to the decor by order-
ing fish and chips and insisting he is not
an "interesting” personality. "Why aren’t
I interviewing you?" he suggests.
“You're probably just as interesting as |
am. We're just a rarity to be honest
about it. Could you pass the salt?”

Well, Heaven 17 are interesting, al-
though their native land—especially its
rock critics—seems to have decided
that Ware, lan Craig Marsh and Glenn
Gregory are not nearly as interesting as
they were. The reviews of the trio’s third
and latest LP, How Men Are, have been
almost uniformly disparaging. “The
album has been grossly attacked,” says
Ware offhandedly; “however, we've

A

Martyr Ware, Glenn Gregory and lan Craig Marsh shopping for chic penthoises.

done lots of interviews abroad and I've
simply concluded that a| my worst sus-
picions about tha W.K. rock press have
been well-foundad. They work on a tiny
1sland and they know they can affect the
careers of artists by what they write. It
goes totheir heads.”

The attacks of England's “hacks” and
Ware's dismissals of them both carry a
degree of iustice. The dawning of
Heaven 17 in 1981 was greeted with
near ecstatic zxpectations that no one
could ever live up to: great, sprawling
semiological essays spewed from the
over-wrought and under-used minds of
our more acacemic pop thinkers.
Launching themselves as an umbrella
production operation, the British Elec-
tric Foundation, (of which Heaven 17
was but one project), they introduced
LinnDrum pop-funk ta the top forty and

the Sunday Times

"We've always been a stud.o group,”
states Ware as he sips his tea. “We've
never had a drummer. We're a two-
piece synth outfit with a singer if we're
anything, and although we did a
hundred and thirty dates, we've never
really performed /ive. We used backing |
tapes the whole time.” Ware takes a cer-
tain delight at the despairing effcrts of
their label, Virgin, to get them an the
road. “l know it's still a prevalent attitude
that to capitalize on your initial success
in America you've got to slog around the
country, but we're not that bothered.”
Scandal!

“We are not in the time of the 60s rock
group anymore,” Ware insists. “Things
have gotto change and they are chang-
ing. They've changed despite the pro-

tests of the traditionalists.”
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The problem with the traditionalists?

“No problem. If you like that sort of
stuff, then great. Its strengths were that
it offered greater interpretive pos-
sibilities. Its weakness was the inability
of people to create anything new out of
it. Who wants to listen to ten or fifteen
minute guitar solos? Unless it's Jimi
Hendrix or someone, it's boring. Frankly
tedious. Who needs it?"

The choice of the synth was an act of
taking advantage of new possibilities: a
practical decision, even more than an
artistic one. “We couldn't play the tradi-

Martyn Ware in a rare live appearance.

tional instruments, basically,” Ware
bluntly explains; “we were more in-
terested in composition and arrange-
ment than in taking ten years learning
how to play. The very process of learn-
ing can often point you in a particular di-
rection and steer you away from original
musical thought. Previous to the flood of
low-priced synthesizers, your only two
chances of getting into a good group
were, ane, being a great musician or at
ieast a very competent one; or two, you
had to be a damn good singer. Now
thase two preconditions have been
stripped away. Personally | think that's
healthy. Synthesizers always sounded
good no matter how badly you played
them. We just wanted a shortcut.”
Heaven 17's urge to emulate certain
aspects of soul hark back to their days
in the Human League, then a gaggle of
neurotic, semi-intellectual synth en-
thusiasts who, after Marsh and Ware's
defection, moved on to devise ironic,
Vogue-type video-pop romances. “In
the two years previous to the split,”
Ware notes, “we went through a period
where we had a lot of parties. It

coalesced in our minds that the sort of
music we played at-our parties should
logically be the sort we were performing
as well.”

Enter, from Edinburgh, one Bob Last,
biled on Penthouse's credits as
“Executive Manipulator,” and, initially,
the founder of radical independent
label Fast. In punk’s diverse, exciting,
immediate aftermath, Fast turned out a
string of revolutionary records by such
as the Gang Of Four (discordant Marxist
funk), the Mekons (discordant Marxist
white noise—oddly brilliant) and the
Human League. As well as an ear for
non-conformist pop talent, Bob Last
also had a desire to meaningfully dis-
rupt and/or ridicule standard corporate
packaging practices. Glenn Gregory,
whose vocal style resembled the
League’s Phil Oakey, was recruited to
sing, their name was lifted from Anthony
Burgess' A Clockwork Orange, Last
tagged along as manager, and the con-
tract with the major, Virgin, gave all con-
cerned the chance to take their ideas
overground.

Heaven 17 offered somethlng differ-
ent on a purely musical level to the rest
of England's synth-pop pretenders.
Sidestepping the jangling jingles of
their peers, they aligned themselves
with the burgeoning revival of black
American music, creating a groove
which was genuinely of the dancefloor,
but decidedly Anglo-Saxon, over-
whelmingly sificon, that came on like a
soundtrack for the promised new lei-
sure era—or at least its more hopeful
possibilities. Heaven 17 urged an end to
the grisly battles of yore. “We Don't
Need This Fascist Groove Thang,” they
declared impatiently, revelling in their
inspiration and taking agit-pop out of
bohemia and into the high street and
pop glossies. Heaven 17's apparently
contradictory profile matched support
for the far Left of the British Labour Party
with their own cute entrepreneurial in-
stincts which were both stylistic and
real;, a kind of credit card leisure
socialist manifesto. It seemed so much
more than poor oid rock 'n’ roll, so much
more than just music.

“Well, you can scrub all that stuff for a
start,” deadpans Ware, who now ap-
pears to be paying for “all that stuff,”
whether his group was trying to sell it or
not. “Itis true that we are not, and never
have been, a group in the traditional
sense of the word. We are, as originally
envisaged, a production company. We
want to produce records which are
really good. That's all.”

The next major B.E.F. venture was a
compilation album called Music Of
Quality And Distinction: Volume I. A
variety of singers were approached to
cover songs chosen and arranged by
Ware and Craig-Marsh. The Associates’

swooping white soulboy Billy MacKen-
zie delivered distinctive renditions of
Bowie's “The Secret Life Of Arabia” and
Roy Orbison’s “Iit's Over.” Glenn Greg-
ory weighed in with “Wichita Lineman”
and Lou Reed’s “Perfect Day.” Gossip
columnist Paula Yates fiuttered through
“These Boots Are Made For Walking.”
Gary Glitter leapt out of retirement to re-
vamp Presley's “Suspicious Minds.”
And of course, there was Tina Turner,
who set the Temptations' “Ball Of Con-
fusion” ablaze.

“For us,” Ware insists, “it wasn't
some post-graduate thesis but just a
crash course in production. When
you've dealt with someone as profes-
sional as Tina Turner and a whole bunch
of others in a period of three months,
you aren’t afraid of anyone!”

The Turner connection has since
served both parties well. After Ware and
Craig-Marsh instigated the liaison, “it
was only her persistence that got us
back together. She kept ringing up and
saying ‘Can't you write us some songs,’
and we were so busy with Heaven 17. In
the end we said, ‘Look, we haven't got
time to write anything, but we'll do a
couple more covers.” We went through
various songs. She seemed more in-
terested in rock material. More Rod
Stewart than Marvin Gaye if you see
what | mean. | remember sitting with her
in a hotel room saying, ‘Look, there's no
point in phoning us unless you want to
do a soul number because that's our
fascination. We know it's strange be-
cause you've already done it all, but it's
also the right time commercially.”

Their assessment was correct. The
music of black America had traversed
the Atlantic in quantity and quality to a
wholehearted welcome on London’s
more fashionable dancefloors. B.E.F.
persuaded Ms. T. to record the Al Green
classic “Let's Stay Together.” The rec-
ord became a huge U.K. pop hit last fall,
and Turner’s career underwent a re-
naissance, helping her to sell out a
string of London shows. Reappearing
on Turner’s latest, highly successful Pri-
vate Dancer album, it is joined by the
other product of the second B.E.F. cou-

continued on page 86

British Electro-Funk

Before they got Fairlit, Heaven 17 were
heavy Roland addicts, using a Jupiter 4
and 8, the modular System 1()OM setup,
the MC-4 microComposer and a TB-303
Bass Line synth. Since the advent of the
Fairlight MCI, they still use the System

100M and the Jupiter 8, but much of the
other gear is lying fallow. There is also a
Yamaha Grand Piano in B.E.F.'s studios,
as well as a Quantec Room Simulator and
AMS digital delay and plate reverb units
Despite their other techno-changes,
Heaven 17 is still militantly loyal to their
LinnDrum
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YO® ONLY HAVE
TO GET IT RIGH
ONCE!

*dbx is a rademark of dbx. Inc.,
Nowtars, MA.

Tooyrigh' 1982. TESC Corporstion ot
America, 7733 Telegmeph Rd.,
Momvebelle, CA H0620

TASCAM

World RFR A Production Products

That's what multitrack is all abeut And with
the PORTASTUDIO' vou get it zll, basic track.
overdub, remix, in one portable package. A
classic the dav it was introduzed. With the
improved Model 244, it gets a lL.ttle easier to
get it, because you get more of the tools you
need for 4 Track preduction. 4 Track simulta-
neous record to get it all at omce. Two sectiorn
sweep E.Q. to get it right after vou’ve got it
down, Stereo effects send and receive and a
patch point on each input for YOUR effects
so you can get in ar.d out. A direct output
from each track so you can cooy or transfar
to 8, 16 or 24 track and go on. A remote
punch-in/out foot switch so ¥ou can get in
tight. Two headphone jacks, sa two can get
to work without loudspeakers, and now—
Full time dbx* noise reduction! We make -he
broadest line in the industry. TASCAM
means business, multitrack, multi-image anc
much more. Talk to your dealer to find ou
how much more, and — GO CET IT!




REAT LEAP FORWARD

Recent Breakthroughs
in Keyboard Technology

Keyboards and
Synths Go Their
Separate Ways

By Alan diPerna

ith each passing year, the
Wamount of circuitry that can be

squeezed onto a microchip in-
creases dramatically. The synthesizer
that once fit into a combo organ-sized
chassis can now be made the size of a
digital reverb unit and mounted on a 19-
inch rack. Octave Plateau was the first
company to go the rack-mount route
with the Voyetra 8, introduced in 1981.
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But while the Voyetra keyboard could
control one module via an XLR corinec-
tor, the new MIDI setups allow numer-
ous synthesizer modules to be pi'oted
by a single keyboard.

Add it up for yourself: a single DIN
cable can carry sixteen discrete chan-
nels of MIDI information, each of which
can control its own module. Manu‘ac-
turers, moreover, are constantly per-
fecting new ways of further splitting and
subdividing the sixteen MIDI channels.
MIDI remote controllers add the visual
attraction of a simple, elegant single-
keyboard setup to MIDI's much-
heralded ability to layer and combine
the sounds of multiple synthesizers.

This brings us to the crop of keyboard
controllers now beginning to appear on
the market. As the keyboardist's sole
axe, and one he'll be able to hang on to
for quite some time (he can upgrade
modules without having to get a new
keyboard), a MIDI keyboard controller
should arguably have the sort of re-
sponsiveness and grace that guitarists
or violinists typically demand of their in-

'Modern MIDI Modularity

struments. Opinions differ, naturally, on
just what that ultimate keyboard playing
experience islike. Thisis reflected inthe
different controllers now surfacing.

For some, the ideal keyboard is still
the good old pianoforte. This feeling has
led some players to have their grand
pianos and electric grands custom fit-
ted with MIDI output facilities. It has also
given rise to controller units like the Ro-
land MKB-100 “Mother Keyboard,”
which has a full eighty-eight, weighted,
wooden keys designed to simulate
grand piano action as closely as possi-
ble. Velocity sensitivity is an important
feature on these keyboards. It can be
transmitted as MIDI data from the
keyboard to synthesizers equipped to
receive it, and can control parameters
such as filter frequency cutoff and LFO
attack as well as note volume.

But not every keyboard player is look-
ing for piano-like characteristics in a
synthesizer controller. Many musicians
who grew up on synths or electronic
organs find weighted, “pianistic” key-
boards a bit too sluggish for playing
rapid passages. Also, many players
who tote their own equipment can do
without the extra weight and bulk of
simulated piano controllers. Aimed at
these synthesists are units like
Oberheim'’s soon-to-be-marketed XK, a
five-octave MIDI controller with a built-in
arpeggiator, and Roland's six-octave
MKB-300. Both offer lighter, plastic keys
without sacrificing velocity
sensitivity.

For yet another breed of synthesist,
the best keyboard for a performance
situation is the one that most resembles
a guitar. Around-the-neck keyboard
controllers offer the sort of mobility
these players desire. Among the op-

tions in this category are the Korg RK-
100 and Yamaha KX1, both four-octave

keyboards, and the three-octave
Yamaha KX5.
No matter what basic design

philosophy is behind them, most MIDI
keyboard controllers are equipped with
an assignable split point, allowing the
musician to use each of his hands to
play a different patch. In addition, there
are the usual performance controls in
the form of pitch and moduiation
wheels, benders, levers, joysticks or
ribbon controllers. Another key feature
is the ability to dial up different patch
pre-sets from the remote keyboard. An

Roland MKS=30 synth module

important point here is that the control-
ler you are using should have as many
patch pre-sets as your synthesizer
module(s). If your synthesizer has a
100-patch memory, but your controller
can only call up thirty-two different
patches, you're only going to have re-
mote control of 32% of your synth’s total
memory capacity.

Going modular need not involve giv-
ing up any of your favorite orin-demand
synth sounds either. Many manufactur-
ers are coming out with modular ver-
sions of their most popular designs. Ro-
land, for example, has developed the
Super Jupiter module and
a rackmountable
programmer

Leader
of the pack:
Voyetra 8 keyboard

to go with it. A company spokesman de-
scribed the Super Jupiter as an im-
proved, next generation version of the
Roland Jupiter 8. The company has also
come up with a six-voice polyphonic
module, the MKS-30, and a piano
sound module, the MKS-10. Korg has
built many features of their Poly 800 into
the Korg EX-800 rack-mount module,

continued on page 88
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More Choices,
Fewer Problems,
Lots More Action

By Freft

bad, as mantras go; | suggest you

commit it to memory. Because in
this new age of RAM, ROM, PROMS and
EPROMS, of MIDI and microproces-
sors, having a good grasp on the basic
concept of what makes the Os and 1sgo
round is going to help you get a handle
on the newest and most powerful musi-
cal tools of our time.

Which brings us to Sampling, Stage
Two. Quick recap, for those stranded in
Antarctica the last five years: in 1979
Kim Ryrie and the folks at Fairlight came
out with the =airlight CMI, the first com-
mercially available instrument that
made major use of “sampling.” Sam-
pling wasn't, strictly speaking, synthe-
sis (even though everybody called the
CMI a digital synthesizer). Instead, it
was the process of making a short digi-
tal recording, only a few seconds long
(Sound is Data), and then spitting that
recording back out at the press of akey
(Data is Sound). This was sonic magic.
But the CMI was expensive, and in
those less enlightened days the com-
puter angle scared alot of people. Sam-
pling didn't really take off until (1) E-mu
Systems broke the price and ease-of-
use barriers with the Emulator, and (2)
Roger Linn had the bright idea of com-
b ning sampled drum sounds with pro-
grammability in the LinnDrum. You, me,
and the industry haven't been quite the
same since.

Right. End of quick recap. On to new
territory. There is a standard catch-
phrase in the computer field that goes
“anything you can actually buy is either
experimental or obsole:e.” That's a | ttie
extreme, but only a little. Because of the
speed of technological change, all the
drum machines and the sampling or
sample-playing keyboards for sale
have been out of date for a while now.
Behind the times. Obsolete. New and
better ways of doing the trick have been
devised, but for various reasons—
hardware cesign, software develop-
ment, marketing plans, money—they
haven't been available to the general
public.

Until now. The second wave is rolling

Sound is Data. Data is Sound. Not

in at last, offering the same things that
second waves in technology always do
mcre choice, more quality, more bang
for the bucks, and lots more stuff to
learn before you buy. Let's look closer.
There are at least eight sampling-
vased keyboards actually on the mar-
ket now. That's more than double what
there was the last time we covered the
subject; a healthy sign. New kids on the
block are the Emulator I, the Kurzweil
250 (finally), Ensonig’s Mirage, and two
different keyboard/peripheral card
combinations for the Apple lle. Still

Super sampler: the
long-awaited Kurzweil 250

there, in either revised or imminently-re-
vised forms, are the Fairlight CMI, the
Synclavier and 360 Systems' Digital
Keyboard (360 also promises a new
competitively priced sampling key-
board soon.)

In the second generation, some prog-
ress is finally being made on the the Big
Problems that always pragued sam-
pling: narrow frequency response in re-
cording and playback, digital noise,
ack of memory and insufficient (or
nonexistent) editing facilities.

The basic law of sampling is that the

Casebook Crossbreed

A KX5 Gets Xpanded

he combination of the Ober-
I heim Xpander synthesizer and
the Yamaha KX5 Remote MIDI key-
board is a particularly potent example of
the power of MIDI control and the flexibility
of modular electronic musical instruments.
The KX5 keyboard, in addition to playing
notes, has many MID! controllers that can
be used simultaneously: key velocity, after-
touch pressure, pitch bend ribbon, mod-
uiation wheel, as well as a volume wheel,
portamento knob and switch, a sustain but-
ton, and even a breath contraller input.
Using the KX5 with a DX7 is very straightfor-
ward: all of the keyboard controls work
exactly as labeled. One would expect this
kind of flexibility and compatibility between
two products of the same manufacturer.
What is exciting is how well the KX5
works with products from other manufac-
turers; in conjunction with the Oberheim
Xpander, a synthesizer without any
keyboard at all, the Yamaha KX5 becomes
even more flexible. The Xpander can re-
ceive any of the MIDI controilers that the
KX5 puts out (including program
changes), but can use them differently

Oberheim
Xpander

-
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Yamaha KX5

than a DX7. For example, the KX5's por-
@amento knob is transmitted via MIDI Con-
troller 5. This controller signal can be used
io control aimost any function on the Xpan-
der: filter frequency, FM amplitude, and, cf
course, portamento. The velocity signal
can be routed not only to the output volume
and filter frequency, but also to the timings
of the envelopes. This way, playing the
keyboard harder not only makes the sound
louder and brighter but snappier, too. At
the same time, the pressure, for example,
can be used to control filter resonance. In
other words, the controliers on the KX5 can
oe used for any function of the Xpander, nct
only for what they were originally intended.

Besides velocity and release velocty,
the Xpander has five MIDI modulation con-
irol sources that can be set to read any
MIDI controller. The two velocity controls
and these five MIDI modulation sources
can be utilized to controi aimost any furc-
iion of the synthesizer. - Daniel Sofer

5 — - ; .
. S e 20 S . 2

T e ————————

o
RO\ 1N ST O0ciown BMTL BN
—

= e &
- o= B - « I -

C1rere aTRERES 110 ) 3aT0)




"’L‘

s Ensoniq Mirage:
sampling for $17007!

highest frequency you canreproduce is
exactly one-half your sampling rete. In
other words, to accurately record one
second of a 10kHz tone you'd have to
make twenty thousand waveform mea-
surements in that second. Not a lot,
by bigtime computer standards—but
tough to pack into a portabte instru-
ment, which made 10kHz pretty much
the upper limit of sound quality in the
first generation of samplers.

Only thing is, most human beings
hear better than that. Even adults, their
ears screwed up by rock concerts and
subway roars and other modern noise,
can usually catch frequencies as high
as 15kHz. That's why the new genera-
tion of instruments all have significantly
improved sampling rates, anywhere
from 24 to 30kHz; short of the best
human hearing, but near average.

But better bandwidths are useless
unless you also do something about
digital noise, and that's a mean and
tricky bugger. It hits in two ways: ‘irst in
problems with signal-to-noise ratio that
come from how detailed a waveform

“picture” the sampling process can
make, and second in what happens
when you try to record frequencies that
are more than half the sampling rate.
Those still get measured, but inaccu-
rately, and are kicked back to our ears
as “aliasing noise"—completely inhar-
monic pitches that sound really terrible,
even to people who think they're tone
deaf. To beat this two-headed problem,
the new instruments are taking several
different approaches. Some use more
sophisticated, “intelligent” filtering to
keep distortion and aliasing from get-
ting through. Others try to prevent it
from happening at all by using micro-
processors that can record with 12-bit
data words, instead of the old 8-bit type.
Because of the way binary data storage
works, 12-bit samples can be sixteen
times more accurate than 8-bit ones.
That makes for a hell of animprovement
in the signal-to- noise arena.

This is where the greater memory and
better editing facilities in the new instru-
ments really stand out. People thought
it was great when the old 8kHz band-
width Emulator could make a two-sec-
ond sample, perform simple cut-and-
paste loops so sustained notes could
be played, and have two different
sounds available on the keyboard. So
what do you think they’ll make of the

The Music Processor

Sequencers Mature,
Bringing Across-the-
Board Liberation

By Daniel Sofer

oday's musician has realized the

I dream of Edgard Varése, one of

the most influential composers of

the early twentieth century: to be able to

create music alone, without the neces-

sity of an entire orchestra. After all, a

painting is the creation of one person,
why not a piece of music?

This profound musical evoution
could not have taken place withou: syn-
thesizers, sequencers and drum ma-
chines (which are sequencers, too).
Today, sequencers have evolved to the
point where they are able to store doz-
ens of independent tracks with thou-

A dedicated sequencer,
the Roland MSQ-700

sands of notes. The result is that today
one does not need other musicians to
create music. Now musicians play to-
gether not because they need to, but
because they want to.

Sequencers operate by recording
your performance into computer mem-
ory. A sequencer does not store the

A L

Emulator I, which can make a seven-
teen-second sample (or seventeen
one-second samples, or anything in be-
tween), can splice two samples to-
gether (so your violin turns into a gar-
bage truck, if you're so inclined) has a
keyboard that can be programmably
split in up to sixty places (and can
cross-fade from split to split, so that
sounds even out across pitch), has tons
of analog synth-style filtering and en-
velope control, MIDI, an extensive mui-
titrack  sequencer, and  built-in
SMPTE time code...for essentially the
same price (approximately $8,000) as
the old version?

Or what about the Kurzweil 250,
which has exquisite sound quality—and
powerful goodies like a 256-(!)-stage
envelope generator, an 88-note weighted
keyboard, built-in chorus/digital delay,
sequencer, the capacity to build
"keyboard setups” of layers and splits
up to six ievels deep, and lots more, ata
cost of $10,7007

And most especially what about the
Mirage, from Ensonig, which is way
ahead of the old Emulator, not that far
short of the Emulator II, and costs only
$1,700? (They can pull off this minor
miracle thanks to a special VLS| micro-
chip they designed specifically to
tackle sampling, something no other in-
strument in the field has.)

What are people going to say? What
do | say? In one word: wow.

Of course, maybe thisisn't a problem.

continued on page 89

sound of your performance like a tape
recorder, but rather the actions that
make up your performance: which key
was depressed, when it was de-
pressed, and when it was released. By
“performing” these operations in the
same order, the sequencer is able to
“re-create” your performance -

Many sequencers will also remember
how the keys were depressed (velocity
and pressure), which sound program
was used, and the use of other devices,
such as wheels, levers, pedals, etc.
Most sequencers allow overdubbing of
different parts as well, achieving much
of the performance of a multi-track tape
recorder in a box. However, a computer
sequencer also enables you to modity
your performance in ways that are sim-
ply not possible with a tape recorder.
Since the sequencer considers pitch,
duration, timbre, tempo and key as indi-
vidual components of a melodic
phrase, each of these parameters can
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A new and unbelievably powerful MIDI equipped
synthesizer that lets you play six completely different
instrument sounds at one time! $795.00

Sequential is proud to introduce MAX. The first and O Keyboard split and veice assignment (when

only multi-imbred, fully polyphonic synthesizer for used with Sequential’s 920 software package and a
under $1000. And ir’s way undzr! But MAX’s low price Commodore 64)

15 just part of the story. We think that when you compare | > Extensive MIDI capability makes MAX the ideal

the mew MAX to other synthesizers available, you’ll find MIDI expander/computer peripheral.

that MAX offers more sound, more features and more For instance, MAX sends and receives on all 16 MIDI
value than any other comparably priced instrument. channels. MAX also responds to velocity information

Standard features include: from other velocity-equipped MIDI keyboards.

O On-board digital multi-track recorder (six tracks!) We Listen to Musicians.

© Six completely independent synthesizer voices, each )Eo u E n: 1AL

with its owa four-pole filzer (o shortcuts here!)
O On-boal'd = For a mmlela catalog, please send $2.0¢ 10 Sequantal, [nc., 3051 N. Fizst St.,, Sun Jese, CA
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be edited independently of the others.
For example, pitch and tempo can be
altered separately. Also, since it is the
synthesizer itself that sounds while the
sequencer plays, the synthesizer's
sound can be changed without affect-
ing the performance. So perhaps it's
more accurate to describe a sequencer
as a word processor for music, a “music
processor” if you will.

Sequencers come in three basic
forms: the software package and plug-
in interface board for personal com-
puters, such as those available from
Passport Designs or Rhodes; the dedi-
cated hardware/software box that has
essentially the same components asthe
personal computer, only specially con-
figured for music processing, such as

grated sequencer usually is more dif-
ficult to interface with other instruments,
and the sequencer memory frequently
has to share memory space with the
synthesizer itself, possibly compromis-
ing the performance of both devices.

The most important component of
any sequencer however, is the com-
puter software, what the sequencer
does and how well it does it. Some time
spent operating a sequencer will usu-
ally reveal the advantages and liabilities
of a particular sequencer.

Sequencers have created an entire
new way for composers to approach
music. A personal example might offer
a glimpse of the "power of the proces-
sor”: One evening in New York, a friend
and | had a particularly inspired jam. We

An integrated 16-track sequencer is aboard this Synclavier I1.

the Oberheim DSX or Roland MSQ-700;
and the sequencer that lives within a
synthesizer, such as the sequencers in
the Synclavier or Emulator Il. None of
these configurations is inherently better
than the others, but there are tradeoffs
to consider.

The personal computer sequencer is
usually the least expensive because the
major equipment expenditure is made
separately. Personal computers also
have advantages of larger display
capability and floppy disc storage.
They are also generally the most difficult
to use, and require a lot of typing as well
as lots of disc accessing time to get
from one place to another.

Dedicated sequencers on the other
hand cost more because you are buy-
ing an entire computer system. They
generally provide data storage only to
cassette tape (much slower), and have
limited display capability. However, the
dedicated sequencer is designed with
only one function in mind—sequenc-
ing—and they do it faster and easier
than the personal computer. Highly re-
commended for live performance

The integrated synthesizer/sequen-
cer offers the economy of sharing the
computer with the synthesizer itself.
Also, like the dedicated sequencer, its
hardware is designed to create music,
not spreadsheets. However, the inte-
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had recorded the proceedings on tape,
and spent the next several days pro-
gramming our sequencer with the best
parts. We programmed each phrase
into a different sequence, and program-
med each part (bass, chords, etc.) into
a different track of that sequence. We
also programmed our drum machine to
provide suitable accompaniment.

After our programming was finished,
we had a nice collection of riffs. With the
sequencer, we could jump from one
phrase to another to see how they
sounded one after the other. They
sounded good, but they didn’t sound
like a song, yet. | made a data cassette
of the information stored in the sequen-
cer and took it back to Los Angeles with
me. After more work at home on my
sequencer, | gave an updated copy of
the sequencer data to another friend.
He loaded it into his sequencer, added
more parts, and not long thereafter we
had turned our collection of riffs into an
entire song. We programmed all of the
phrases to play one after another in the
proper order, with the appropriate
tracks, and now the sequencer could
play the entire song by itself.

Interesting enough, but it doesn't end
here.... Using the data in our sequencer
and drum machine, we recorded a little
demo of the song at home. With this

continued on page 88

Musings on
Musical

By John Amaral

By now, you're probably getting the
message about MIDE it's the “Great
White Hype”... mean "Hope” of the
music industry; better than sliced
bread, more powerful than a speeding
bullet, faster than a melting iceberg,
able to leap mixed metaphors with a
single...you get the idea.

Nearly everyone in the U.S. music in-
dustry (not so in Europe or Japan, by the
way) is totally agog with the implications
that a musical instrument can talk to a
(loud fanfare) computer!

The real irony is that MIDI was never
intended for a computer to instrument
interface. MIDI was originally specified
as a protocol for one keyboard synthe-
sizer to talk to (control) another, so that
you could play on one and get the
sound of two or more. Some bright cor-
porate fellow decided that it sure would
be nice if a computer were at the other
end of the cable. Why you could have
the computer play the music and all
sorts of other neat stuff!

I'm being a little sarcastic. Actually
MID! is barely okay as a technical
specification for computer bussing. Al-
most as soon as it was written down,
peopte complained that it was too
slow, and didn't provide for many musi-
cal considerations like multi-string
bending on a guitar, etc. On the other
hand, it's what we've got and, creative
people that we are, we must be able to
find something to do with it! Let me just
say parenthetically that many major
synthesizer companies, while support-
ing MIDI on their instruments, also have
their own parallel efforts at interfacing;
at least one (Casio; they started the rev-
olution, remember?) has not released
any MIDI keyboards. By the way, has
anyone heard from the [nternational
MIDI Association lately?

In this special Musician keyboard
issue you can find plenty of MiDI synths
combined with keyboards, and you've
read that the eventual trend, led by Ro-
land, is to component synthesizers,
just like component hi-fi. This is what will
lead the new instruments into the homes
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of middle-America. It will spark the
growth of a huge base of musical con-
sumers with computers in their tele-
visions which talk to component synthe-
sizer boxes with all sorts of input de-
vices and musical instrument control-
lers, and cause a resurgence in the
music industry. We are right at 7:00 AM
of the dawn of a new musical society!

When | was consulting at Mattel Elec-
tronics for the Intellivision Music System
(may it rest in peace), the most impor-
tant question they asked was: What do
you see on the screen when the music
is playing? The obvious answers are
music notation, musical games, utilities
that look like typical devices such as
mixdown consoles, etc. But after that,
what do you do? This is where the real
creativity begins. Prediction of the
month: Computer-music applications in
the home will cause a human develop-
mental breakthrough in musical hear-
ing that will be of the magnitude of the
development of color vision.

This past fall's AES (Audio Engineer-
ing Society) Show in New York was a lot
more interesting and exciting than last
year's. The absolute hit was Fairlight
with a multimedia presentation of their
audio and video synthesis products,
and the remarkable Synthaxe, a very
well designed controller that's a true
hybrid of guitar left hand and right hand
techniques, and keyboard attack
technique. This is a revolutionary in-
strument whose time has come. | want
one.

Other highlights were Roland's MIDI/
SMPTE Sync box and their Music
Processing System software for the
IBM and MIDI. The latter combines 8- or
16-track recordingarranging with mus-
ic printing; it's a lot of fun and well done.
Check it out.

Ray Kurzweil is shipping! He had
new sounds (real nice), and announced
that a number of options are in develop-
ment such as twenty-second user sam-
pling, looping, line inputs, and Apple
Macintosh software for off-line storage
of sound files, keyboard and instrument
setups, sequences, and composition/
notation software. The Macintosh is the
best computer for music software appli-
cations. You won't be sorry if you get
one. That's all { can say about that now.

Surprisingly enough, Yamaha was
not in evidence with musical instru-
ments. Wait till you see what they've got
up their sleeve next spring, though: a
Musician's Computer with built-in DX7
FM synthesis sounds! All you need to
play it and see musical graphics on your
TV monitor is a “dumb” instrument con-
troller. I'f talk more about these and
other exciting developments in future
columns. &

revolution in keyboard technology,

theres a lot of players out there
who just like analog synths better. Is
there anything new out there for under
$2000 that has digital-age storage and
editing and MIDI capacity without digi-
tal age chill? You oet your pitch wheel.
For one, there's the Akai AX80, an 8-
voice programmable with a pair of oscil-

F or all the hubbub about the digital

Akai AX80

lators and a sub-oscillator. as well as
VCF, LFO, EG and VCA on each voice.
It has two memory banks of 32 sounds
each, plus another thirty-two presets
that's ninety-six, with a cassette inter-
face for off-loading (-here's also a com-
panion sequencer, the MS08)

Bu: the real draw of the AX80 is its
luminous fluorescent displays. It gives
you thirty-two parameters at a glance,
vastly simplifying your own sound prog-
ramming. The 61-note keyboard is vel-
acity -sensitive, with a pitch bend and a
reodulation wheel. The back panel is
angled up to eliminate lower back pain
while patching. For $1700, this is a re-
mrarkably versatile performing synth.
(From IMC, P.O. Box 2344, Ft. Worth, TX
76102, 817-336-5114)

Fender/Chroma has just brought out
its new $1995 Polaris six-voice analog
synth with a secret weapon planted
aboard-—a new 16-bit microprocessing
chip called the Intel 80186. The Polaris’
blue-chip data-handling capacity in-
cludes a 132-patch program bank (plus
cassette storage), a MID! interface and
an on-board sequencer (the sequencer
boasts a “Tempo Tap" footswitch for
setting digital click-tracks and also has
a sync pulse output). The keyboard is a
five-octave velocity-sensitive one. The
Polaris also interfaces with the potent
big brother Chroma synth. Speaking of
Fender, they've just brought out a

Rhodes Chroma Polaris

much-improved Rhodes electric piano,
the Mark V. It has better tone control,
new keyboard action for more sensitive
dynamics and—best of all—35% less
weight.(Rhodes Chroma, Fender Musi-
cal Instruments, 1300 East Valencia Dr,
Fullerton, CA 92634, 714-879-8080)

If you're ready to get heavy into MIDI
but can't bear (or afford) to part with
your older keyboard, then J.L. Cooper
is a name you should get to know. They
make an impressive list of hardware in-
terfaces which convert the control volt-
ages and clock outputs in “obsolete”
keyboards and drum machines to MIDI
data. Some are installed in the synth,
like the kit for the Oberheim OB-Xa,
while others are separate rack-mounts
like their MidInterface lin, MicroSync or
MIDI Brain Driver. Since space here is
short, contact them about your specific
aggravation. You may also want to con-
tact them about their new disc drive
Songstore |l, which interfaces with high-
tech sequencers and drum boxes like
the Roland MSQ-700 and the Sequen-
tial Circuits Drumtraks. Load time is a
scant five seconds, and you can use or-
dinary 3'-inch floppy discs. Throw
away your cassette off-loader for $995.
Cooper also makes a MIDI Lighting
Controller for adding lighting to onstage
sequencing. (J.L.Cooper, 2800 South
Washington Blvd., Marina Del Rey, CA
90291, 213-827-4884)

Now singers get their crack at syrthe-
sizer control with Fairlight's new VT-5
Voicetracker. It takes any monophonic
input (including a singer's microphone)
and outputs both CV/Gate and MIDt
synthesizer control signals. Each of
these signals includes control outputs
for Pitch, Attack, Level Envelope Fol-
lower, Harmonic Content and Purity
(breathiness). There is also a video/RF
output for displaying the wave form and
pitch value of any input, and an optionat
RS 232 computer communications port.
Along with all this, the Voicetracker has
its own programmable synthesizer
functions (VCO, VCA and VCF) for use
with external instruments. According to
Fairlight, it will retail for about
$2,500.(Fairlight, 2945 Westwood Blvd.,
Los Angeles, CA 30064, 213-470- 6280)
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Team Player,
from Sea Level
to Higher Elevations

By Anthony DeCurtis

Relaxing in the comfortable back

room of his wife’'s fashionable

downtown Macon dress store,
keyboardist Chuck Leavell is doing
something he both enjoys and does
often: complimenting other musicians.
The beneficiaries of Leavell's gracious-
ness in this instance are "all the guys
Bob Seger's ever had play with him on
piano.

“They’re very tasteful, expressive,”
the ex-Allman Brother and former
leader of Sea Level explains, obviously
warming to his topic, “without being too
forceful. Well, maybe ‘too forceful’ isn't
a good description—| don't like timid
piano players. Somebody who really at-
tacks the piano, man, | love that. Maybe
what I'm trying to say is that what | like
about the guys who've played with
Seger is they don't try to play too much.
They know when not to play as well as
when to play. That, to me, is the mast im-
portant thing. Space can be the best
note sometimes.”

A thirty-two-year-old native of Tus-
caloosa, Alabama, Leavell has covered
a great deal of ground in his musical
career, with flexibility and taste being
the consistent hallmarks of his work. His
generosity to other players is not limited
to conversation; it's a natural outgrowth
of what he believes to be his greatest
virtue as a musician.

“The key word is to act as a catalyst,”
Leavell explains. “That's my most im-
portant role as a musician. | can hold my
own as a soloist—I| have some interest-
ing melodic lines to say when | feel like |
wanna say 'em. But even more than
that, | enjoy the role of bringing it all to-
gether. | like to make something happen
between the drummer and the guitar
player. My life is centered arourid the
theory that the whole is greater than the
sum of its parts, and that's my theory
about music. If | can do something to
contribute to the whole, to make it bet-
ter, rather than stand out and be a hot-
shit piano player, I'm much happier.”

Music began its catalytic action on
Leavell when he was quite young, but
probably not in the way you think. His
Alabama background and close iden-

Chuck's theory that * the whole is greater than the parts” applies to Allmans and Stones.

tification with the Southern rock flower-
ing of the early 70s would suggest a
childhood spent absorbing the biues
with as little effort as it took to breathe
honeysuckle.

In fact, Leavell's interest in the piano
began in his efforts toimitate his mother,
an amateur who played standards for
her youngest child "out of a store-
oought sheet nmusic book.” Though
Elvis was “a little harsh,” the Beatles
kicked in hard, and the British inva-
sion—and a knock-out Ray Charles
concert o which an older sister rought
him—made Chuck aware of the blues
tradition rooted in his “own backyard.”

Appienticeships with Alex Taylor and
Dr. John ("Man, that was like gaing to
college™) led to an invitation to join the
Allman Brothers in 1972, a year after
Duane had died. Leavell was all of
twenty. He appeared in Macon one day
to work on Gregg Aliman’s solo album,
Laid Baek, when events took a strange

and promising turn. “We went in for the
first session and all the Allman Brothers
show up,” Leavell recalls with undis-
guised delight. "I'm a little curious
‘cause | thought it'd be separate musi-
cians. But I’'m happy, you know? And it's
not like they're saying, ‘Here’s a song,
we’re gonna put this on tape.’ It's more
like, ‘Hey, man, pick a key and let’s
play.’

“Then we started laying down a
couple of songs, after three or four
nights of feeling each other out and jam
ming. Gregg was, by the way, in the
midst of all this, doing a solo album
What wound up happening is that we
worked simultaneously on Brothers And
Sisters and Laid Back. | was in hog
heaven, man, 'cause we'd do Laid Back
sessions in the daytime and Brothers
And Sisters at night. | couldn’t believe it!
About halfway through the recording
Gregg approached me and said,
‘Would you like to join the band?' | said,
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Casio now adds that element to music
so often missed with electronic key-
boards—the human eiement.

Touch the keys of our CT-6000
softly and it will respond in kind. Strike
them hard, and it will bite with the best
of them. The sound is pure piano—
even when it's pianissimo.

Strings are also its thing Press
the keys hard anc the sound scars to
acrescendo. Casio’s responsive
keyboard adds a touch of reality to
every instrument sound. And backs
you up with a sophisticated rhythm
section that even claps for you.

And keeping those great
sounds around is no problem. The

Tickle the keys
or pound them,

 this keyboard knows
the difference.

6000’s chord memory stores up to
400 notes. For even more memory—
as well as the ability to play other
instruments—the 6000 has a MIDI
interface built in.

New fechnology also plays a
major part in our MT-400V keyboard
An envelope filter gives you the ulti-
mate in creativity—the ability to create
your very ownsounds. And & even
has a mouthpiece that ets you control
the filter, so you can breathe life into
allits presei scunds.

But perhaps the 400V's most
breathtakirg feature is ts low price.

If you're having a

element into your music, the solution
is elementary. Get a Casio.

problem getting the human Wher e miracles never cease

Casio, Inc. Electronic Musical Instrument Division: 15 Gardner RoadFairfield 407006 New Jersey (201) 575-7400, Los Angeles (213) 803-3411,




‘What band? (laughing) Let me make
sure we understand each other!"”

Leavell stayed a Brother until 1976,
when the band first broke up. At that
point, Leavell, guitarist Jimmy Nalls,
and two fellow Allmans, bassist Lamar
Williams and drummer Jai Johanny
Johanson, decided to pursue some
musical ideas that had intrigued them
for a good while. Thus was born the dis-
tinctive fusion-with-a-drawl combo, Sea
Level, which derived its name from a
pun on its keyboardist’'s moniker, C.
Leavell.

“As the Allman Brothers Band worked
from '72 to '76, there came a real close
tie between Jai, Lamar and myself,”
states Leavell. “We'd be on the road,
playing gigantic shows, and we'd rent
an extra ballroom and the three of us
would just go play all day. We'd set up
out in the middle of a field somewhere,
anything for fun, just to play. We were
playing jazz-flavored stuff, R&B, sort
of Crusader-esque things. When the
brothers disbanded, Jai, Lamar and |
said, ‘Let's expand on what we've been
doin’ the past three or four years.”

Depending on your point of view, Sea
Level was either completely uncom-
promising—the band seemed almost
perverse in its unwillingness to canform
to the expectations of any one segment
of its audience—or compromised in

every way: a rock band with a jazz
jones, an instrumental band that in-
sisted on doing vocals, an experimental
band that always seemed secretly to be
hoping for a massive hit. Technically,
however, the band in all its various for-
mations was a standard setter.

At its best, Sea Level challenged vir-
tually every listener's received tastes,
and the band's open-mindedness
seems adventurous now as boundaries
in contemporary popular music con-
geal. The group's failure to attain com-
mercial success still gnaws at Leavell.
“We weren't always successful in what
we tried,” Leavell admits. “Lookin’ back
on the albums, there were some tunes
we should never have done, that we
could've probably made the whole
thing focus in a lot better had we chosen
some different material. Maybe tried not
to be quite so diverse. We were trying to
satisfy everybody's musical taste.

“There was such a big label stuck on
any poor band out of the South, and
there still is. Wheh Sea Level came
around and people termed it ‘Southern
rock,’ they expected that kind of aband,
when you had a group that was doing a
little bit more experimentation. Nobody
knew how to deal with it, how to market
it...some people didn’t know how to lis-
tentoit.”

The Rolling Stones, apparently, were

among the people who did know how to
listen because when they planned their
1981 U.S. tour, they auditioned Leavell
to join lan Stewart on keyboards.
Leavell lost that gig to Ron Wood's
buddy from the Faces, lan MaclLagan.
But when the Stones invaded Europe in
1982, Leaveli joined them on the front
lines, doing small halls and a club date
("Who else does that? The Stones are so
great for that!”) as well as the mega-
stadiums and participating in the ses-

continued on page 89

LEAVELL BEST

“I'm using a Helpinstill Electric Grand
Piano, which I'm very happy with. I'm a
Korg endorsee, so I'm using the following
Korg pieces: Poly 800; EX 800 Expander
module; Poly 61-M, which is the new MIDI
Poly 61. I'm also using a Koerg SDD 3000
programmable digital delay for my
keyboard. I'm using some new speakers
that | recently endorsed and am really
happy with: TOA 380SEs ('be synthable')
I'm using a Crown DC-300 for amplifica-
tion; a Yamaha 8x2 mixing board for a
keyboard mixer. I'm also using a new
Korg SDD 1000 digital delay, and | use
that sometimes on the keyboards and
sometimes on vocals through the PA. I'm
using a Korg BX-3 organ and | use a
Dynacord rotor effect with the BX-3. I'm
bi-amping the rig through the TOA
speaker. I've been singing through an
Audio-Technica microphone.”

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

Whether four track cassette or forty track reel to reel, the
SMPL System™ can computerize your studio for greater

ease, productivity, and SMPLicity.

=

SMPL displays system data on any B & W or color TV or
monitor (not included) so you always know exactly what's

happening with the system.
Almost any recorder can be SMPLified — no tach out or
speed control required.

SMPL interfaces with your recorder's remote control jack

and provides:

SMPL is unprecedented. Nothing else provides all these
features at this remarkably low price. More information?
Send for our brochure. Can't wait? call (405) 842-0680 for the
name of the dealer nearest you.

* Automatic punch in, punch out and search to cue accurate
to 1/30th of a second. Never miss a punch again!

* Autolocation. Finds solo, cue, verses — up to 8 program-
mable points to a song.

* SMPTE Time code generator/reader. By recording SMPTE
code on one tape track, small studio operators may then
slave their machines to a prolevel multi track at any studio
with SMPTE machine-to-machine sync. or sync audio tracks
to video.

* Remote transport control.

* Musical instrument synchronizer with programmable
tempo, sync most drum machines/sequencers to the SMPTE
track; even save tape tracks by syncing instruments to
SMPTE during mix down and recording them directly into the
two track master!
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Mozart Meets
P-Funk Down
On the Corner

By Scott Isler

E xcept for perhaps one gray hair in

his moustache, Bernie Worrell

does not look like someone who's
been playing keyboards in public for
thirty-six years. Then again, Worrell got
a considerabie head start by making his
concert debut at the age of four; he per-
formed Mozart and Boccherini.

Today, of course, Worrell's renown
has less to do with eighteenth century
baroque than twentieth-century funque.
He came to attention in the pop world for
his significant contributions to George
Clinton’'s Parliament-Funkadelic ma-
chine in the 1970s. Since 1980 he has
also toured and recorded with Talking
Heads. But Worrell's classical training
and child-prodigy background sepa-
rate him from the run of piano plunkers
and syntheticians.

The wiry, soft-spoken Worrell isn't the
type to goon atlength about his musical
prowess. Others, however, are willing to
speak for him. “No one even comes
close to Bernie,” states producer Bilt
Laswell, with whom the keyboard player
has worked on a few projects this year.
“He's a genius." Head Head David
Byrne agrees: “His attitude, his take on
things complements ours really well,”
Byrne says. “It's different than the usual
way a musician thinks—hearing things
in interesting ways.”

Worrell started with piano at the ten-
der age of three and a half. His mother,
who played and sang at church and so-
cial occasions, gave young Bernie his
first lessons. Her son soon outpaced
her, and began getting formal instruc-
tion. By age ten—after the family moved
from Long Branch to Plainfield, New
Jersey—Worrell was playing concertos
in front of a symphony orchestra and
studying with a pupil of composer Ed-
ward MacDowell.

Around the time he hit puberty, Wor-
rell met George Clinton. The latter was
working in a Plainfield barber shop
where Worrell would sneak off to get his
hair processed. Outside of the barber
shop, Clinton was singing in the re-
spectably suited Parliaments vocal
group, and hustling songs in nearby
New York. When he realized this musi-

- =
Worrell's abrupt shifts n textureand perspectize keep things “taweresting.

cally precocious eleven-year-old was
eager to go pop, Clinton put the perfect-
pitched Worrell to work writing lead
sheets and figuring out chord changes
and melody lines.

Worrell was now hooked on compos-
ers more current than Boccherini, but his
musical education continued. At age
fourteen he received private lessons at
wuilliard. After high school he attended
the New England Conservatory of
Music in Boston. Unfortunately Worrel
had to leave one year short of gradua-
tion, when his father died and tuition
money ran out. The conservatory's loss
was the nigntclubs’ gain.

Even whiie he was attending college,
Worrell earned money playing behind
touring acts who came to Boston. “l was
able to pick up anything | could hear,”
he says. In this way he got to sit in with
(among others) Dionne Warwick,
Tammi Terrell, Wilson Pickett and local
faves Chubby & the Turnpikes, before

they went on to greater fame as Ta-
vares. After leaving school, Worrell
joined soul singer Maxine Brown on a
national tour. He was with Brown in Ber-
muda when his old mentor Clinton con-
tacted him to join the Parliaments, who
had finally scored a hit in “(I Just
Wanna) Testify.”

By the late 60s Clinton was trail-
blazing musical directions with his Funk-
adelic ensemple. Worrell settled down
to become a carnerstone of the P-Funk
edifice. His keyboards could be surpris-
ingly ethereal or funky-butt as needed;
his bass line on Parliament's 1978 hit
“Flash Light” is considered an influential
funk crossover ‘andmark. Besides play-
ing, Worrell centributed to the songwrit-
ing, and arranged strings and horns. He
describes adding chords and struc-
tures to Clinton's vocal lines, and going
behind the board when the singer went
to the vocal boath.

*| was the bandleader until a few_l
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i - Rockman sound tha
vy — s recording artists use ang

~ rave about is now available i

the exciting new low-cost SOLOIS

~Launched from years of Rockma
nesearcm and use, the: SOLOIST delivers
{¢] every ‘guitarist — beginner or virtuoso
proﬁessmnal or recreational — the thrill o
being surreunded with great sterea sound
tweaked by Tom Scholz. Strap om you
guitar,.plug into the SOLQIST, put o

the headphdnes and WOW! Nikosf yneng
adirul to matne! You'll swear you're i
another Cosmos. All this for the price o
‘a parsonal cassette playe

Scholz Riesear‘,chj‘& Development Inc

~ -~ 1560 Trapelo Road
WaJItham Massachusetts 0215
- 617-890-521

7/

’

ROCKMAN X100 Professionaj Studio Processor — $319.9
World Radio Hidtory SOLOIST Personal Guitar Processor — $169.95




years ago. | should have had co-pro-
duction credit on a lot of things. But
maybe due to my naiveté it wasn't taken
care of.” Worrell left Clinton in 1980 and
subsequently brought two lawsuits (still
pending) against him. The legal tussles,
though, didn't stop Worrell from rejoin-
ing Clinton's live band in the wake of
“Atomic Dog"'s success last year.
Worrell hardly had time to sit down
after walking away from P-Funk when
Jerry Harrison of Talking Heads con-
tacted him about joining his group.
David Byrne had seen P-Funk and
thought Worrell would be “perfect” for
the evolving, Afro/new wave Heads.
He's had no problem coordinating with
Harrison's keyboards: “We just fill in the
spaces.” (Worrell also played and wrote
on Harrison's 1981 solo album.) He
does see himself affecting the Heads,
especially on a cut like “Burning Down
The House.” “You can tell the funk influ-
ence, the pulse, my clavinet style, some
of the lines—I'd know where it was
from.” And anyone who's seen Stop
Making Sense, the Heads' concert film,
knows how thoroughly integrated Wor-
rell is into the band. "They're not going
back to four people,” he chuckles.
Worrell's own influences—Jimi Hen-
drix, Jeff Beck and Motown bassist
James Jamerson—say a lot about his
style. It's enough to make you wonder if

he isn't a frustrated guitarist, especially
given his penchant for broad, sustained
tones and glissandi. (Mention former
Talking Headmate Adrian Belew to him
and he breaks into a big grin.) Worrell
admits to adapting other instrumental
techniques to keyboard—"not the ac-
tual sound” but the phrasing.

Pressed for names of keyboard
players he listens to, Worrell mentions
Herbie Hancock, Jan Hammer and
Keith Emerson. Keith Emerson? “I'm
labeled as a funk musician,” Worrell
protests, “but that's because of the suc-
cess with Parliament-Funkadelic. | play
everything.” (As for Hancock, a musical
chicken-and-egg question is which
came first: Herbie-funk or Bernie-funk?)

Indeed, Worrell is usually typecast as
funk keyboardist extraordinaire—not
the worst reputation to have. But, as his
extensive training makes clear, he's
capable of much more. His crowded re-
sume includes work with B-52 Fred
Schneider, Scot-rocker Jessie Rae, reg-
gae artists Black Uhuru, Rita Coolidge
and Human Switchboard, as well as Gil
Scott-Heron, Mtume and Afrika Bam-
baataa.

Nor is Worrell slow at thinking on his
feet. “In live performances he can really
change the texture of a song,” Byrne
says, “or add another level. We're play-
ing, say, really straight and he'll play

along. But then he’ll throw in all these lit-
tle things—chord inversions or what-
ever—that kind of throws the whole
thing into a different perspective for a
couple of seconds. Then he whips right
back into a straight reading, or does a
completely unexpected thing at the end
of a song. He'll do something one night

and not do it again the next.”
Worrell's perspective—from the con-
continued on page 98

BERNIE DOWN THE HOUSE

“My equipment is my mind, my fingers
and my ears,” Bernie Worrell says. At
least nobody can take that away from
him, unlike the theft two years ago of his
more material tools. Now he has a
clavinet and Sequential Circuits Pro 1, a
monophonic synthesizer to substitute for
the late, lamented MiniMoag. (He likes to
mix two Pro 1s for a fatter sound.) Raised
on the MiniMoog and ARP, Worrell has
used the first series E-mu Emulator, the
Prophet 5 and 10, Oberheim OB-8,
Yamaha CP-70 and CS-80, Roland Jupi-
ter 8 and Juno 60. Yamaha and Roland
are his preferences. Onstage his electric
piano is a Yamaha. With P-Funk he used
Marshall amplifiers and 400-watt-per-
channel Sansui power heads. Now he
has Roland Jazz Choruses, one with
stock amps, one with JBLs. Among his
boxes are a !.c. electronic phase shifter
and auto-filter. More Worrell will not re-
veal: "I've been copied enough!”
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RECORD REVIEWS

aestros of
Yuppie Soul, Hall &
Oates keep their sleek
street machine in
high gear.

HALL & OATES

Big Bam Boom
(RCA)

aryl Hall & John Oates are
the Calvin Kleins of Pop. Mae-
stros of Yuppie Soul, they
represent quality merchandise
for the mass market buyer, high style
without elitist one-upmanship or price.
These prime purveyors of blue-eyed
Philly rhythm & blues have been on a
wicked roll since they took control of
their up 'n' down career by assuming
the production reins on the multiple-hit
LP Voices, four years ago. Aside from
staking out a musical turf that crossed
over more boundaries than a gerryman-
derer, H&O assembled a steady, vete-
ran working band which has become
tighter over time, now equally capable
of AORockin’ out via G.E. Smith's steely
leads, or, thanks to Charlie De Chant’s
bleating sax, plaintive R&B crooning.
Big Bam Boom reeks with the confi-
dence of a gambler throwing sevens.
The wrinkle is provided by mixmeister

Arthur Baker, who stretches, twists and
pulls the duo’s crisp hooks into the hip-
hop present without losing sight of Daryl
and John's street-corner pasts. And
while Baker's array of scratch syn-
thetics can interfere or harden into
cliché, the approach is smoothly inte-
grated into the Spectorian glocken-
spiels of the first single/video hit, “Out
Of Touch,” a ditty which has been fixed
inside my brain like a moth near a flame
for the past month.

The Baker break is also apparent on
the thwacking tribal fanfare instrumen-
tal, "Dance On Your Knees,” as well as
the staccato spellalong, “Method Of
Modern Love," where the patented H/O
harmonies are coolly molded to a razor-
sharp metallic rhythm pulse. “Some
Things Are Better Left Unsaid” has a
soaring, Argent-styled massed chorus
designed for screaming over your
crackly AM car radio.

What Hall & Oates are trying to say
between the cogs of their sleek, hit-
making machine, though, is a bit more
difficult to discern. On sardonic, anti-
fashion jibes such as “All American Girl"
and “Possession Obsession,” Hall &
Oates toy with the misogyny of “Man-
eater,” but also seem to be turning that
cynicism around by holding a mirror up
to their narcissistic, me-generation dis-
caid audience.

The nagging thought remains that
there's a void at the heart of H&O's
music that ultimately makes their soul
sound ersatz, a rap which still plagues
these two honest craftsmen even at the
height of their success. Perhaps it's be-
cause they've proven adept at integrat-
ing different styles—from folk-rock to
heavy metal, from pop to soul—that Hall
and Oates seem to lack conviction. Or
cauld it be that the twosome's pinup
looks overshadow their own skills, mak-
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ing their sound seem more styled than
substantive? But by contrasting the im-
permanence of fashion with the durabil-
ity of style, Hall and Oates do confront,
however elliptically, the values behind
their own transient pop. Dary! Hall and
John Oates have always sought recog-
nition that they are more than just the
sum of their hits. Big Bam Boom may not
win over all their critics, but, with its
savvy appropriation of street credibility,
it will certainly do nathing to brake their
popular momentum. — Roy Trakin

JAMAALADEEN TACUMA

Renaissance Man
(Gramavision)

t's hard to imagine a more nat-
ural coexistence of dance-im-
pulsed funk.and cerebral gravity
than this record. Tacuma works
very convincingly within the boundaries
of Ornette Coleman's harmolodic con-
cepts of polytonality, polyrhythm and
collective improvisation, yet coats the
music so sweetly that the lumpen mas-
ses might not realize they just swal-
lowed such potent medicine. After all,
Philly funk was the sound Tacuma grew
up with, before Ornette shawed him the
beauty of abstract expressionism. But
besides showing that the bass can
function as a melodic force to rival tradi-
tional lead instruments, Tacuma has
also grown into a formidable composer,
and, in the best tradition of harmolodics,
a very democratic bandleader. Cornell
Rochester really sizzles, James Wat-
kins' rhythmic alto fits beautifully into the
ensemble’s dynamics, while Olu Dara’s
sultry cornet and African flute adorn the
title track. Tacuma's almost hilariously
funky rearrangement of Orpette's
“Dancing In Your Head" is perversely
engaging and features bleats of wis-
dom from the master himself. Bringing
David Murray and Vernon Reid together
for perhaps Tacuma’'s most interesting
composition, “Sparkle,” was a great
idea (let's hear more), though rock
drummer Bill Bruford's concept of
swing is embarrassingly stiff.
Now, the bad news. The very energet-
ic and ambitious Tacuma sometimes
bites off more than he can chew—and

the audience can digest. His music’s
freneticism can make you feel as if he's
trying to cram too many ideas into too
small a space—sort of the opposite of
Walter Mondale. “The Battle Of Images”
is a forced and selfconscious thread of
almost unrelated motifs for strings that
attempts the brooding brilliance of Or-
nette's orchestral writing but never
achieves it. And poet Howie Montaug's
simple-minded tribute to the illustrious
Paul Robeson doesn't belong on any
album (“The house committee couldn’t
relate, called him a communist and
locked the gate"—get the idea?). But
these lapses are easily redeemed by
Jamaaladeen’s tenacious poly-every-
thing urban soundscapes. Renais-
sance Man is the thinking person's
funk. — Cliff Tinder

ORIGINAL MOTION l’l("'l'lk? SOUNDTRACK

MUSIC PRODUCED BY STEVIE WONDER

STEVIE WONDER

Selections From The Original
Motion Picture Soundtrack
The Woman In Red
(Motown)

he new Stevie Wonder album

has this problem: It thinks it's a

soundtrack. It doesn't get vio-

lent about it, true. In fact, ex-
cept for the title song, you really
wouldn't know that it's supposed to be
movie music. Sounds a lot like a Stevie
Wonder album, actually; but, of course,
Stevie Wonder albums don't need
throw-away songs, which is why it's un-
fortunate this particular record thinks it's
a soundtrack.

And for a soundtrack, it certainly
squanders its energies in peculiar
areas. “Don't Drive Drunk," for instance,
has a moderately interesting hook and
a perfectly respectable message that is
not in any way compelling—it just sits at
the end of the album like a six-and-a-
half-minute happy face, warning
against the risk of getting smashed
while driving smashed. It could be
worse, though. It could be the equally
moralistic but sickeningly saccharine I
Just Called To Say | Love You," anirritat-
ingly catchy number that spends the
better part of six minutes hammering
the title hook into your cerebral cortex.

Wonder hasn't been taken over by

pod people intent on turning pop into a
vast wasteland of Paul McCartneys,
though. It's just that damned movie
angle. “The Woman In Red,” though a
throw-away, is a terrific exercise in lust-
ful longing; sexual desire has always
been a Stevie strong point (remember
“Boogie On Reggae Woman"?). “Love
Light In Flight” is an uptempo ballad in
the manner of Jeffrey Osborne; though
better than most of what Osborne has
cut so far, it's still more of a genre exer-
cise than a song. And “It's More Than
You" merely proves that Stevie Wonder
doesn't need the freedom of jazz to
stretch out melodically (those who re-
member “Fingertips” already knew
that).

But the rest of the album is consis-
tently adultin a way that McCartney has
never been able to manage. “It's You"
and “Weakness,” both duets with
Dionne Warwick, are love songs of com-
positional and emotional depth that few
writers today can match, while remain-
ing effortlessly direct. Wonder under-
stands both the eloquence of pure
melody and the need for structure, and
compromises with irresistible crafts-
manship, artistry that resonates with
genuine feeling. This is even more ap-
parent on “Moments Aren’t Moments," a
heart-breaking love song that features
Warwick without Wonder's voice, and
ought to be instant refutation to anyone
foolish enough to argue, “They don't
write 'em like that anymore.” Intoxicat-
ingly melodic, utterly endearing, it's a
perfect example of the sort of ballad-
ry that makes Stevie Wonder the
phenomenon he remains.

Too bad it's stuck on this soundtrack
album. — J.D. Considine

THE VELS

Velocity
(Mercury/PolyGram)

he gurgling girlishness of Alice
DeSoto's engaging vocals are
a slightly cracked cross be-
tween Little Peggy March and
Doris Day during her “lI Said My
Pajamas (And Put On My Prayers)”
period. DeSoto, who was born in Cincin-
nati (as was Day), but grew up in
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Philadelphia (like Little Peggy), is less
precious and more percipient than her
two counterparts, however; and on Ve-
locity, which was produced by Steve
(Tom Tom Club, B-52's, Black Uhuru)
Stanley, her visual and aural prettiness
takes on a parlous quality. Winsome
dance numbers like “Day After Day”
and “Private World” start out seemingly
frothy but grow curiously sinister. The
Vels are after something in a mordant
Roxy Music vein but with a softer focus
and a more distinct sense of humor.
Using the hollow spaces, streamlined
poses and penny arcade polyphony
prevalent in much of the current turn-
tabie fare, they've fashioned gentle,
and inviting, critiques.

While unenamored of the willful vul-
garity and inflated symbolism now
being hawked in body rock, the Vels do
not fault the music’s widespread vener-
ation of the 1950-60s pop naiveté; if
anything, they strip the latter down to
codify its appeal. Velocity is an intrigu-
ing, spirited, often insidiously-satisfying
distillation of synth-pop's freakish past
and polished future—a vision of an ur-
bane new Briil Building as redesigned
by Robert Venturi. — Timothy White
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CULTURE CLUB

" Waking Up With The House On Fire
(Epic)

obody has ever accused

Culture Club of having too

much depth. For them, frivolity

is its own reward, and there’s
more than enough meaning in a lush
melody and an outrageous outfit. Thus,
it comes as delicious irony that “The
War Song” manages in its own simplis-
tic way to be the most eloquent protest
song of the season.

The trick is in Boy George's ap-
proach. Rather than attack war as a
problem in need of solution, he treats it
as an attitude. It's not quite "All You
Need Is Love,” though the singer hints
that a little compassion couldn't hurt; in-
stead, he takes the chorus “War, war is
stupid” and attaches it to a melody so
giddily insinuating that the listener has
no choice but surrender. As political sci-
ence, “The War Song"” isn't going to tear

George Will away from his Springsteen
albums, but on a level of pure tactics,
it's surprisingty shrewd.

Growth is evident throughout Waking
Up With The House On Fire, particularly
on a musical level. The songs are more
complex than before, yet no less
catchy; instead of sounding cluttered
by the additional material, they are won-
derfully fleshed out. This is particularly
obvious with “The War Song,” where the
B-strain seems to intensify the allure of
the chorus, but is equally true of “The
Medal Song” and perhaps the most
complex composition here, “Danger-
ous Man.” It isn't merely a matter of
melodies, either, because the band sets
up its hooks with a rhythmic assurance
that, particularly with “Unfortunate
Thing" and “The Dive,” threatens to
eclipse their melodic interest. Pure pop
doesn't come any fizzier than this.

Which ought to make the cynics
among us all the more suspicious.
Granted, the essential ingredient in any
effervescence is air, and it will be hard
for even the most fervent Cuiture Club
fan to argue that there's any great (or
even small) significance to many of
these songs. But so what? Where Wak-
ing Up With The House On Fire suc-
ceeds most brilliantly is in making con-
tent almost irrelevant. After all, what
could Boy George possibly say that
would be as interesting as something
he'd sing? — J. D. Considine

XTC

The Bigi‘xpress o
(Geffen)

ompulsively  bursting  with

invention, originality and wit,

The Big Express clacks away

from the floral and pastoral
scenery of English Settlement and
Mummer, and delights with its range of
moods, textures and topics. Indeed,
this musical excursion is rather more
suggestive of XTC's Black Sea period,
in which each song seemed to plumb a
different exotic world. By combining
provocative lyrical metaphors with rich
soundscapes, leader Andy Partridge is
becoming adept at creating three-di-
mensional travelogs. XTC is not happy

unless you smell-touch-taste the music.

Take for example the witty “Bless You
All You Pretty Girls,” a sailors' homage
to all those young maidens with “your
pale arms waving." From there we travel
to the country-flavored “Shake You Don-
key Up,” a kinetic square dance com-
plete with mule-like sound effects. The
eccentric love song, “Seagulls Scream-
ing Kiss Her, Kiss Her," rolls in like the
fog with a haunting repetition of Mello-
tron, thundering drums and unresolved
tensions. So kiss her already!

But XTC can also pack a direct emo-
tional punch. “Reign Of Blows,” with its
heavy backbeat and screaming har-
monica, and the jarring discordant
breakdown of “Train Running Low On
Soul Coal,” show off XTC at their most
effective. Moulding makes two other
lovely contributions: the abrasive,
angelic “Wake Up” and the wistful “| Re-
member The Sun.”

The Big Express’ theme is implied by
its symbol of an antiquated British rail-
way. Here, Partridge expresses his dis-
taste and caution for the arrogance of
progress. A Beatlesque “The Everyday
Story Of A Smalltown” pays tribute to the
simplicity and “backwardness” of a
burg. (“You're just too fast for little old
me...next you'll be telling me it's 1990,”
Partridge scoffs.) At the other extreme,
“This World Over” features Police-like
rhythms and a flowing wash of sadness
as Partridge movingly addresses the
survivors of a nuclear war.

XTC is never short of ideas; their only
real flaw is a propensity for crowding to-
gether too many. But in this day of pop
cliché, I'd take XTC’s senses-working-
overtime anytime. | just hope they're still
not too far ahead of their time. — Erica
Wexler
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BLACK-PRESIDENT

' FELA ANIKULAPO-KUTI

.Live In Xm‘;terdcim 7
(Capital)
Perambulator
(Lagos International)

igeria's Feld AnikGlapo-Kuti
was the presumed messiah
to break African pop inter-
nationally, just as Bob Marley
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had broken reggae. He sings in com-
prehensible pidgin English. His lyrics
are funny/serious political broadsides.
There are dozens of prominent juju,
highlife and soukhous practitioners, but
Fela is certainly the most credible pur-
veyor of the incendiary jazz-cum-funk-
cum-African roots Afrobeat synthesis;
after all, he invented it. Not so acciden-
tally, Fela was taken out of action for
several years by government attacks,
thus leaving the apolitical Sunny Adé to
make African music's first splash in
America. So Fela fans took heart from
the past year's events: Feld and his
Egypt 80 band toured Europe (albeit to
mixed reviews), EMI re-signed him (re-
issuing two of his strongest LPs, Black
President and Original Sufferhead) and
Fela himself released Perambulator, his
first new studio LP in over three years.
Live In Amsterdam, Feld’s first new
U.S. release in years, documents one
stop on that Fall '83 tour which gener-
ated speculation (due to his concentra-
tion on newer, weaker material, ex-
tended monologues and myriad sound
problems) that Fela just didn’t have it
anymore. Happily, Live In Amsterdam
demonstrates over four sides encom-
passing nearly eighty minutes of music
that his musical powers endure. “Move-
ment Of The People (Political Statement
No. 1),” for instance, begins with a wild

horn flourish recalling both John Col-
trane and royal trumpet heralds, then
settles into a slinky groove dominated
by a moody electric piano solo. Feld's
gritty, constricted voice dances a stac-
cato rhythm in and out of the intricate
chant of the female chorus as he out-
lines a gloomy picture of African
oppression by foreign and African busi-
ness interests. But Feld’s flashes of bril-
liance can't completely compensate for
Live’s less-than-classic material and
the often wooden playing from this edi-
tion of Egypt 80.

Perambulator, a 1983 recording
featuring Art Ensemble of Chicago
trumpeter Lester Bowie, sparkles with
compositions and performances that
rank with such Fela classics as “Zom-
bie,” “Kalakuta Show,” “Gentleman”
and “Roforofo Fight.” The fast-paced
title track, driven by a furious organ riff,
opens at his fastest tempo ever as the
groove launches some trumpet and
saxophone solos. The lyrics effectively
caricature aimless, superficial bureau-
crats who make government their own
private joke. The instrumental flipside is
nearly twenty minutes of steaming mid-
tempo Afro-beat—a familiar rhythm
played to perfection and by a mostly dif-
ferent Egypt 80 than appears on Live.
It's a triumphal riposte to everyone who
counts Fela out. — Randall F. Grass

- JOHN ABERCROMBIE

Night
(ECM)

JOHN SCOFIELD

Electric Outlet
(Gramavision)

wo of the most original and

accomplished musicians play-

ing guitar today are obviously

aiming at larger audiences by
dressing up their jazz, quite attractively
I might add, applying just enough
makeup to look classy, not whorish. By
the way, who does their hair?

No, really, these are very good rec-
ords. At first hearing of Electric Outlet, |
did feel that the funky mascara was
applied a bit too thickly, but when the
subtle sophistication (i.e. harmonic
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complexity) of Scofield’s compositions
sank in, | was smitten. Also couldn't help
but be impressed by Scofield’s unique
guitar phrasing, a modernist's union of
wit and expression, and extremely cap-
tivating lyricism. His handling of the
bass parts was competent, though |
would have preferred a little more de-
finitive personality. It was a great idea to
pring in guest horns David Saniborn and
the much-too-seldom-heard trombonist
Ray Anderson, who elevate the level of
human feeling—check out “Pick Hit,”
“Filibuster” (the hottest tune of the date)
and “Phone Home" (a beautiful
melody). Peter Levin's synthesizer
blends seamlessly, but Steve Jordan’s
solid funk drumming is so straightfor-
ward it precludes rhythmic interplay.
Hmm, a modern organ (Jan Ham-
mer), tenor (Mike Brecker), drums (Jack
DedJohnette) and guitar group. Twenty
or thirty years ago, black society called
it funk, and with John Abercrombie’s
powerful and profound guitar at the
helm, it works. Abercrombie must have
struck a nerve in his associates.
Brecker really plays out, with more in-
spiration than I've heard from him in
years; Hammer's playing exhibits more
content and less ego than expected;
while DeJohnette is typically perfect,
anticipating and complementing every-
one else’s phrasing with amazing sen-

sitivity and verve. The two best cuts are
on the ends of each side, “3 East” (in
three of course) and “Four On One” (the
highlight of the album); even the pas-
toral “Night” is tough enough. And |
think | saw Hammer's “Ethereggae”
leaning up against a lamp post on 42nd
Street and Eighth Avenue the other day.
By now, I've heard Abercrombie in such
a variety of contexts that I'm convinced
he can do anything. - Cliff Tinder

DEVO

Shout
(Warner Bros.)

ack in '78, Devo looked like a
pretty good idea. Clad in nu-
clear-alert chemical suits,
these self-proclaimed spud-

boys acted out the collision between the
macro (cruel society) and the micro
(frail individuals) with anxious techno-
raveups that mocked and lamented the
modern world. Audacity only takes you
so far, of course, and Devo has not pros-
pered of late. As Devo's first LP in two
years, Shout ought to signal a rejuvena-
tion. Instead, it leaves you wondering
why they bother carrying on.

The fundamental problem with Shout
is that it crudely attempts to batter you
into submission. Never a band known
for songwriting, Devo compensates for
the unusually feeble material here by
cranking up the drum tracks to jack-
hammer-level volume. in the past,
guitars and synths have held flimsy
songs together with witty asides; here,
they don't get a chance. Worse, Mark
Mothersbaugh's amusing worried-man
vocals have lost their playful edge;
they're now a shout over the din.

The better tracks stand out only by
comparison. Both “The 4th Dimension,”
featuring “Day Tripper” and “Born To Be
Wild" allusions, and the vaguely funky
“Puppet Boy" boast fuller, more bal-
anced arrangements that resultin pass-
able pop. One could argue that Devo
remain true to their art by mirroring the
pointlessness of contemporary life. Or
one could simply say that Shout is tedi-
ous slop. Up to you. — Jon Young

CELESTION SIDEWINDER:

QUITE POSSIBLY THE MOST AMBITIOUS
GUITAR SPEAKER EVER DESIGNED.

The new Celestion Sidewinder is the only

guitar speaker to offer modern players
unmatched tonal versatility, exceptional
loudness, a fast transient response and
superior accuracy in one multi-purpose
design. The Sidewinder’s new edge-wound
design with a 2" copper-coated aluminum
voice coil produces a limitless assortment of
guitar timbres from super clean and brilliant
to lush, musical harmonic distortion.

Extraordinarily sensitive, the Sidewinder is
the loudest (103 dB 1 watt | meter) and most
accurate speaker of its kind. Of course the
Sidewinder offers so much it may not be for
everybody, but you owe it to yourself to
audition the Sidewinder against conventional
speaker designs.

celestion [

Celestion Industries, Inc.
Kuniholm Drive, Box 521, Holliston MA 01746
(617) 429-6706
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Heaven 17 from page 64
pling, Bowie's “1984."

Did the Mighty Tina require different
handling from other artists? “No. It was
very similar except for the fact that she
could obviously do it a lot better than
most people,” shrugs Ware. “it's such a
pleasure working with someone of such
enormous natural talent. It's no effort for
her really. We did two takes of ‘Let’s Stay
Together' and both were equally bril-
liant. It was pointless going on.”

And as for “1984"..."It's a funny thing,
you know, but all the great soul singers
seem to want to play straightforward
rock. Even the hip-hop artists do. |
mean, Tina'd never even heard ‘Ball Of
Confusion' before | played itto her! | find
that astonishing.”

The title track of Penthouse & Pave-
ment acknowledged the group'’s prime
influence by including the classic
female soul voice of Josie James (cred-
ited “"mystery vocals”) to sing the
chorus. Strong black female voices
have continued to appear on the band's
albums. A trio christened Afrodiziak ap-
pear on the new one. Karol Kenyon has
subsequently embarked on a solo
career after making a lasting impact on
“Temptation"—among the more striking
cuts from Heaven 17’'s second album,
1983's The Luxury Gap.

In retrospect, this second album
looks like a turning point in Heaven 17's
career. The fact that an album about
consumer inequalities should suddenly
seem less than novel, conceptually
speaking, in 1983 suggests a certain
transience in their theoretical perspec-
tive. The record spawned some neat
tracks; “Crushed By The Wheels Of In-
dustry” did manage to sound super-
pertinent in Britain's deepening Thatch-
erite winter, and “Let Me Go" gave them
(“surprisingly enough,” agrees Ware)
their biggest American hit so far. Yet
overall the clever symbolism of Ray
Smith's artwork (three weary manual
workers pose before what on closer in-
spection turns out to be a billboard ad-
vertising holidays in the tropics) out-
stripped rather than enhanced the con-
tents of the grooves; nonetheless,
“Temptation” became a U.K. #2 hit
single.

The Luxury Gap also saw B.E.F. em-
brace engineer and Fairlight MCl expert
Greg Walsh more closely to the core of
the operation. It was substantially Ware
and Walsh who worked on the second
Tina Turner sessions. Bob Last now
faded into the background, with The
Luxury Gap the last Heaven 17 project
to bear his stylistic legacy.

And so on to How Men Are. "Oh, the
style has altered completely,” says
Ware, sure of himself; “I'd say it was not

as preoccupied with a certain style. It's
not directly dance-orientated but nor is
it particularly ballad-orientated. It's a

combination of the two. | know it's hard
to draw parallels, but if you look at a lot
of the great Motown songs of the €0s,
they were the same; songs which you
could certainly dance to, but which
stayed in the memory as songs as well.
That's what we were aiming for. It's not
trying to do anything,” he insists before
such a suggestion has really been
made, “except be entertaining.”

Ware admits that things are slightly
different now—"over a period of years
you can't help acquiring a certain
knowledge, whether you want to or
not"—but session players have always
been used to embellish the B.E.F.
method. “Basically if we've wanted
something played really well, we
haven't done it. There are certain things
where extreme sensitivity isn't really
critical, like playing basic piano chords
throughout a whole song. | can do that.
But when the situation requires it, it's
much better to employ people who you
know can do it much better.” Hence a
fine utility guitarist like John Wilson con-
tributed bass to funk up the Pavement
side of the debut, and contributed
guitar to both The Luxury Gap and their
latest. EW&F's Phenix Horns have been
used to add an extra dimension where
required, and a full orchestra occurs on
the opening track of How Men Are, a
dramatic semi-baliad entitled “Five Min-
utes To Midnight.”

All in all, How Men Are is a difficult
album to get your teeth into. Melodically
few of the tunes (“Sunset Now,” an un-
successful U.K. single release being
the exception) really bite at first. Lyri-
cally the whole thing seems obtuse. Is
that deliberate or just lazy? What is
going on here? Well, once you've ab-
sorbed the discrete anti-nuclear com-
mitment in the sleeve’s small print
("Heaven 17 say No Cruise Is Good
News"), taken into account the popular
feminist slogan to emerge.on the same
subject—"Take The Toys From The
Boys"—and weighed this against the
posturing, silk-shirted actor-figures of
yet another Ray Smith cover illustra-
tion...once you've chewed over all
this...it's hard not to see How Men Are
as an attempted allegory on the follies
and mechanisms of the Apocalypse In-
dustry.

Still, neither Martyn Ware in this inter-
view, nor any of his mates in any other,
are being drawn into the subject. When
asked to define what's so different
about this new release, Ware restricts
his explanation strictly to technical de-
tails. “I think the standard of songwriting
is higher as is that of the arrangements.
There is one area which might have suf-
fered because Glenn wasn't really on
top of the world when we did one or two
of the tracks. But generally there's been
more care, more inspiration and more

continued on page 98
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Buddy Wittiarns
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 [ 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 I hear inside my head. They let me get
across what I hear and what [ teel 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, I 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 I was a
drummer who played their instrument.

“I don’t know what Yamaha's formula is and |
don’t want to know. [ just play 'em, I'm not in the
business of making them. I just know they’re more
applicable for what 1 do than anything else on the
market, and I get to play a lot of different drums.

“Sometimes I'll walk into a studio and have
1o play other drums, but I'll always ask for Yamaha.
I was on the road with Dave Sanborn last year and
I 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, MI 49510.

© YAMAHA
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Modularity from page 66

and Octave Plateau has MIDI-fied the
Voyetra 8 module. Yamaha is currently
developing a MIDI-based digital/FM
synthesis module based on their ex-
tremely popular DX-7. It is slated to
debut in February, according to a
Yamaha spokesman. Judging from the
groundswell of excitement and rumor
the Yamaha module has already gener-
ated, it seems likely that many others
will soon be offering rack-mount ver-
sions of their best-selling synths.

MIDI-equipped keyboard synthesiz-
ers are by no means made obsolete by
the modular trend. These synths too can
be controlled by a remote MiDI
keyboard and kept backstage, offto the
side or otherwise out of the performer’s
way. Because they don't have to be set
up for playing, the need for expensive,
multi-tiered stands is diminished, as are
the awkward “bend and stretch” exer-
cises that multi-keyboard playing gen-
erally involves. MIDI keyboard synths
can of course be used in combination
with modular synths as well.

Freedom of choice is really what MIDI
modular equipment is all about. Both
the controllers and the modules let the
player configure things the way he

Clty - wants. Rack-mountable synths are less
State Zip expensive than their full-sizgd keyboard

— o counterparts, so they can be collected
MUSICIAN, P.O. Bo x 701. Gloucester, MA 01930 and combined more readily. Because
they take up much less space than
keyboard synths, they fit easily into the
most claustrophobic studio control
room and, of course, make life on the
road a little bit easier.

INEXPENSIVE
SOUND SAMPLING
HAS ARRIVED

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

Music Processor from page 70

demo we were able to place the song
with a major recording artist, which
meant re-recording the song on twenty-
four tracks. Well, re-recording might be
exaggerating a bit, because we just
dragged our equipment into the studio,
pressed the play button, and all of our
data spilled out of the sequencer and
drum machine once again, onto the
master recording.

The exceptional part is this: many of
the parts that were originally pro-
grammed into the sequencer during
those first few days were never played
again, all the way to the master record-
ing. So what's next?

MIDI sequencers: more and better
and cheaper, with more notes, more
tracks, more editing, and disc drives for
memory storage (I'm counting the days
until | can junk my cassette data re-
corder for good!). Since sequencing
velocity, pressure, wheels and levers
eats up memory like crazy (that's why
you can always turn them off!), having
more memory means that long, compli-
cated sequences with velocity, etc., be-
come feasible. Also, the ability to print

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

Tuning and scale control provided

Select pre-set sourd sequences of program your own sequences

Play DX-1 "live” in two basic modes

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

Includes direct interface to Syntauri and Passport keyboards

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

Decillionix
P.O. Box 70985, Sunnyvale, Califomia 94086

Apple is a trademark of Apple Computer Inc
Syrtaun 1s a trademark of Symtaun Com.

(408) 732-7758

Passport 1s a trademark of Passport Designs Inc
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out your sequences on sheet music will
become available in more sequencers.

Programming the synthesizer itself is
also enhanced by several new software
programs for personal computers,
particularly for the Yamaha DX7 synthe-
sizer. More sophisticated MIDI sequen-
cers combined with the development of
serious MIDI guitar controliers will allow
guitarists to program their guitar parts
into sequencers for the first time. MIDI
drum controllers will also enable drum-
mers to program the sequencers with
sticks instead of buttons. One manufac-
turer is combining a drum machine with
aMIDl sequencer into a single unit.

This is not a fantasy that is years
away—we're talking six months on the
outside for this stuff. Also in about six
months the Musician’s Union shouid
start grumbling about how all of this
new-fangled technology is putting
musicians out of work again. Personally
I'm working more than ever before be-
cause of the technology, but there is a
legitimate question to be raised about
exactly what constitutes a musical per-
formance: if a musician records his per-
formance into a computer memory (like
my friend in New York) and his perfor-
mance is later replayed at a recording
session, should he be compensated,
and if so, how?

Well, that is another subject for
another time. Right now I'm thrilled to be
able to put my music together at home,
on my own time and at my own pace.
Now, if there were only some way | could
sequence the vocals....

Sampling from page 68

A few years ago musicians were scared
of computers—but nowadays you
could get run over by the crowds rush-
ing to see the latest digital goshwows at
the NAMM and AES shows. Still, to buy
wisely means you have to understand
things well enough to get an instrument
that realistically meets your creative
needs and budgetary limitations. The
Kurzweil 250 doesn’t sample by itself; it
needs an additional Macintosh home
computer to do that. Do you want to
spend the extra money? The Mirage
gives you a 15kHz bandwidth, but only
for samples two seconds long. Go for
four seconds and the bandwidth drops
to 8kHz, while eight seconds kicks it all
the way down to 4kHz. Can you live with
this kind of tradeoff in return for the tre-
mendous savings in price?

So get out there and learn. The man-
ufacturers are banking on your dem-
onstrated capacity to do just that.

Why, both Simmons and Dynacord
are now marketing sampling acces-
sories which allow you, for the first time,
to "blow” your own EPROMS (transia-
tion: record a sound and store it on an
IC chip called an Erasable Programma-

ble Memory). Until recently this was
considered “too technical” to leave in
the hands of mere players, even assum-
ing that anybody would want to in the
first place...but now? Now it's a market-
Ing necessity!

And two or three years from now,
when this whole second wave has be-
come Old Techinits inevitable turn, and
our attention has turned to samplers
that can record minutes (or even hours)
of sound, at a level of quality equal to a
compact disc, and play even more
elaborate games with it...Sound is Data,
Data is Sound, Sound is Data, Data is Sound, Souna

is Data, Datars

My, won't that be fun.

Leavell from page 74
sions for Undercover.

This past summer, Mick Jagger
asked Leavell to join him at Compass
Point Studios in the Bahamas to work on
the head Stone'’s first solo LP. So how's
it sound? “Wow, man, it's great," Leavell
exclaims. “The songs are definitive Jag-
ger. Having worked with the Stones on
an album, | can see how some of the
songs would not work with the Stones.
He's got a good bit of material, he's
gonna have a lot to choose from. Again,
my role with the Stones and with Mick on
his solo project is as a catalyst, to add
some color and to make things jell
among the different instruments.”

Was Mick feeling much pressure to
come up with an album as strong as a
Stones record? “Jagger...I'll tell you one
thing, if he ever feels pressure, he never
shows it,” says Leavell. "He's a really
calm, cool, collected guy. The songs
are great—everything | heard turned
me on. He's not going to have any prob-
lem with people getting into that album.”

As for his own work, Leavell often
plays around the South with a quartet
that serves as an outlet to perform his
compositions. He's also had an on-
again/off-again band relationship with
various members of the Southern rock
mafia, including tours this past year with
former Wet Willie vocalist/sax man
Jimmy Hall, and ex-Allmans guitarist
Dickey Betts (“It's no secret that Dic-
key's not the most consistent player in
the world, but when he's on, there’s no-
body better”) and drummer Butch
Trucks. In addition, the former acoustic
purist has also become deeply in-
terested in synthesizers and conducts
clinics for Korg, with whom he has an
endorsement arrangement.

But his main concern now is to get a
solo album done. "You know every situ-
ation I've been in over the past ten years
has dictated that | should not do a solo
album,” Leavell says with some impa-
tience, possibly borne of a quiet realiza-
tion of the limits to the “whole is greater
than the parts” theory. "With the Allman

IT'S A GAME.

It's @ game on a board.
You make the moves.
The moves are pafterns
« across the board
» along the strings
» & diagonally.

PLAY IT.

THE CHAPMAN STICK

List price is $945.
for instrument, case,

Delivery is immediate.

LA, CA90046. Call (213) 656-6878.

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

TOUCHBOARD.

stereo cord & lesson book.

Stick Enterprises, Inc., 8320 Yucca Trail,
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Leavell from previous page

Brothers, it was, ‘Well, wait till the next
Allman Brothers album comes out. Then
you'll be more valid as an artist.” Then
the Alliman Brothers broke up, ard | put
together Sea Level. Then it was, ‘Well, if
you do a solo album now, it's gonna be
so much like Sea Level that you'll dis-
tract from that audience.” Then Sea
Level broke up, and it was the Stones,
and | wanted to wait and do that. So now
I'm in a position to say, ‘Dammit, there
ain't no reason for me not to do it. I'm
gonnadoit.”

Hancock from page 60

were holding the record companies’ fi-
nancial picture together. But at the
same time, it was almost like having two
companies: the white company and the
black company.

And the musicians don't think that
way. I'm not thinking that I'm making
superfunk black music for only one au-
dience. I'm making music that | feel is
valid and | hope it gets exposed to the
people who might like it. So dealing with
this competition gave me a problem,
because the black music department
wanted the credit for breaking the rec-
ord. That meant the pop deparment
wouldn't even touch the record until it
was broken on the black stations, in the

90

black market. Then if it was cross-over
material they'd try to cross it over. But |
think that'’s starting to change because
of video. Now you see more black
groups with rock elements-

MUSICIAN: “Junku” on Sound-System
feels like some of the African pop music
on the Sound D'Afrique anthologies.
Have you listened to much African pop?
HANCOCK: A little. Not a whole lot. |
was commissioned to write that by ABC
TV for the Olympic field events. | wanted
to do a piece of music that had an inter-
national flavor to it. | wanted something
that had an ethnic undertone, with a
kind of American thing on top. Around
that same time Bill Laswell, who pro-
duced Future Shock and Sound-Sys-
tem, was working with Foday Suso,
who's from Gambia, on ideas for my
album. it was perfect timing.

Having the Fairlight has led to some
different kind of ethnic rhythms. We
sampled atrain sound and found that as
a rhythm device it can sound real funky
and powerful. It was the sound of the
clack of the wheels going over the ties.
It sounded like, “Clack clack, rumble
rumble, clack clack, rumble rumble.”
We sampled that whole sound and then
we honed it down to just the clack. | had
it over the full keyboard, and | could play
rhythms with that sound that sounded

really intense and powerful. We used
that at the top of “Metal Beat,”
MUSICIAN: You're one of the very few
players who keeps a foot in each jazz
camp. Why is that so rare?

HANCOCK: People have atendency to
get married to something. | decided a
while ago that if there's any marriage,
it's to music and not to jazz. It's open-
ended. | can do what | want. Since | like
all kinds of music, why not play 'em? You
take a big chance when you do it
Maybe you won't be so good doing the
other stuff. You might lose all your old
following and not gain a new one.
MUSICIAN: But do you feel no obliga-
tion to your old fans? There are people
who'd love to hear you play just one
song from Maiden Voyage.
HANCOCK: I'm not a chauffeur. No-
body would have bought any of my rec-
ords if | were. I'd have had nothing to
say. I'm supposed to be presenting
things to the public, not accepting re-
quests. | call the shots. They don't have
to like it. | really wanted to develop my
career in such a way that | have the free-
dom to do what | want to do, and not
have that considered bizarre. | think I'm
finally at that point. People are no longer
surprised when | come out with some-
thing different. I've done it enough now.
That's what I've wanted all this time.
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The new ProLine™ from Ultimate Support
Systems. . . an exciting series of black keyboard,
speaker and equipment stands that support
your sound in style.

Like our best selling silver stands, the ProLine
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...s0 they're completely portable. And
adapters and options allow the same stand
to be used for a variety of equipment...so
they're extremely versatile.

—_—

Which is all very important.
But the only thing you'll notice when the
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*LISS stands are available through fine music dealers in
your area. For a catalog, send $1 1o

Ultimate ‘)up}wrl Systems, Inc

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

In Canada (B.C.) (604) 270-6626

In Canada (Quebec) (514) 335-2009




Subscribe now and take advantage of our 1 A
lowest discount ever. You SAVE $13 off s’y

the newsstand price.

Name

Address

City. State. Zip,

[ $14 for 12 issues, one year [ Bill me.
(48% off the newsstand price) Initials, please

[ $27 for 24 issues, two years [ Payment enclosed.
(50% off the newsstand price)  Look far issues in 6-8 weeks,




NO POSTAGE
NECESSARY IF

MAILED IN THE
UNITED STATES

=l
be———————————— ]
=
=
_————au—
BUSINESS REPLY MAIL —
FIRST CLASS PERMIT NO. 663 MARION, OH e ———
L—————————————
POSTAGE WILL BE PAID BY ADDRESSEE ———
a1
]
e}
e —————————
SUBSCRIPTION DEPT. e
P.O. BOX 1923 ——
=

MARION, OH 43306



KAMAN Music Distributors, P.O. Box 507. Bloomfield, CT 06002

You will rarely hear players state that built-in pickups or
electronics are the heart of a guitar’'s sound.

Basic construction of the:
instrument still remains most
important to them.

Intonation, neck action and
the character of Takamine's
unigue sound are only en-
hanced by our state-of-the-art
Palathetic® electronic pickup
system.

Play and hear why Takamine
has created a new meaning for
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The Complete Blue Note & Pacific Jazz
Recordings Of Clifford Brown, The
Complete Pacific Jazz Small Group Re-
cordings Of Art Pepper; The Complete
Biue Note Forties Recordings Of lke
Quebec And John Hardee; The Com-
plete Recordings Of The Port Of Harlem
Jazzmen (all Mosaic). The five-record
Clifford Brown marks the first intelligent
LP compilation of the charismatic
trumpeter's early Blue Notes as a side-
man with Lou Donaldson, J.J. Joknson
and Art Blakey (A Night At Birdland); his
first date as a leader for the same label;
and a carefree blowing date for Pacific
Jazz. Thirty years later, this music still
sizzles, and that it belongs in every jazz
record collection should go without say-
ing. The three-record Art Pepper dates
from the period when the alte saxophon-
ist was chafing against the restraints of
50s West Coast cool; far from enervat-
ing his music, however, the resultant
tensian & what gives it its emotional
clout, and not surprisingly, the best of
these sessions is the one which nods
most overtly in the directior of the East
Coast (with Jimmy Heath arrangements
and the similarly divided Chet Baker as
co-star). Quebec and Hardee are for-
gotten men of the 1940s—hard boiled
tenors whose vulnerability came to light
on ballads, a form of which they were
masters. The material on the four-rec-
ord bex they split between them will be
familiar to only a handful of collectors,
as will the bulk of material on the Port Of
Harlem LP, which features incandes-
cent performances by Sidney Bechet,
J.C. Higginbotham, and (especially)
trumpeter Frankie Newton — like Que-
bec and Hardee, a shamefully ne-
glected stylist. But enough particulars.
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If you're reading this page, the news
that there are four new Mosaic Limited
editions——and that each upholds the
standard of last year's Monk, Mulligan,
and boogie woogie sets, with copious
alternate takes, previously unissued ti-
tles, complete discographies, informa-
tive liner essays, vintage photos, quiet
pressings, luminous remasterings, rice
paper sleeves, and durable boxes—
should be all the information you need.
Definitive in every way, and available
only by mail order from 1341 Ocean
Ave., Suite 135, Santa Monica, CA
90401.

Vienna Art Orchestra - The Mini-
malism Of Erik Satie (hatART, from New
Music Distribution Service, 500 Broad;
way, New York, NY 10012); Pierre
Dorge & Jungle Orchestra — Brikama
(SteepleChase). The two-record Satie
represents a gambit even more brazen
than last year's From No Time To Rag-
time—a (mostly) successful (and re-
markably faithful) jazz recasting of the
music of the flintiest of the French im-
pressionists by vibist Woody Schabata,
singer Lauren Newton, and the horns of
the Vienna Art Orchestra under the di-
rection of leader Mathias Ruegg, who is
quickly establishing himself as a
pacesetter in the still largely uncharted
field of contemporary big band jazz.
Likewise Dorge, a Danish guitarist and
big band leader to whom “jungle” sig-
nifies the Cotton Club as well as the
bush, with harmolodics, Django Rein-
hardt, Dolphy, dada, and serialist coun-
terpoint tossed in for good measure.
Heady music, boldly envisioned and
deftly played.

Beaver Harris — Don Pullen 360° Ex-
perience — A Well Kept Secret (Shemp,
611 Broadway, Suite 415, New York, NY
10012); Hamiet Bluiett— Ebu (Soul
Note/PolyGram Special Imports). The
first release on a new label named after
producer Hal Wilner's favorite Stooge is
one of the year's finest, if only by virtue
of being the first to capture the full
measure of the versatile band (now de-
funct, | think) co-led by drummer Harris
and pianist Pullen and also featuring
Bluiett, Ricky Ford, bassist Buster Wil-
liams, and steel drummer Francis
Haynes. Meanwhile, the format of the
Bluiett LP is ordinary in the extreme—
quartet ballads and blues. But the blues
come on like gangbusters, the ballads

T-A-K-E-S

ache, and there's nothing ordinary
about the leader, arguably the most
talented baritone saxophonist to walk
the earth since Chaloff—and perhaps
since Carney.

John Carter — A Suite Of Early Amer-
ican Folk Pieces For Solo Clarinet
(Moers Music/N.M.D.S.). The biuesy
gaiety that steals through Carter's octet
writing is unaccountably absent from
his works for solo clarinet (these are
Carter originals, and not very earthy,
whatever the album title might imply).
On the other hand, unaccompanied re-
citals like this one allow him more free-
dom to explore the sonic potential of his
instrument, and that’s a fair tradeoff, be-
cause there is no more resourceful
clarinetist currently active in a post-
modern idiom.

Count Basie —Kansas City Style
(RCA). A straight reissue of the long out-
of-print Count Basie In Kansas City
(Vantage), boasting two complete ses-
sions by the Benny Moten Orchestra
Basie was soon to inherit (the 1929
“Jones Law Blues” and the 1932 “Prince
Of Wales" dates). Since this at least rep-
resents a step in the right direction, I'l
applaud the reappearance of this
paradigmatic music rather than ques-
tion the machinations that resulted in its
disappearance from the catalog in the
first place. Now, what about pre-Basie
Moten, RCA? And what about the Basie
leviathan of the mid-1940s?

Steve Lacy - Two, Five & Six (hatART/
N.M.D.S.). Another in the long string of
exemplary double albums by the so-
prano saxophonist, this one especially
noteworthy for the passion and celerity
of his discourses with alter ego Steve
Potts.

Jimmy Lyons - Wee Sneezawee
(Black Saint/PSl). This would be a per-
fect record if only the jump tempos
didn’t slow down so perceptibly to ac-
commodate Karen Borca's bassoon
solos (the problem is inherent in the in-
strument, not the player). As it is,
though, this still forwards proof that
Cecil Taylor's longtime aide de camp is
an estimable composer and band-
leader in his own right (that he is an
estimable soloist no longer needs prov-
ing, though his resemblance to Cole-
man here is bound to turn some heads).
And if you've been wondering whatever
happened to Raphe Malik...well, here
you are.

Francis Davis




Rnd)uﬂmn e .ot associatzd with CBS, Inc. ©2983 Seymour Duncan.

=4



AAAAAAA AR AN AT A AT A AT A A Aokok ko ki

Satin Pants
S-p-a-rn-d-e-x Jeans - Leather Jears

[~ Soiin Sales Co Uoc 314 |

7 South 5th St., Minneapolis, MN 55402
# 1O ORDER: C.CD. OR CHARGE %
# CALL TOLL FREE 4-800-328-0965 *
M We ship the saome day you calll!
« Write for catalog - Enclose $4 - Refundabte
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~ ANNOUNCEMENTS

PAN IS 10,000 CONTACTS, RECORD Promo-
tion, Industry-wide refergals, the National Club and
College Circuits, free Career Counseling, bi-
weekly tip sheets of new opportunities, an open
door to Labels, Products and Publishers, yadayada-
yada (whew...}. If you need it, PAN has it. For mem-
bership info and a sample tip sheet, send $1 to:
PERFORMING ARTISTS NETWORK OF NORTH
AMERICA, PO BOX 162-M, Skippack, PA 19474
(215) 489-4640.

~ BOOKS/PUBLICATIONS

ROCK MUSIC BOOKS at DISCOUNT
PRICES. PRIEST Defenders of the Faith $9.95
ORIGINAL BLACKMOCRE $7.95 BARK AT THE
MOON $9.95. VAN HALEN 1984 $10 95 OZZY OS-
BOURNE Songbook $8 95 ZEPPELIN Complete
Guitar $9.95. SABBATH Shattering Souncs $7.95.
CUSTOMISING YOUR ELECTRIC GUITAR $7.95.
Electronic Projects For Musicians $14.95. RUSH
Complete $19.95. IRON MAIDEN SONGBOOK
$12.95. FIX YOUR AXE $7.95. Guitar Techr ques Of
RUSH $6.95. MOTLEY CRUE Songbook $9.95.
FREE CATALOG: DISCOUNT MUSIC WARE-
HOUSE, PO Box 212M, Lindenhurst, NY 1757

EMPLOYMENT

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

INSTRUCTIONS

GUITAR INSTRUCTION BOOK. The Right
Touch—the art of hammering with the right hand
(Van Halen technique) $8.95. Scale Power {modes)
$5.95. Teach Yourself Lead $6.95. Teach Yourself
Rock Bass $6.95. Bas: Guitar Complete $9.95
Guitar Tricks $5.00. More Guitar Tricks $6.00.
POWER CHORDING $5 95. SCALES AND MODES
IN THE BEGINNING $9.95. THE HEAVY GUITAR
BIBLE $10. STEP-BY-STEP ROCK GUITAR $7.95
CHORD CHEMISTRY $8.95. Free catalog: DIS-
COUNT MUSIC WAREHQUSE, PO Box 212M, Lin-
denhurst, NY 11757

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

PLAY ANY SONG OR SOLO by ear instantly!
Guaranteed! IMPROVISE LIKE THE MASTERS. Ex-
citing new method makes it easy Free information!
Write today. BATES MUSIC-MJ, 2717 Aldric:h South,
Minneapolis, MN 55408

START YOUR OWN MUSIC SCHOQL with a
complete "how to” text containing over 70 tested
forms. BUSINESS OF EDUCATION—three-ring
binder with print ready forms--$60 Soft cover edi-
tion—$15. Send check or money order to NAMM,
5140 Avenida Encinas, Carlsbad, CA 92008.

IF YOU DON'T KNOW OR HAVE JUST started
to learn about music, this is the information you
need. MUSIC THEORY SIMPLIFIED, $4.95:
ANGULAR PUBLISHING, PO Box 2128, Odessa,
TX 79760.

INSTRUMENTS

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

FREE CATALOG — UNBELIEVABLE DIS-
COUNTS on all accessories and instruments. Write:
STIX-N-FRETS, PO Box 49, Smithtown, NY 11787

DRUMMERS! Drum Recovering Kits are avail-
able. Over 30 choices for Pearls, Sparkles, Flames
and Woodgrains. Send $1.00 for full info and sam-
ples (refundable on first purchase). PRECISION

DRUM COMPANY, Dept. A, 151 California Road,
Yorktown Heights, NY 10598

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

EFFECTS—STRINGS: All major brands. Low-
est prices anywhere. Send $1.00 for catalog worth
$3.00 off first purchase. NSM DISCOUNT MUSIC,
107 Munroe Street, Lynn, MA 01901

A

4
1100 N. Washington, P.O. Box 14210mne Lansing, M148901
(517) 372-7890

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

STRINGS, PICKS, PICKUPS at Discount
Prices! We carry only high quality name brand mer-
chandise. FREE price list. MAIL AMERICA, PO Box
8939, Baltimore, MD 21222.

INNOVATIVE MIDI SOFTWARE

for Commodors Computers

DR. T’s MUSIC SOFTWARE

We believe that our KEYBOARD CONTROLLED
SEQUENCER is by far the most fiexible and
powerful MIOI sequencer software on the
market. It has ail of the ‘standard’ sequencer
features piws many others designed for com-
pOSItION, IMProvisaton, recoroing, and pertor-
mance. Retail price, $100.00.

Qur OX7 PATCH LIBRARIAN provides conve:
nent ediing and pnnting, and nexpensive
diskette storage of DX7 patches. Retail pnce
$75.00.

DR. T°s MUSIC SOFTWARE c/o Emite Tobenteid

24 Laxington Street, Watertown, MA 02172
or call 817-926-3564 for more information.

VINTAGE INSTRUMENTS FOR SALE:
Guitars, Mandolins, Banjos, Rock, Bluegrass, Jazz
Send for free in-stock list. LARK STREET MUSIC
221 Lark Street, Albany, NY 12210 (518) 463-6033
except Saturday. Always buying used instruments
We ship everywhere

ARE YOU WILLING TO SAVE MONEY ON
gutars tuners, mics, strings, drum heads, etc.?

all or write the mail order professionals today! KAY
PAUL MUSIC, 9666 Red Arrow, Bridgman, MI
49106. (616) 465-3629

MUSICIANS

1985 MUSIC BUSINESS DIRECTORY - Com-
plete current listing of over 1,000 Record Com-
panies, Music Publishers, Producers, Managers
and Booking Agents. Send $12.95 check or money
order to: TOP TEN MUSIC, 130 West 72 Street, New
York City, NY 10023

ROADIES—Sound Techs, L.D.'s, Stage Techs,
new service lists available techs, sent to all major
management and production companies. Details
send $1.00 plus S.A.S.E. to: “GIGS," PO Box 70, Bir-
mingham, MI 48012

32 VOICE PACKAGE FOR YAMAHA DX-7.
32 exciting new sounds in the form of Voice Data
Sheets which you enter into the Internal Memory or
an external RAM Cartridge—Complete instructions
and performance tips included. (20 Voice Data
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Cassettes for DX-9 available soon.) For informaticn
write: R.L. PRODUCTIONS, PO Box 4692, Bay Ter-
race, New York City NY 11360-4692

PUT SOME FLASH INTO YOUR ACT. Com-
plete plans for irexpensive, easy-to-build fog
generator. Safe, proven design. $9.95 check or
money order to: BRINE ENTERPRISES, 605 S. EIm,
Champaign, IL 61820.

IT'S FINALLY HERE!! A toll-free, nationwioe
MUSICIAN INFORMATION CENTER. Vital to Pro/
Amateur musicians. For info call 215-927-5190
leave name address or write: DBM NETWORK, PO
Box 54202, Philadelphia, PA 19105

MISCELLANEOUS

o

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

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

OPPORTUNITIES

HOW TO GET A RECORD DEAL. CPA spends
2 years researching current methods of successfu
record industry clients including producers, A&R
people and label executives. Satisfaction guaran
teed. For FREE information, send self-addressed
stamped envelope to: MUSIC BUSINESS PUBLI-
CATIONS 1B, 10900 NE 8th, Suite 169, Box 97008
Bellevue, WA 98009

PHOTOS/POSTERS

COLOR CONCERT PHOTOS! Huge selection
hundreds of rock, country, southern bands. Send
$2 for beautiful illustrated photo catalog. Mention
your favorite. SMILE PHOTOS LTD., Box 15293-M,
Chesapeake, VA 23320-0293

RECORDS/TAPES

FANS OF WORLD CLASS ART ROCK!Hear
Pekka Pohjola’s classic album Everyman on Break
thru Records. Free catalog featuring rock and jazz
fusion. SCANAM MUSIC, 2 Lincoln Square, New
York City, NY 10023

NEW WAVE FANS! RED HOT MUSIC! As
your favorites A-Z. $1 for exclusive catalog. MUSIC
UNLIMITED, Box 25388-MC, Washington, D.C

20007.

" SERVICES

PUBLICITY PHOTOS COPIED. 500 B&w
glossy 8x10s for $69.95. Free price list & pape
samples. MUSICIAN'S PHOTO SERVICE, 706 N
76th, Seattie, WA 98103

RUN YOUR CLASSIFIED AD in America's #°
Trade Music Magazine. Minimum ad order $40
ABC audited $2 00 per word. Display $68.00 pe”
columininch Major credit cards accepted. Call Jeff
at BILLBOARD MAGAZINE (800) 223-7524

SONGWRITERS

MULTI-TRACK DEMOS AND LEAD SHEETS
for your original songs. Free info. EGI MUSIC SER
VICES, PO Box 166, Kearny, NJ 07032.

SONGWRITING: A STRUCTURED AP
PROACH by Robert Berger is a book for songwrit
ers wko want to write in any of today's styles (R&R
R&B, Country, etc.). Each chapter covers a phase
of the songwriter's craft: the creative process for the
basic idea, development of lyric and music, critique
and rewrite, demo techniques, and marketing
strategies. This 108-page quality paperback has 20
illustrations, glossary. index and bibliography. it i
available post-paid for $9.95 from BF MUSIC, PO
Box 99052, San Diego, CA 92109. Satisfaction
guaranteed.

MORE CLASSIFIEDS ON PAGE 98




Vocalists suffering from
fatigue, hoarseness, and
the inability to realize
their full range, power,
and timbre will discover
a new dimension in
their vocal abilities by
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 vears.

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.

Singing Energy is required
reading for anyone who
wishes to become aware of a
new dimension in energizing
the singing voicel

GANTONE NETHOD o VOICE MODUCTION

SINGING ENERGY

Ilustrated
IN THE oy

Hmrd Cover.
81" Xlﬂ’/&

WORLDWIDE
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.

©1984 GAN-TONE PRODUCTIONS
GAN-TONE IS A REGISTERED TRADEMARK OF GAN-TONE/PRODUCTIONS

MAIL ORBER FORM -85

Please send me copies of SINGING ENERGY iu the Gan-Tone
Method of Voice Production @ $37 50 each, which includes postage,
handling and sales tax. (Qutside U.S.A., $38.50.) Includes a money-
back guarantee.

NAME
ADDRESS
CITY STATE zZip

Send to: GAN-TONE PRODUCTIONS, Carnegie Hall, Studio 1105,
881 7th Avenue, New York City, NY 10019. J
(Allow 3 to's weeks for delivery.)

GAN-TONE PUBLISHING CO.

LARYNGEAL-PELVIC * FUSION * AWARENESS




SAVE BY BUILDING
OUR RACK MOUNT

STUDIO
EQUIPMENT

UADRAF — four separate fre-
quency bands of distortion are mixed
for the smoothest fuzz you've ever
heard. no.6720...... .....$39.88

HY — the
cleanest, widest range, most versatile
flanger anywhere at any price.

NOOFB0 . o sivivdioinsiernis . $149.95
VOCODER — unmatched perfor-
mance in a versatile, low cost rack
package. no.6710...... ....599.95

T — user's agree, short

of studio plate systems, you won't
find a better reverb at any price.
no.6740.......... 5 :

ADD $3 SHIPPING
FOR EACH KIT ORDERED

Innovative, cost effective designs by
Craig Anderton in easy to assemble
kits from:

PBAA Electronics, Inc.

Direct mail orders and inquiries to: Dept. 11
1020 W. Wilshire ., Oklahoma City, OK 73116 - (405)843-9626
Ask for your free catalog.

CHARGE TO VISA ORMC TOLL-FREE

1-800-654-8657 9aM 1o 5PM CST MON-FRI

LEARN SONGWRITING & COMPOSE MUSIC.
Professional instruction by mail. For course de-
scription: AMERICAN CORRESPONDENCE INSTI-
TUTE Box 31021-F, Cleveland, OH 44131

T-SHIRTS

ROCK N ROLL T-SHIRTS. Get alil yourfavome
instruments detailed with our ZANY characters.
Definitely the class T-shirts of rock n roll. Send for
free catalog. QB PROMOTIONS, Box 188, Queens-
ville, Ontario, Canada. LOG 1RO.

READER SERVICE

The following compames would tove to send you intormation on
therr products and services. Just send along this column with
your choices checked and we'll do the rest. Allow 6-9 weeks for
delvery.

[0 Korg MIDI System, pg. 2,3

O Shure Mics, 17

[J Roland Synths & MIDI, 8, 9

[ Ibanez Rack Effects, 15 [ Synchronous

[ Peavey, 18 Technologies, 74

[ Carver Amps, 21 [ Seymour Duncan, 75
[ Fostex, 23 [ Scholz Research, 77
[JJBL.4 [ Newmark Mixers, 78
[ Otari, 24 [0 Calzone Cases, 79

[ Simmons Drums, 28, 29 [ Takamine Guitars, 83
[ Dean Markiey Amps, 35 [] Celestion Speakers, 85
[0 Yamaha Drumns, 37 [ Steinberger Bass, 86
[ Kurzweil Synths, 44, 45 [ Audiotek, 86
[ Ensoniq Synths, 52, 57 [ Decillionix Software, 88
[ Boss Effects, 54 [ The Stick, 89
[ AKAI Synths, 59 [ EMG Pickups, 89
[ LinnDrum Machines, 61 [] Ultimate Support
[ Oberheim Synths, 62 Systerns, 90
[ TASCAM, 65 [ Gantone Vocal Method, 95/
[ Sequential Circuits, 69 [ DOD Electronics, 99
[ Casio Synths, 73 [ Yamaha, 100
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Jarreau from page 26

ing a recent interpolation of “Biue
Rondo” (from the Breakin' Away LP) as
evidence: “I think I've broadened. Obvi-
ously it's not the same format, and
hardcore jazzers aren't hearing what
they heard before, but | think I've disci-
plined myself more in the studio. it may
not be as attractive for early listeners as
some of those wild and woolly perfor-
mances where each song had a scatted
chorus. But,” Jarreau laughs, “it has be-
come attractive for a lot of people.”

In live performance Jarreau hasn't
lost an ounce of energy or commitment.
He makes a few amends to age by sing-
ing in lower registers (even “in an indus-
try that leans more toward boy sopra-
nos,” he notes wryly) and warms up
before concerts with an hour of solfége
(scales). "l learned that in the clubs,” he
says, “to be second-set ready for the
first set.” He's also taking acting classes
in preparation for an upcoming film role,
in which he will portray his early idol Nat
King Cole, another pioneering jazz
smoothy who became a popular dar-
ling. Which is just one more sign that
Jarreau has come full circle from those
mornings when Nat crooned on Daddy-
O Daily, and Al dreamed of becoming a
preacher. “Yeah," he says, "itis like that
onstage now. Very often I'm right up
there preaching. It's a pulpit.”

Worrell from page 78

servatory—also keeps funk in its place.
“This music is easy, it's nothing,” he
laughs. “For technique you really have
to play Bach or Liszt or Ravel. The
machine is slowly taking over and we're
getting lazier. | won't use a lot of drum
machines—or I'll use drum machines
and real drums, or real clavinet and
maybe synthetic clav sound with some-
thing else on it coming through the
board. It's a new generation of art, syn-
thesizers. What | would do is retain the
old, learn the new and mix it. Without the
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basics this stuff wouldn’t be here in the
first place.”

Just as Worrell seeks a golden mean
between technigue and technology, he
himself exemplifies another ideal bal-
ance: training versus instinct.

“People used to say, ‘'You have to go
to school,’ but | know great musicians
who didn’t have any schooling or col-
lege. You also have to have experience,
the street thing. From the street, you've
got all that life and feeling out there
coming at you. You filter it and put it
back out. You can't feel that through a
book.”

Heaven 17 from page 86

excellent playing in the horn and guitar
departments. More time has been taken
over the songwriting. We used the Fair-
light on this aloum which we didn't on
the previous ones, true. But that's no big
deal. It's just like if your office got a new
electric typewriter or something. [t
doesn’t make anything drastically dif-
ferent. It justimproves your efficiency.”

And that's the end of Mr. Martyn
Ware's fish and chips. How Men Are
does turn out to be a better album than
seemed likely at first, though as Mr.
Ware steps out into a damp London
street and into a taxi, | can’t help won-
dering if yesterday's progressives will
turn out to be tomorrow’s young conser-
vatives after all. It's silly | know, but |
wish he'd worn a suit.

Culture Club from page 51

diose theme, and inauthenticity piles up
on both sides. In one of the most jarring
images in that video, he's dolled-up to
resemble Elizabeth Taylor in a still from
Cleopatra; it seems to speak volumes—
the will to power turns George Sphinx-
like, potentially poisonous. But where
Culture Club’s music and George's
image link up most effectively is where
their humbler, homemade elements
show. The audience he’s built, like his
friend Joan Rivers, has one figurative
question: “Can we talk?" Boy George’s
monumental career task is to keep the
answer affirmative.

——y ¥ ¥ ¥ |
Order your official Musician T-shirt,

Baseball Jersey and _ong Sleeved

Sweat Shirt now. Display the name l

of your favorite magazine on pre-
mium quality cotton/polyester shirts I

Cat. 4| Style [Size (sircie)| Color (circle Qty.| |Price Tolal
MMTS [ T-shirt | S.M. L XL | wht . btk . red «] 800
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DOD proudly announces the FX90 Delay —

a full function, compact pedal with up to 330 ms.
of delay, and a suggested retail price of $139.95.
Now, instead of asking us, ask your DOD dealer—

and take one hame.

DOD Electronics

5639 So. Riley Way

Salt Lake City, Utah 84107
801-268-8400
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THE PERFORMANCE

HAS BEGUN.
BUTITS JUST THE
BEGINNING.

The Yamaha DX7 Its on just about
every recent major album, and in just about
every major band and studio in the country.

And now, you can be out front, strutting
your stuff, with the new KX5 MIDI-controlled,
touch-sensitive remote keyboard.

So all the incredible musical power and
accurate, flexible voicing you get from a DX7
can now be strapped around your shoulders.

But wait folks, this is just the first act.

There’s more coming for the DX7.

A whole series of products that will make the

most amazing synthesizer ever heard into the
most amazing music system ever heard.

'Cause like the song says, “We've only
just begun?”

In the meantime, why not visit your
Yamaha dealer and check out the instrument
that started it all—the DX7.

- Yamaha International Corporation,
Combo Products Division, P.O. Box 6600,
Buena Park, CA 90622. In Canada,

Yamaha Canada Music Ltd., 135 Milner Ave,,
Scarborough, Ont. M1S 3R 1.
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