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Treat Yourself to FREEDOM'

The LIBERATION by MOOG®
gives you the freedom to
move out in front! Sing, rap,
entertain...step out into the
action with the synthesizer
that’s no heavier than

a Les Paul® guitar!

Freedom to express your
innermost musicianship with
the famous MOOG ribbon,
modulation, filter and loud-
ness controls comfortably
under your left-hand while
you add additional nuances
on the touch-sensitive
keyboard.

Freedom to choose from:

A powerful lead-line synthe-
sizer with two audio oscillators,
full-modulation effects, noise-
generator and sample-and-
hold...

OR a totally separate output
section for unique bell-like
ring modulator sounds...

OR a completely polyphonic
keyboard instrument with its
Tom Schuman tone color determined by the
from SPYRO GYRA patented MOOG filter...

OR an external synthesizer
interface that enables you to
play another instrument from
your LIBERATION...

OR all of these in any amounts
through an incredible final out-
put mix where the synthesizer
voice always appears as a lead
line over the polypheony.

Finally the freedom to own
your LIBERATION because
it's available at an unbeliev-
ably affordable price.

* . ‘ ™
I e r q I o h 2500 Walden Ave.
Buffalo, N.Y. 14225




Studiomaster 1s Expanding

mixing consele des.gned for 8 track studios and live performance. We
offer the professional touring band the most affordable 20X8 monitor
mixer available.  And we now manufacture three and five way sterco
crossovers which solve the complex speaker system problems of large
concert arenas. We even make the coolest running, smoothest sound-

We have never been ones to sit around and watch others progress,
Instead, we preter to be the leaders.  And in our ficld, that is how
nunyv regard us. So we apply our energy to expansion . .. growth in
every phase of the develapment of our products.

Our mixers are expandable. Studiomaster was first with the add-on
module concept in affordable professional grade mixers. Whether vou
setect our 12X2h or 16XN4 units, neither will ever limit yvour group or
studio o its originai capacity. By onr fout-channel-at-a-time expander
modules, 2 12X2 can become a 24X2 in minutes. A 16X4 will change
into a 20X4 almost immediately, and without the hassie of dangling
cables that can canse shorting or transporting difficulty.

Our fecatures are expanding.  As pioncers in the more-feature-per-
dollar arca, Studivmaster was the first to offer 5 way cqualization on
an alfordable mixer, We siili are. Our 16X mixer was the first studio
quality desk that allowed the operator to have 4 separate stage (or
studiol mix for the performers while still sendimg an independant,
unalfected mix to the tape recorder. No competition yet. And now,
our mixers come with direct infout channel pawching as standard
cquipment, just one example of our expanded features.

Our product line is expanding.  Studiomaster now has a 16N8

ing 225 watt/channel amplificr around, too.
expanding?

The only thing that really hasn’t kept pace with our cther phases
af expansion is our price tag. It has escalated only a {raction in two
years . and that enly to justify.the extras we offer. So we are
stll the most affordable 16NX4 mixer that money can buy in our per-
formance category.

Maybe you should consider expanding your studio’s or group’s
ability to create. Give us a call at (800) 854-6219 nationally or
(714) 528-3360 in California.  We will give you the name of the
Studiomaster dealer closest to you. 1f vou visit him this month for
a Studiomaster demonstration, you can recewve a Studiomaster 'T-
shirt free from us. Visit him soon to see the continuadly expanding
possibilities of Stadiomaster products.

Did we say we're

FFor more inform.anon about Studiomaster products, please write to Craig Bullingten, National
Sales Manager, Studiomaster, Box 55, Atwoad, California, 92601.



Schecters new

== “Superock”” pickup
blasts with power,

generating
unequalled
crystal brilliance
and rich even
response.

/ See your dealer or send $2.00
' postage & handling for
16 page color catalog.
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GUITAR RESEARCH

USIVELT BY 1N EANATIONAL SALES ASSOCIATES P O BOX 978) ANORTH HOLLYWOOD Ca o'

‘\‘\\\ Sama

Post Office Box 9783= 1
T Hallywpod, CAP1609 - (113) 782,3203 ¢

INTERNATIONAL DISTRIBUTORS

AUSTRALIA Ram Music Trading Co., 348 Punt Road, South Yarra 3141 Yarra Melbourne, Australia (03) 267-4418. BeNeLux Galama Guitar Customizing, Box 594,
Groningen, Hollard, 850-770-725 ENGLAND Chandler Guitars, 199 Sandy Combe Road, Kew, Richmond, Surrey, 01-940 5874. FRANCE Nashville Guitar Workshop,
18 Rue de Douai, 75009 Paris, France, 874-66-13, 285-82-47 GERMANY Musik Schell, Posttach 1235, Bleichereislrasse 2, 7336 Uhingen, West Germany (07161)
38566. JAPAN Moon Corporation, 1F Yamaguckhi, Shoji Building, 24-14 Ebisu 1-Chome, Shibjuya-Ku, Tokyo, 150 Japan. SWEDEN Englund Musik AB, Box 610, S-126 06
HAGERSTEN Stockholm, Sweden 08 97 09 20. SWITZERLAND Zenker Musikinstrumente En Gros, Ch-4003 Basel Postfach, Feierabendstrasse 14-22, 061-229996 &
229997, Telex 64831
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IMRW/USA has demonstrated a constant
ability to change and evolve right along with
the technological revolution currently
manifasting itself in the related fields of
Musical Instruments, Record.ng {Pro, Semi
Pro and Home Recording), Video and Live
Sound. In keeping with this, we will be
knocking off our supplemental "Recording
World'' coverage with special supplements
on Digital Recording and High Performance
Rocords. These wil! not only deal with the

CLASSIFIED

Rates
1 Time: §2.00 per word
3 Times: $1.75 per word
6 Times: 81.50 per word
9 Times: $1.25 per word

12 Times: $1.00 per word

Categories:

Musician’s Forum ({singer; band; specific
musician wanted or ava.lahte}; Instruction;
Used equipment and instruments wanted or
for sale; Repair service {castom or rebuilding

professional apptications for this highly
sophisticated equipment, hut exactly how
they affect you — the potential consumer —
in terms of hardware and software. Also,
due to numerous requests from individual
musicians, we will also be debuting in the
October issue a Classified 3ection covering
all aspects of the contemporary scene —
Details pertinent to this section can be
found below.

Send to:

IM&RW/Y SA Classified
1500 Broadway Suite 1909
New York, N.Y. 10035
(212) 921-9050

* Minimum 10 words
PO Box Nos. and Telephone Nos. count as two words eact
Abbreviations and Zip Code Nos. count as one word each
IM&RW Box Nos. — $3.00 each
Classified Display — $80.00 per column inch, 6 lines per inch

Check/Money Order mwst accompany copy and be received by Thursday onz month
prior to the coming publication. No retail or discount advertising azcepted. All classified
ads accepted at the discretion of the publisher,

work); Rehearsal Studios; Rentals (lighting
and/or sound companies; road/trucking
companies}; Workshops & Seminars; Custom
Recording.
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The Difficulty of Life is the Choice.

Take care to get what you like, or vou
will be forced to like what vou get.

Bernard Shaw

FriceT ang
CASECD
1111 Gordon St. « Hollywood 90038
466-6181

T




MODEL Pry
s Digw SERIAL

ACV and PPA jdentical
to above.

As used by Bob Welch.

For the professional and recording guitarist the new
Electro-Pik " concept is undoubtedly the biggest tech-
nological breakthrough of the decade. It frees your
creative and expressive talents to reach limits previous-
ly unattainable without having to sacrifice your basic
playing technique and artistry or even having to mod-
ify your guitar. You "lead’’ the effect instead of "'fol-
lowing” it with these new metallic Pik* pedals. They
all also act as superh Morley Volume pedals.

Heavyweight of the new line is the Electro-Pik Per-
cussion™. Now you control both the decay time and
character of your sound. The result is an entire range
of clean cutting sharp percussion effects like banjo,
mandolin and many others. Now you also control
your attack to get a spectrum of drawn bow ef-
fects — violin, viola, cello, and even flute, oboe,
organ and synthesizer sounds. Each one is a-
mazingly authentic. Low impedance circuit-
ry enables the pedal to deliver high fidelity
even through the longest cords.

The Electro-Pik Attack Control”™ provides
the drawn bow sounds without the percussion
effects. The Pik”™ electronics renders even the
strongest pluck of the metal string inaudible
and controls its onset to audibility as grad-
ually as you wish o1 with the slash of a
lightening rip.

MORLEY 200pto-electronic u"°""~EY}

failsafe pedals — No pots, gears, or batteries.

MODEC  VCO
SERIAL

The Electro-Pik-a-Wah ™ lets you wah in sync
automatically at a rate impossible to match with
a pedal alone. You wah as fast as you pik without
having to wait for the pedal. The rate of wah sweep
and its highs and lows can be pre-set. It can also
be used as a standard wah volume.

The Volume Compressor is the only foot con-
trolled compressor there is. Far superior to other
compressors, it sustains a constant output to the
amp regardless of input levels and provides long
sustain without amp or fuzz distortion. As with

the Piks”, it can also be used as a standard
superb Morley Volume pedal.
<> * Patent Pending. Terms and names

s

N copyright pending.

'-------------‘
FREE Catalog & Crazy Bumper Sticker. ||}

MORLEY - 6855 Vineland Avenue., GP- n

No. Hollywood, CA 31605 .
(213) 760-3140
““ A NAME IMA-9 l
\ ADDRESS l
Y CITY STATE

ZIP .
s
Eneenensnennnl

We build it failsafe because your career depends on it — and so does ours.
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Brand X

With many fusion in-
novators seemingly
“burnt-out,” Lynden Barter
shows us a prime exam-
ple of a world-class

British band that has
proved it is possible to
escape the clichés.

Southside Johnny
Having cast off the spec-
tre of Springsteen, Mr
Lyon and the Asbury
Jukes show Ed Naha the
hard edge of their new
horn-laden rock sound
that is propelling them out
of the club venues into
the big league.

Rick Marotta

With “studio bands’ all
the rage, John Stix finds
that Rick Marotta’s Ronin
has more “natural roots.”

Gary Burton

One of jazz-rock’s crucial
innovators meanders
through West Coast in-
volvement to his current
happy niche at ECM.

NAMM Review

Costa brings back news
of the “latest and the

greatest” from the sum-
mer NAMM convention.

Tom Verlaine

A breath of fresh air in to-
day’s fog of heavy metal.
Tom’s romantic musical
vision is unravelled by Jim
Farber

Ronnie Laws
Ex-Earth, Wind and Fire
tenor man tells Steve
Brennan how he made it
from school bands to
playing with the “Greats”.

102 John Hammond
Scott Kutina outlines a
man who’s played his
own brand of acoustic
blues with Jimi Hendrix
and many others and
found success even with
today’s demands for
mega-watt masochism.

49 Guitarcheck

The Aria Pro Il “Herb Ellis”
guitar by Stephen Delft.

Effectscheck

Keith Spencer-Allen takes
a look at three of Dod’s
effects pedals — the
Chorus, Overdrive Pre-amp
and Phasor.

Synthcheck
The Moog Prodigy is re-
viewed by Stan Shaw.

53

56

75 In this month’s Grace Notes
J-C Costa checks cut the
reissue of the prewar Martin
D45 acoustic.

82 Speakercheck
Ken Dibble looks at 10-inch
drivers this month.

104 Soundcheck

Dave Mann reviews the Keas
Club 100 powered mixer.

Recording World
89 On Test:

Magnasound’s Condenser
Pickup by Keith Spencer-Allen.

116 On Test:
Shure’s £71 mike by
Keith Spencer-Allen

Playing
10 On Guitar:
by Steve Khan

13 On Bass:
by Jeff Berlin

101 On Sax:

oy Alan Hclmes

General

8 Letters
Readers ask why some of their
fave bands don’t agppear in
IMRW. We explain.

77 Recording Synths
In part 4 Tony Horsman lays
down the timing tracks.

Albums

Chip Stern does a round up of
the most interesting vinyl to
hit the streets this month.

Drum Muting: Dead-
ringers
Chip Stern examines the

Deadringers approach to drum
dampening.

109 Build-A-Solid Guitar

Stephen Delft puts on the final
finish.

95

0
0



Mac fans?
| would like to compliment the
writers of this magazine who
do an extremely good job. The
articles 've read concerning
top rock bands were put to-
gether nicely. | would like to
ask a favor of you. Over the
past several weeks, I've had
well over 100 professional
musicians suggest to me the
possibility of an article on
Fleetwood Mac in your maga-
zine. We are all fans of Fleet-
wood Mac and are captured b

the energy in their music. Even
though quite a number of us
are in to different types of
music which Fleetwood Mac
would not be associated with,
we still would love and ap-
preciate an article written
about them. Let's see Fleet-
wood Mac in the near future.
Thank you very much.

Jon Re

Thanks for the compliments
and the suggestion (are you
sure that was 100 professional
musicians. ..?). This letter
points out a problem that more
and more magazines without
the power and circulation of a
Rolling Stone or People have
been having lately — simply
getting interviews with major
bands or star performers. Be-
sides Fleetwood Mac, who've
turned down repeated re-
quests for interviews, there is a
long list of musicians including
Bruce Springsteen, The
Eagles, Jackson Browne, Tom
Petty, Bob Seger and too
many others who — often its
8

not their decision but one
made bv a manager or publicist
who’s hungry for saturation
coverage — we simply are not
allowed to interview. We fully
intend to keep trying for inter-
views with vyour favorite
bands, but subtle pressure
from readers like vyourself
{write to the management or
booking agent) could definitely
help us along. Editor.

iViesa Boogie
In my copy of your June ‘80
issue ycu list in the Table of
Contents that on page 118
there’s an article on the Mesa
Boogie amp. On my page 118
there is an ad for Syndrum. |
am very interested in this arti-
cle and wonder if this article
will be printed next month or
could | obtain a copy of the ar-
ticle with pictures. | think that
many people would like an in-
depth article on Mesa-boogie.
Lest | forget, you folks have a
wonderfully informative
magazine and | appreciate you
including the prices of the
things you review.
Luke Pennington,
Michigan
Rest assured that it wasn’t on-
ly your issue that had this pro-
blem. The Mesa Boogie piece
had to be bumped from the
June issue at the last moment
and you should be able to pick
it up in this very jssue. Thanks
for noticing. — Editor.

Taken aback

| was somewhat taken aback
by a comment in one of the in-
terviews in /nternational Musi-

cian. The interview itself, one
with Cozy Powell, was fairly
honest in its presentation of
Powell’s career as a profes-
sional musician. The comment
was one concerning Powell's
present band, Rainbow. Cer-
tainly, | can appreciate the fact
that Ritchie Blackmore's ac
complishments with Deep Pur

ple were immense and a rather
difficult act to top. This may be
part of the interviewer’s reason
for denouncing Rainbow. The
unacceptable comment, how-
ever, was the one describing
his style as ‘A mediocre blend
of Beck and Jimmy Page”.
While | respect the abilities and
talents of these musicians, |
find that it is rather an unfair
way to describe a musician, in
terms of his contemporaries.
What bothers me even more is
the fact that Blackmore's play-
ing, a style based somewhat in
the blues, would be so vicious-
ly evaluated as being a blend of
two musicians who were
broken from the same mold,
i.e. the Yardbirds. In saying
this | do not mean to express
criticism of Messrs Beck and
Page, | merely want to express
my rejection of this evaluation
of Mr Blackmore's style.

To add a comment, while
Rainbow has not met with the
commercial success that befell
Deep Purple, the music that
has resulted from this lineup of
musical talent seems to be one
style that fuses some of the
best features of hard rock
classical music and mysticism
in the lyrics. The final produc*

has certainly kept me in-
terested in what Mr Blackmore
will do next. Thank you for tak-
ing the time to read this.
“May | also add that your
magazine is one of the few
music periodicals that one in
the field of popular music can

take seriously. The lack of sen
sationalism in articles and
other critical, unbiased evalua-
tion is surprisingly refreshing.

Peter C. Van Nostrand

Thank you Mr Van Nostrand
for your praise and a very
reasoned response to what can
often be a totally irrational
situation. Without defending
Harry George, one of our UK
freelancers, a few points:
Although Blackmore un-
doubtedly can count the blues
as a partial influence, he is and
always has been essentially a
rock & roller. You are correct
in  pointing out that
Blackmore’s style was not real-
ly from the Yardbirds “"mold”’
— he actually followed Beck
and Page by a few vyears
chronologically but we fail
to see the harm in being
stylistically linked with two of
the better British gquitarists of
the Sixties. Describing a musi-
cian in terms of his contem-
poraries can often be unfair,
but sometimes its the only way
to give other readers a frame of
reference. The word you’re ob-
jecting to in this instance is
“mediocre’’, admittedly a
value judgement, but one the
writer is entitled to make and
one you are just as entitled to
disagree with. — Editor.




Concert tours can be tough on equipment. ..
crew. Speakers dropped off stage, compenents crushed by

forklifts, cabinets bounced in the back of semis. ..

Our Stanley Screamers
Will Outlast Your Roadies

to drive your roadies crazy!
That's why you need Stanley Screamers. They're built to
take the punishment and abuse of constant touring and still

sound great.

and your

it's enough

Together, Altec Lansing and Stanal Sound Ltd. designed
the Stanley Screamers to be the most reliable, dependabie

sound reinforcement system on the road.

Their sturdy enclosures are constructed of non-resonant
plywood, coated with a rugged fiberglass finish, complete
with steel corner caps and recessed carrying handles.

Burbank Studio Center
301 North Golden Ma.l
Burbank, CA 91502
(213) 842-8191

Pro Media

185 Berry St., Suite 3865
San Francisco, CA 94107
(415) 957-1383

Stanal Sound Ltd.
816 E. 25th St.
Kearney, NE 68847
(308) 237-2207

WMT Music & Sound
931 Blairs Ferry Rd.
Cedar Rapids, |A 52406
(319) 395-6000

ALTEC CORPORATION

AAA Swing City Music
1312 Vandalia
Collinsville, 1L 62234
(618) 345-6700

AST (Audio

Speaker Technics)
281 Church St.

New York, NY 10013
(212) 226-7781
(212) 925-8149

Britannia Row Inc.
21-29 45th Rd.
Long Island City,
NY 11101

(212) 729-0600

Dimension Five

Sound Co.

24 N. 3rd St.
Womelsdorf, PA 19567
(215) 589-2546

Quantum Audio Inc.
200 Park Ave. South
New York, NY 10003
(212) 260-2300

Adrian’s Efectronics
982 Lower Main St.
Wailuku, Hi 96813
(808) 244-5922

Jobn J. Harding Co.
2825 Valena St.
Honolulu, HI 96819
(808) 836-0944

Abadon-Sun Inc.
10330 Kotzebue

P.0. Box 6520

San Antonio, TX 78217
(512) 824-8781

Larger models even feature harcdwood skids and some have
protective fiberglass lids, too.

To make setup easier, we've also added E-pin AMP
connectors :0 all “road” models. That means you only need
one cable-type to wire your entire system, saving time
and nerves.

Ready to settle dowr? Then check out our “utility” Stanley
Screamer models. They feature the same quality
components inside and out, just minus the lids, skids
and hardware.

So if you want to keep your roadies on this side of sanity,
check out our Stanley Screamers. They're the best form of
therapy we know.

For more information about Stanley Screamers, contact
Altec Lansing or one of the Altec Lansing Prcfessional Sound
Dealers listed below

Altec Lansing—The Sound of Experience

Crossroads Audio Sound and Multi-Sonus, Inc.

4535 McKinney Ave. Communications, Inc. *099 Jay Street

Dallas, TX 75205 5466 North State Rochester, NY 14611

(214) 528-0600 Jackson, MS 39206 (716) 436-7330
(601) 982-2080

S TANLEY
SCREAMERS

XSy (el 1515 S. Manchester Ave.
Anaheim, CA 92803



Steve Khan

First, let’s get one thing out
of the way, Pat is a good
friend, and 1 unashamedly
adore and admire him and his
work. Along with George
Benson, he is one of the last
players to have paid those
invaluable organ trio dues in
full and truly distinguish
himself as a unique composer
and voice on his instrument.
The solo we're going to look at
comes from his second album
as a leader for the now defunct
Prestige label; the album was
Strings (PR 7547), and was
recorded in September, 1967
and, though long since out of
print, if you do some serious
hunting, you just might be able
to find it. Anyway, we're going
to do quite a detailed analysis
of this solo, but — remember
this — in the greater scope of
things, all that I’'m about to say
is essentially meaningless
because what stands on record
of this improvisation is one
moment in time. Pat sat down
and played, and, on this
particular take, this is what
came out. He was not thinking
about any of the stuff I'm
about to say; though his great
knowledge and training
obviously contributed to the
seemingly endless flow of his
spontaneous creativity. So,

with that in mind, we'll
proceed.
Before we look at the

specifics of the solo, we'll take
a look at what Martino’s
playing on top of. Basically,
it's a simple one-chord vamp
with a very strong quarter note
pulse driven home by the
cowbell on the record. Now, if

we're to look at this
harmonically, we have an
extended A7 vamp — looking

at this in terms of the root this
would modally bring us to the
A mixolydian mode (A, B,
C sharp, D, E, F sharp, G). So,
at its simplest, these are the
given conditions.

| remember when | was at
U.C.L.A. and | used to play
this tune for a lot of my friends
who were hard-core rock & roll
or R&B fans. W.ithout
exception, they’d always

Steve Khan has recorded
three solo albums —
“Tightrope, " ““The Blue Man"’

and “Arrows.”” He is also the
author of ""The Wes
Montgomery Guitar Folio”
and has worked as a session
mwusician for such noted
people as Billy Joel, James
Brown, Phoebe Snow, Dexter
Gordon, the Brecker Brothers
and Steely Dan, to name but
a few.

describe the guitar solo as very
“jazzy'' even though it was
being played over a repeated
groove with a strong pulse.
The sound of the guitar
notwithstanding, | couldn’t see
why they couldn’t relate to
this, since guitarists like Eric
Clapton, Mike Bloomfieid, Jimi
Hendrix, Carlos Santana and
others were experimenting
with improvising over vamps
which yielded modes. So, |
was led to ask myself what
makes this sound so jazzy? For
me, the answer lies in two
words — Model chromaticism.
While some of the other
players mentioned played with
the modes, they usually just
used the scale tones and blues
nuances. What separates Pat
from them, is his usage of the
modes — with the insertion of
some very specific chromatic
passing tones and upper and
lower neighbors.

On a dominant 7th chord
vamp such as this, one of the
tricks to produce some of the
prettier extendecd tones is to
superimpose the ii7 chord
{we'll think of the A’ as a sort
of non-resolving V’ chord. So,
if you play an Em7(9) over this
you've got E-G-B-D-Fsharp,

e Y T VY- V- T U N - . S Y. Ve 'é\»
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PAT MARTINO: STRINGS
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The sound is resonant. Powerful.

The look and feel are rock-solid. The craftsmanship is uncompromised.
The total effect is nothing short of electrifying.

Yamaha drums.
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C.EEMARTIN ASKS YOU TO
COMPARE SIGMA QUALITY AND

PRICE WITH ITS COMPETITION

To celebrate our tenth year, Sigma guitars introduces
the limited edition D-""10"" anniversry model.
Appointment for appointment, Sigma has created an
attractive reasonably priced guitar. Drawing on
traditions developed by The CF Martin Organisation,
Sigma continues to provide quality and service in each
instrument.
The anniversary model combines features such as:
Natural select solid spruce top
Matched mahogany back and sides
Tortoiseshell type pickguard with
matching body binding
Rosewood fingerboard with diamond and square
position markers
Distinctive Sigma Guitars headstock design
Individual diecast close-ratio tuning machines
We feel that our Sigma offers more value than its direct
competition. Compare the D-"10" with guitars in a
similar price range.

Our participating Sigma dealers are prepared to help
you make the comparison. Ask them to help you make
the choice. For additional information and the Sigma
dealers who have this instrument, please call toll free
800-345-3103. In PA call (215) 759-2091.

THE CF MARTIN ORGANISATION
NAZARETH, PA 18064
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On Bass:

Jeff Berlin

After a short break, I'm
ready to resume writing the
bass column. This particular
article, however, will not be a
very palatable one. In fact, it
will probably leave a bitter
taste, especially to those of
you who have written letters to
me. Mainly because | am going
to comment gquite bluntly
about what | think of vyour
questions and comments.
Before | do, | should remind
you that | speak from a certain
level of musicianship that I've
worked hard to attain. And it's
really not a superiority complex
that influences the following
comments — | simply take my
readers seriously, and | assume
that most of ycu have a strong
desire to excell as plavers.

However, judging from the
majority of the mail | receive,
most of you simply do not care
enough about music to ever
really do anvthing with it.
Where are ycur eyes? Don’t
you read the words I've written
in the past “On Bass” col-
umns? Why do you ask me
what school to attend when
I’'ve stressed Berklee College in
at least two columns? Why ask
me what books to study when
I've already mentioned the
valuable information available
ir trombone books and by
transposing jgzz tunes into
bass clefs? I've already receiv-
ed letters from plavers saving
they don’t know what to listen
to after I'd suggested listening
material from A to Z.
Remember my comments
about varying vour listening
rather than only listening to
rock or the big jazz-rock
groups? | suggested that you
listen to soul music, all forms
of jazz, funk, Reggae, Salsa,
Gospel, ethnic music from
Africa, the Carribean and In-
dia.

And in every single letter,
the writer prcfessed to like my
column. How in the hell can
anybody like it if they don’t
read it? Why do vou tell me
that you “don’t know what to
study” or you “don’t know
what to listen to,”” when
there's a lot of this kind of in-

formation to be found in every
calumn. One clown wrote to
me that ke was a great ta'ent
on the bass and, if | didn't
write back to him, it would
haunt me in the future!
Another Ly said that all the
musicians he plays with are
children and if they didn't
listen to what he saiq, he'd
“kick ‘er in the ass.” Still
another iluminated heacon of
talent asked for family news
about my mother, n'y brother
and my little sister — and wkhat
kind of technique did the bass
player from Ten Years After
use? This is all a rndiculaus
waste o' time mine and
yours. Aren’t there enough
suggestions from my column
to prevent you from writing
these insipid letters?

If you want to know what to
listen to, listen to Ornette Col
eman, Miles Davis, 3ill Evans,
James Brown, Sam Cooke,
Charlie Hagen, Carla Bley, Otis
Redding Jimi Hendrix, Eric
Kloss, Manler, Brahms, Bach,
John Caltrane, Tower of
Power, King Curtis, Arthur
Blythe, Beethoven and Scott
LeFaro just to name a few!

You don’'t know what to
study? Aren’t there ary piano
teachers in your town, or
within a few miles? No
quitarists, drummers or horn
players who could play with
you or teach you? You should
study piana even if you never
intend to play it professionally.
Is there a show playing in your
town where live plavers ate us
ed? If so, have you gone down

to introduce vyourself to the
|(continued on page 73)
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Percy Jones

John Goodsall

Peter Robinson

BREAKING DOWN

THE BARRIERS

14

It all started in the late Sixties, when
phrases like ‘'breaking down the barriers”
and ""'musical hybrid’’ wete thrown about as
freely as frisbees. The barners in question
were those between jazz and rock zrd the
idea of merging the two was considered fresh
and exciting. A plethora of young English
musicians, tired of the excesses of acid rock,
decided o dig out their Mingus and Coitrane
albums to pick up a few tips. If only they
could marry the rrusicianship and imagina-
tion of jazz with the adrenalin of
rock. ..these college types’ minds boggted
briefly before donning cool shades and diving
into the rehearsal basement.

Saturday afternoons just wouldn't have
been the same without the Soft Machine,
agumented by the front fine of Keith Tippett's
group, blasting away far 20 minutes on the
John Peel radio show (you were really coot if
you liked bands that played nan-stop for 20
minutes).

Meanwhile across the Atlantic, similar
ideas were stirring. Miles Davis was preparing
the ground with a whole string of albums —
Filles de Kilimanjaro, In & Silent Way ana Bit-
ches Brew, the ultimate status symbol for
cool college kids. The Tony Wiliams’
Lifetime decided 10 mix free jazz with elec-
tronic rock, with potentially explosive effect
(they were largely ignored).

Then it happened. Ex-Miles and Tcny
Williams guitarist John Mclaughlin got
religion, formed a band of virtuoso musicians
and cclled it the Mahavishnu Orchestra. The
Second Wave of Jazz-Rock was born. Eight
years later and the idea of a union between
jazz and rock isr’t so exciting. There's even
an establisned name for it — *"fusion”. Manv
of the original innovators have burnt out —

Mclaughlin seems lost for new ideas,
Cobham churns out cliched disco, Chick Cor-
ea produces mindless schmaltz and Miles
Davis appears to have disappeared up his
own backside.

But there are still a few exceptionally
talented musicians around who strongly
believe that the genre has some creative
mileage left, and they’re determined to prove
it. Some of them regularly get together to
form a loose venture called Brand X, and
whilst believing in the positive aspects of the
music are perfectly aware of the traps in front
of them. As bass player Percy Jones says:
“There's a lot of fusion bands over in
America, some of them are so cliché-ridden.
There's a couple of radio stations in New
York that play jazz-rock 50 per cent of the
time. Some of it sounds like "“fuzak’, it
sounds really predictable. We try to get away
from that, because that's one of the criti-
cisms we get a lot, that jazz-rock is played
out. It's not an unreasonable criticism, it's
something we're very aware of."’

And Peter Robinson, one of Brand X's two
keyboard players: "Miles Davis made that
breakthrough where you could play jazz
tunes through that Fard rock thing. It's very
hard to keep on coming up with good tunes
and present them in that way. Basically it's
really masculine music. | wouldn’t call it ag-
gressive, it's athletic. There are some sweet
things that have come out of it, but basically
with the high energy jazz-rock with a lot of
technique, generally dazzling the audience,
there’s a limit to how far that can go, there's
not much intimacy. It's really important on
stage to display to the audience that it's fun
to play, rather than this guerilla warfare."”

Brand X have shown on record that it is

possible to escape the clichés. Much ot their
work has consisted of relaxed, atmospheric
playing aimed at creating a certain mood —
examples include the eerie "Nightmare
Patrol” on Livestock and most of the second
album, Moroccan Roll, recorded with heaps
of space echo — an area largely uncovered
by their US counterparts. On the minus side,
they are sometimes guilty of substituting
flashy playing for ‘deas — "'dazzling the au-
dience’’ as Peter Robinson puts it — and
pushing their techniques to the limt when
the music doesn’t demand it. The latest
album Do They Hurt? is a clear illustration of
the strengths and drawbacks of jazz-rock in
1980. Many of the compositions are inspired
and beautifully played, in particular
"Voidarama' and ""Act of Will”", with syn.
thesized vocal from Percy. But there are alsc
passages of fast playing which shatter the
mood that's been built up — or perhaps
that's deliberate.

The idea of a band of world-class jazz-rock
musicians, coming from Britain at first,
seems ridiculous. After all, the major names
that have defined the genre have been from
the States, virtually all Miles Davis alum-
ni...Tony Williams, Joe Zawinul, McLaugh-
lin (British born but naturalized American),
etc, etc. How can a British band possibly
match them for musical pedigree?

It may come as a surprise therefore to hear
that Peter Robinson had gigs with Stanley
Clarke, Lenny White, and master Japanese
percussionist Stomu Yamashta, before join-
ing Brand X. And that Herbie Hancock is only
one of a list of well respected musicians that
drummer Mike Clarke has played with. The
other members of Brand X have also spent
more than a few vears "paying their dues’’,



as we say in the biz — but more of that later.

Brand X caught the public eye almost as
soon as they started gigging due to their
drummer being The Very Famous Phil Collins
of Genesis. It was a definite advantage, once
they'd thrown off the tag of being ''Phil Col-
lins' part-time band’’. The group was actually
started as an Average White Band-type outfit
by a singer called Philiip Spinelli and guitarist
Pete Bonus, and initially made an album for
Island Records which was scrapped. The
original drummer, John Dillon, left for per-
sonal reasons and Phil Collins was called in
on the recommendation of Island A&R men.
John Goodsall recalls: "We tried out some
really hot drummers, but Phil settled in
straight away with Percy {Jones), the bass
player, into a really tight thing just naturally.
We eventually got the band together with
Phil, Robin Lumley {on keyboards), Percy
and me, and the four of us decided that the
instrumental passages were a lot more fun.
The other two guys started going more and-
more into commercial songs and we started
going out more into improvisation."’

The line-up of the group has constantly
changed — not because of musical dissatis-
faction, but because the idea behind Brand X
is that of an informal group of musicians get-
ting together to play for enjoyment rather
than making money. Robin Lumley spends
more time on producing these days, although
he did play on a couple of tracks on their
latest album Do They Hurt? and gigged on
their recent tour with Bill Bruford’s band. Phil
Collins also played on the same two tracks,
although he doesn’t have much time to play
with the band ncw (see the feature on
Genesis in the May 1980 issue of IM&RW).

Other members of Brand X have included
drummers Chuck Burgi and Kenwood Den-
nard, percussionist Morris Pert and bass
player John Giblin. As current drummer Mike:
Clarke explains: "It's not like it's my gig, it's
like when they want Phil they call Phil, when
they feel like calling me they call me, and him
and | have been kinda split level the last cou-
ple of years.”

John Goodsall

‘John had a pretty far sighted Mum and
Dad. At the age of seven, when most kics
were playing with their Meccano building
sets and Scalectrix racing cars, the young
Goodsall was given a guitar — a Rosetti
Lucky Seven semi-acoustic, to be precise.
Our John just picked the thing up and knock-
ed out "Telstar'’" by tne Tornadoes and
"*Apache’” by the Shadows, and you could
say that since then he has never looked back.
He left school at about the age of 16 or 17 to
play with a band called Babylon, with Carol
Grimes on vocals and Tommy Ayres on
keyboards, and then went on to join Alan
Brown, gigging around tiny clubs and halls
seven nights a week. "It was interesting,
those bands were playing jazz-rock kind of
fusion,”” says Goodsall. ‘It was soul riffs but
sometimes it would get heavy and there
would be horn players and stuff.”

Life on the road continued with Atomic
Rooster, with Vincent Crane on ""heavy metal
organ’ and Rick Parnell on drums, where
John started "getting into the more legato
sound, screaming sustain and feedback.”’ He
met the founder members of Brand X after
that when he hung around in London playing
with people in pubs.

He had been listening to people like Sly
Stone, Jimi Hendrix and Jimmy Page, and
jazz artists like Coltrane, Charie Parker and
the Charles Lloyd Quartet (which included
the young Keith Jarrett), but the real musical
turning point came when he heard John
McLaughlin. "'I'd heard him with Miles Davis
on Bitches Brew, but it was Live Evil that kill-
ed me, and /nner Mounting Flame, where |
was really frightened by what | was hearing,”
says Goodsall. *'it wasn’t humanly possible, 1
was really worried. I'd be staring at the
speaker wondering what was coming out of
it, | was really quite scared.” MclLaughlin is
stil the most obvious influence to be
detected in his guitar playing, and in his com-
positions — the track "Cambodia’” on Do
They Hurt? is heavily based on the
Mahavishnu Orchestra’s '‘Dance of Maya'’,
for example.

Goodsall set about developing his techni-
que “'pretty much by feel, | found myself sit-
ting around a lot improvising a lot with an
acoustic guitar,”” and learnt a (ot by just play-
ing with the other members of Brand X.

"Pete and Robin are into Lydian modes
and Dorian modes and all this kind of thing,
and we've hit all that, diminished stuff, flat-
tened semitones clashing. Since I've been in
Brand X I've learnt a bit rnore about soloing
over those kind of passages, which is like
more of a jazz thing."”

Jonn's preference is for hollow bodied
guitars — he mainly uses a Gibson ES345
sterep (a 1974 model), which gives a lot of
sustain, and a Gibson ES175 for quieter,
funkier playing because it has a harder sound
and “doesn’t feed back so much.” He also
uses Washburns and a Fender Stratocaster
{about 1974) for louder rockier passages.
“It's got some pre-amp init,”” explains John.
"I'm just having it done up by this really good
guitar bloke in the States called John Car-
ruthars, who designs a lt of stuff for
Yarraha and |banez.” His guitar strings are
Rotosound Superwound, gauges 009 to 042
and his amp is a Burman combo (he thinks
it's 160 watts). "I like the pre-amp stages in
it, it's all set up in a line, it's no hassle, | can
virtually adjust it in total darkness. | find it's
very directional, the spread is a bit better than
most."”

Effects-wise Goodsall goes for the Boss
Chorus. He used to hav2 a gadget which he
says was similar to the Muzron envelope ef-
fect. ""You could switch the envelope
backwards, as well as the funk box souna
yoL could also get a suction sound. It's like &
verv ‘Zawinuly’’ sound | used it on a track
on Livestock called “Isis Mourning’ where |
use it on a solo and switch from the forward
envelope to the backward envelope. It was
also put through a Foland Space Echo,

which | use on stage a 'ot, but |'ve found that
since we've started doing bigger places the
ambiance of the room is enough. | set a little
bit of reverb on amy amp.’” He adds that he
also really like the Mutron flanger oedal.

Keyboard player Peter Robinson ''never
really liked pop music’’ when he was young
"because it was always so atrodiously per-
formed.’”” Like percussionist Morris Pert he
had a formal training at tte Royal Academy
of Music, having started piaying piano at the
age of 11 and “making so much headway
that it was decided that | should take it more
seriously and get a proper training.”” But he
soon became disenchanted with the restric-
tion of musical freedom enforced by the
Academy. "One of the things | was very
good at was improvisation, which was essen-
tially discouraged at the Acadery,” he ex-
plains. ""You got two minutes of improvisa-
tion — what they politely called 'extem-
porisation’ — at the end cf the year as an ear
test. | thought ‘'why do | k2ep doing things by
other people?” when | could actually sit down
and music would come out. So | tried a sort
of semi-jazz. | did one jazz gig, a bebop thing,
and couldn’t understand what was going on.
So | turned towards Ind'an classical music,
which incorporates imprcvisation, and found
that was more undetstandable and | could ex-
press myself more clearly.”

After leaving the Royal Academy he spent
about three years as a sessicn musician,
which helped wean him onto a more electric-
based diet. He played with Chris. Farlowe for
a while and then joinied a band caled Quater-
mass.

After Quatermass Robinson was with
Stomu Yamashta and Suntreacer, a sort of
avant garde rock band that also consisted of
bassist Neville Whitehead, Paul Buckmaster
{of Elton John fame) on cello, Morris Pert,
soprano sax player Robin Thompson and
Martin Ford (arranger for Barclay James
Harvest) on electric French horn. Peter then
played with Sean Phillips for a while and got
fed up with it, so decided to move to the
States.

it was a lucky move. He plaved on Lenny
White's Venusian Summer album and then
one day received a phcne call from Stanley
Clarke inviting him to do a Euaropean tour,
which naturally he accepted. That was how
he met Brand X — th2y were the support
band on the tour, and when R0bin Lumley
left to concentrate on production Peter join-
ed.

Robin came back to play with the band on
their recent tour, and it was a strange sight
indeed to see two keyboard players squeezed
into one corner of the stage sharing the same
set up — a Yamaha CP70 electric grand, a
Roland string machine, Sequential Circuits
Prophet V and a Yamana CS8J.

""We've virtually never had a collision,”
claims Robinson. "Basically it's like one
keyboard player with four hands, rather than

two separate units. On most things we've p
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worked out who does what, but on some
nights he'll go to another instrument and I'll
be wonderings what's happening?.”

You may find this difficult to believe, but
Brand X's superhuman bass player was
always bottom of the music class at school.
So there’'s hope for some of you frustrated
pluckers vet.

Jones the Bass has a phenomenal techni-
que which is sometimes hard to believe — a
tape of Brand X's Venue gig had the IM&RW
staff gasping in astonishment at Percy’s solo.
And not just at his agility — the man has got
Funk with a big F, and his solo spots display
infinitely more taste than Weather Report's
Mr Superbass Jaco Pastorius.

Percy’s technique revolves around resting
his thumb on the back pickup of his Wal
tretless bass. “If | can’'t anchor it onto
something | can’t play properly,” he explain-
ed. Therefo'e, there are certain types of elec-
tric bass that he finds difficult to get to grips
with,

The Wal bass is made by a bloke called lan
Waller, nickname Wal, who is based in High
Wycombe in Buckinghamshire. One day,
\Wal approached Percy with a bass to try out
and he was immediately impressed. "'Before |
used the Wal | had a Fender Precision
fretiess. | could never get enough mid-range
out of it, no matter how much EQ | used it
would never come out, and it didn’t sustain
very well. The first thing that impressed me
with the Wal was that | could get all this mid-
range respanse.’’

His amplification is made by Frunt, a small
English company based in Surbiton. He uses
a total of 400 watts, consisting of two 200
watt amps and two cabs, one a reflex cabinet
with two 15'" speakers, the other a 4 x 12 (the
speakers are Fare). “It's a pretty straightfor-
ward amplifier,” says Jones. 'Before that I'd
used an Ampeg SBT which was good, but it
also had a certain roughness in sound, a real
second harmonic distortion. I've been trying
to get a cleaner sound because with a rough
sound | jut pay harder on the instrument.
This one does the job."”

It was Jaco Pastorius who provoked
Jones' interest in bringing out the mid-range
on the bass guitar. ’| think he’'s done a ot for
the electric bass, net just technique and plav-
ing but the sound too. It's still basically the
same instrumenrt, a Fender Jazz fretless. But
with Fender basses before that—all you
could hear would be the fundamentat, |
always thought they sounded a bit
characterless. So he revolutionized things in
that respect, he made the Fender bass sound
more interesting.”’

Another bass player that has influenced
him is, surprise, surprise, Stanley Clarke. |
thought that when he first came out he was
Guitc phenomenal.” And an early influance
was Charlie Mingus because of his "“tremen-
dous feeling tor his music.”

Jones’ nimble bass playing seems even
more incredible when you consider that he
had not touched the instrument for two years
before joining Brand X. He was working on
building sites and was thinking about which
musical direction he wanted to go in. It was
during this period that he started listening to
early Weather Report and Mi‘es Davis™ jazz-
rock experiments, which motivated him to
get back into music again.

Percy’s musical career began when he was
studying electronics at Liverpool University.
He started plaving with guitarist Andy
Roberts and they teamed up with Adrian
Henri to form the Liverpool Scene (remember
the “'Fleetwood Mac, Chicken Shack, John
Mavyall, Can’'t Fail Blues'?). He became
frustrated with the band, did a short tour with
the Scaffold and then dropped out of music
for a period.

Mike Clarke l

Asking drummer Mike Clarke what bands
he has played with before Brand X is like ask-
ing Yehudi Menuhin if he has done anything
before getting together with Stephane
Grapelli. The man’s musical pedigree is simp-
ly phenomenal.

Mike is the only American member of
Brand X. He has plaved drums since he was
a child, and has been a professional musician
since he left high school. When Clarke was in

his early 20s he played with such respected
names as trumpeter Woody Shaw, vibist
Bobby Hutcheison and blues singer Mose
Allison around San Francisco. He went on
the road and played "a lot of different biues
and jazz gigs'' and then met up with bass
playver Paul Jackson.

“In our desperation to find enough work
playing jazz we were starving, so we started
playing funk because it seemed 10 be the next
best thing you could play and use some
creative energy.

The Jackson and Clarke team auditioned
for Herbie Hancock just after the best selling
Headhunters alcum and got the job. Mike
stayed for four years, playing on Thrust,
Flood, Man Child and a couple of other
albums that he can’t remember. "1 still had a
great love of jazz, | wanted to play jazz or
something | could get creative on,” says
Mike. “So | went to work with Eddie Hender-
son for about a vear and played with a few
cats like Pharoah Sanders, David Liebman
and Julian Priester.”

He got together his own band but found
work difficult to come by, teamed up with
British born organist Brian Auger. His
association with Brand X began stortly after
he played on a few record dates with Peter
Robinson, when he was invited to play on the
Product album,

Mike’'s drum kit ‘s Gretsch, consisting of
24" bass drum, 8> 12 and 9> 13 mounted
toms, 14", 16" ana 18" floor toms, a deep
Ludwig sanre, K. Zildjian 22" ride cymbal, A.
Zildjian 18" crash, and sometimes another
18" or 20”. A. Zildjian crash and at other
times a big Chinese cymbal.

Why Gretsch? “They just have a certain

sound,” he says. "l can’'t explain, a certain
ring to them that | like, and | can really hear
the separation in between the different

drums.”” Drummers that have influenced
Clarke include Elvin Jones, Art Blakey and
Philly Jo Jones. But there are only two drum-
mers that “’| really love in the universe and
they are Tony Williams and Aiphonse
Mouzon. What Alphonse did with McCoy
Tyner | thought was the most amazing drum-
ming I'd ever heard in my life, and some of
the most amazing music as well.” ]
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cardioid dynamic microphones

a new look for the 80’s

There's so much new about these professional micro-
nhones we can only touch the highlights. Exclusive “pic-
ture perfect” SUEDECOAT ™ Tar or Ebony matte finish
look:s great—permanently. Significantiy smaller
exceptionally light in weight; yet so extraordinar-
ily rugged and reliable we cail themthe
"Light Heavyweigtits.” They feature the crisp
sound that makes Shure the world’s most
widely used proiessional performer
microphones
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For more \nformation write:

Shure Brathers inc., 222 Hartrey Ave.,

Evanston, IL 50204

In Canada: A. C Simmonds & Sons Limited
Manufacturers of high fidelity components, microphones,
scund systems and related circuitry.
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ARATERETATOR

Transcend the ordinary.
Add the unique sound of GRETSCH
6-ply laminated wood shell toms
to your set. '

‘Select from the full range of size
and finishes. Choose either single
or double heads.

Who says The Sky’s The Limit?
GRETSCH goes for the galaxy!
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Change your musical
career overnight for $2.00

MORLEY ELECTRO-PIK PEDALS DEMO
Composed, anw adapted by’

Baoll Lever, Ciwis
Gurtansts. Geefl Eovia & Chris Cucrell; Pots Grawt on Podel & Lag Steet
Narrator Cheis Correll

. & Lais Cabana

Welcome to a new universe of Electro-Pik* sounds.
Lend us your ears for 25 minutes that will open your
mind to galaxies of sounds alien to this world. This
cassette will show you how to transcend the instrumen-
tal limitations of your guitar, bass, or pedal steel.

You'll hear how the Electro-Pik Percussion®, Pik-a-
Wah*, ard Pik Attack® can orbit your career into a
creative cosmos of tonal expression and musical tim-
bres. When top professionals like Bob Welch hear ef-
fect after amazing effect on this cassette, it blows their
minds. They grab their guitars like they're new instru-
ments. First they duplicate what they just heard. Then
they go for broke on their own, blasting off to new
sound experiences. The results are wild.

The musical score on the cassette could make the
charts. The flip side explains how the sounds were
made. You sit back, listen, and marvel. The familiar

nof or transcnbed in any way

d 1 be
@ 1380 MORLEY, 6855 Vineldnd Ave . No Hollywood. CA 91605

Obey your impulse. Send $2.00 for this Morley Electro-Pik*
effects cassette and your music career could change overnight.

becomes strange, the strange familiar. Then you try
your own thing, making your own sounds. Your way.
You find yourself creating infinities of sounds so
original everyone asks what you're doing, what you're
using, how you’re getting them. !t's a cassette that'll ex-
plode your consciousness into a macrocosm of
crealivity.

if we're wrong — you stand to lose a big, fat $2.00.

But if we're right — you stand to gain your wildest
dreams of platinum hits ana stardom with the world
listening to you doing your thing your way. As for us,
we’ll have sold you the Electro-Pik* pedal that made it
happen.

Send $2.00 for 25 minutes of sound that’ll fire your
imagination. Obey your impulse right now. It’s that
kind of gutsy feelirg that pays off big.

* Patented

We build them failsafe because your career depends on it and so does ours.

Morley — the opto-electronic failsate pedals—

- g 2 no pots, gears, or batteries.
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V’IBE(LEY'J .

6855 VINELAND AVENUE
NORTH HOLLYWOOD, CA. 91605
(213) 760-3140

0O Send rme that fantastic cassette, a free crezy Morley
Man bumper sticker and brochure. Enclosed is my
check or money order for $2.00. Offer USA only.

Send me the free crazy Morley Man bumper sticker
and brochure. I'm saving my $2 00 for later.

Name
Address
City State Zip
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: Morley » 6855 Vineland Ave, ¢ N. Hollywood Calif. 91605
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Wth theresounding success of Toto
and the recognition of Stuff, the
’session-man band’’ is appearing more
and more frequently. The most recent
addition to go center stage features
guitarist/singer Waddy Wachtel, pedal
steel ‘guitarist Dan Dugmore, bassist
Stanley Sheldon and drummer Rick
Marotta. Collectively called Ronin, a
Japanese word meaning “’lordless roam-
ing samurai,” it serves as a suitable
description of their situation.

Rick MaroTTA
OUT OF THE STUDIO W

For Marotta, Ronin means possibly
not adding to the impressive list of musi-
cians he’s already worked with, a list
which includes Steely Dan, Linda
Ronstadt, Paul Simon, Hall & OQates,
James Taylor, Warren Zevon and peter
Frampton. It's a move he approaches
with some apprehension. | won’t turn
my back on the commitment I've made
to the band in any way, but | don’t want
to burn my bridges behind me,”’ Rick ex-
plained. "Let's be honest and practical,
the band could bomb. Some of us have
made a couple of bucks doing other

ITH RONIN

people’s records, put as a band we've
back to ground zero. I'm scared to
death. I'm seeing myself in front of all
these people who may say, 'take a quick
hike!” "’

The bridges not to be burned find
their beginnings starting almost as an
afterthought. Rick remembers, "1 didn’t
play drums until after my first year of
college. | never picked up a stick untl |
came back home (Harrison, New Yark)
and David Spinozza's drummer, who'd
been drafted, left me his drums.

“I've never taken a lesson in my lfe

(3UB11) e1I0JB OIY YHM ,uluoy,



UNEQUALED PERFORMANGE

Powerlful Ainico Ring Magnets; select high

s:ates Marotta His first teachers were
recerdings  festuring Bernard Purdie
Carmine Appice (then with the Vanilla
Fudge) and Dino Danelli of the Rascals
““Diro was st amazing,” he recalls. |
saw him at the Westchester Country
Cer:e- and he threw his sticks up and.
about two pars later, he catches them
and wham. Fits a cymbal. I'd try that
and get hit in the eye. After a couple of
months ! s:aried playing in Spinozza's
bands. They were big bands, 12 pieces,
and David tnow a NYC studio guitar
ace) was hke a white James Brown at
that time. He was wear:n¢ pink suits and
do g R&8. We worked every weekend
for anywhere from five ta twenty dollars
aman’’

efore successfully entering the
studio as a session deummer, Rick sur
vived mainly on desire. ‘| just wanted to
make my living as a drummer. For a cou
ple of years my family didn’t want to
krow who | was because they thought
musicians were just druy addicts and ir
respanstble know-nothings. | feltif | did
this | was going to make a living
whether it was $100 a week or $200. It
didn’t really enter my mind. | was living
aay to day.’
Marotta’s studio training literally took
place on the job. "1 learned how to read

—

purity

materials and precise machining

tolerances produce the strong linear fields
necessary for demanding apglications.

Computer-Aided Design and Laser Holo-
graphic Analysls enabled the production of
true linear piston motion assuring low distor-
tion and controlled response. The resulting
sound is smooth and uncolored at levels in
excess of 120dB at one meter.

High Power Voice Colls edgewound on four

inch heat resistant glass fiber bobbins assure
long-term dependability.

Modei TL-1601 is recommended where high
level, low frequency sound is required.
Model TL-1602 offers a carbon fiber blended
cone and a wide 21 to 2000Hz bandwidth.
The TAD 15 INCH loudspeaxker meets the

requirements of the uncompromising profes-
sional, For additional information, contact:

A division of U.S. Pioneer Electronics Corp.
142 Redneck Ave., Moonachie, N.J. 07074
(201) 440-8234 - Telex: 133484 PIONERUSA MOON

in a recorcing studio.”” he says. "David
hrought me in to do some R&B sessions
for the Filet of Soul label. | had been
playing far maybe a year The first thing |
thought was, ‘can | go this?" | thought
from hearing Bernard Purdie and other
people playing on records that if | could
get on a record that would end up on
the radio, that was it

“I used to go to a session and they
would put these charts in front of me
and | didn't even knaw if they were
upside-down. | would ask Spinozza
questions and he'd drive me crazy. I'd
ask him a f'gure and ke would look at me
and say 'You know Rick that's my one
hangup, | don't know haw to play tha:
one figure.” You wouldn’t believe it. I've
done sessions with 60 quys in the room
to do a whole album in one day. |
couldn’t read and everytime |'d ask
David, he'd give me the same line. Final
ly 1 went up ta the producer and said,
‘Excuse me, you may want to get
another drummer for the rest of the day
because | don’t know how to read.” He
said ‘You go back there and sit down
you're doing fine. That calmed me
down. But that was my school, doirg
the gig.”

Just as he was stariing to make a
name for himself in the studio. he left o
join a band called Brethren. He par
ticipated in “‘one great album’’ before
the internal problems became too much.
1 left and never wanted to work with a

band again.”

Roninis not a “"put-together” band. It
has more natural roots and seems 1o
have emerged rather than formed. “This
band started on stage three years aJgd
with Linda Ronstadt. When we were do-
ing sound checks and when she was
done, we kept playing. Waddy would
say, “I'm warking on a riff here can we
do this or that? It's guys | work with
and it just evolved. '

he proper halance of road work and
studio chores is still important to Rick. I
love performing with the band but |
miss jingles sometmes. Whete else are
you going to learn more about reaaing
and being cn ta~get? That's my schoel.
As soon as i come off the road | register
in school and I'm happy to do the
jingles. A lot of people put them down
and say it's a drag, but not me. You're in
and out and you lea'n everyday. After
three months on the road, I'm going ta
want to go back in the studio with Stee-
ly Dan and wotk over a tune, or 4o in
with J. D. Souther or Warren Zevou. |
cant do them with the band commit
ment, but | still have my own free time.’
Admitting that he almost never listens
to old tracks. Rick still has a few stand
out moments that stay with him. "“Od
dly enough, one is a record where Steve
Gadd (his best friend) came to all the



sessions. It was a Jerry LaCroix album.
Johnny and Edgar Winter were on it
and 1t was dedicated to the late White
Trash drummer, Bobby Ramirez. There
was something about knowing that it
was dedicated to Bobby, and Steve he
ing there, that made for a very strange
feeling around the studio. There are
some things on there that were original
and Steve still goes back to listen to
them also. | like that, and | also like
“Peqy” (from Steely Dan's A4a). "'That
felt real good. Chuck Rainey and | lock
ed into a groove and they recorded it
really well. Sometimes you can't listen
to something after playing great
because the mix just sucks. But they
captured a good feeling there.”

The sound of his drums is also
something Rick feels good about. “I'm

pretty proud of the way my drums
sound. They sound big and that's the
way | tune them. Drum rentals are
another thing that made me crazy with
record dates. People have the amazing
audacity and balls to send those drums
1o sessions. One reason | loved going to
LA to do sessions was because they
brought me and my drums out there
They wanted the way my drums
sound.”

Presently, Marotta’'s using a bastard
set he put together himself. On the east
coast, it's a set of Ludwig drums with
small Pearl toms, for which he put the

* bottom heads on himself. On the west

coast the core of the kit is Gretsch
Both setups are temporary as Rick
recently signed with Yamaha. Of the en
dorsement he says, "'I'm not crazy about
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and features now off-
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them so far because they're 100 thick
adding “1'm not qualified to give an opi
nion yet. I've got to work on them at
home.” The drum sizes are 8, 10, 13
and 16" toms with a 22" bass drum
“"The heads are really important to the
way the drums sounds,”” Rick adds. I
use Ambassadors on top of all my
drums. | put Diplomat heads on the bot
tom of the 8 and 10" and Ambassadors
on the hottom of the rest, On the bass
drum | like a hydraulic head. | use Pearl
pedals now., but | may swiich to
Yamaha. My snare is a 14" Ludwiqg in
which I've inserted a Sony ECN 50
microphone. | like to use the internal
mike mixed with an outside mike in the
studio.

“With hardware, the best I've seen
without a doubt is Yamaha. The h
hat, though, gives me a problem. The
foot plate is too high or low, and I end
up having cramps in my legs. I've been
using a Pearl hi-hat for a long time now
The cymbals on it are 14" Paiste
Soundedges. The rest of my cymbals
consist of an 18" Zildjilan crash a 16"
Paiste crash, a Ziidjian 22" nde and a
Zildjian inverted cymbal with the sizzles
it

arotta’'sdrum style, loose and sim

ple, features solid time and one of the
best shuffles to be found anywhere. |
don’t feel like I'm a technician,” he
volunteered when asked about any play

ing weaknesses. “‘I'm not a fast flashy
drummer. | never wanted to be like that.
I don't like to play solos at all. They also
almost never interest me by other peo

ple " with Steve Gadd being the excep

tion. "'l tend to play simple. | don’t think
about time. but if it's bad | hate it. | thunk
my time is one reason | get work. The
shuffle | learned from Charles Neville of
the Neville Brothers. He actually sat
down and said ‘Here’'s how we do the
shuffle in New Orleans.” Sohd bot

tomey shuffle. | play behind and
underneath the band.”

The other thing Charlie taught me was
conceptualizing an interpretation. He
would say, ‘play what you know and
then play it backwards and inside out.’
its an abstract concept like trying to
put something together in different
ways.

“I'm never going to be the best
technician in the world and play with a
fot of speed, | just want my diums to
sound amazingly good and for every
note | play, to have some real meanmng
and feeling behind it.”

|
John Stix



art of Washburn

“I use my Washburn Eagle for
““Straight On”’ and get a real
clean Strat sound. . . the next
song is “Even it up’’ where I

need a real dirty sustaining
gound, and it works that way to

Y .. .it’s an incredible guitar!”’

Heart

guitarist
Howard Leese. ..
“This year ’'m taking mainly custom
instrumeants on tour. . . except for my
Washburn A-20 which is a stock model.
That guitar is great just the way it is?”’

Heart guitar

Roadie Gary Perkins. . .
**Nancy owns 4 Washburns, she’s bringing the White
Eagle on tour with her. . . it’s a lovely stage

guitar . . . beautiful abalone inlays, a printed circuit
board inside it, Washburn handwound pickups, and
coil disconnect switches built into the volume pots.
15 got a nice fat Les Paulish sound :o it, not too
dirty or teo clean, In fact I like it so mudh, I've
ordered one tor mysett?’

Gondn

Soar on the Wings of

‘washburn.

An Age Old Tradition Takes. Flight

Washburn—8415 Waukegan Road, Northbriook, I1., 60062, USA.
For a poster 01 Nancv Wilson  send $1.50 plus 50 cents postage.
| In Canada write: Boosey & Hawks Ltd., 279 Yorkland, Willowdale, Ontario, M2} 1S7.
Nancy Wilson and Howgkd Leese under the dirccliTn of Ken Kinnear, Albatross Management (206)241-2320.
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One of the main reasons the
vibraphone, or vibraharp (an electrified
version of the xylophone, an instrument
developed in the United States from its
sister, the wooden marimba}, is not
readily acknowledged as a jazz instru-
ment is the simple fact that so few peo-
ple play it. This was reiterated by vibist-
singer Roy Ayers or a recent edition of
Soul Train where, while talking with
host Don Cornelius, he listed the vibists
in jazz which amounted to slightly more
than a handful. He teft some names out
but there ieally haven’t been that many:
Lionel Hampton, Red Norvo, Milt
Jackson, Terry Gibbs, Bobby Hutcher-
son, Ayers, Dave Friedman, Charlie
Shoemake — And, of course, there’s
Gary Burton.

Though he maintains a rather low pro-
file, Burton has played a crucial role on
today’s jazz music, a role he reluctantly
acknowledges, for he was one of the
first traditional jazzmen to use rock
rhythms, beginning the jazz-rock or fu-
sion wave back in 1967 before Miles
Davis’ Bitches’ Brew turned everybody’s
head around. Burton discounts his in-
volvement with the movement, or calls it
coinciderital at best, rightfully seeing
himself as a mainstream player. Never-
theless, he was instrumental in the
change.

“"Yeah, | got caught up in a big
change that was going on,” he recalls
with a laugh,” and | sort of got mislabel-
ed for several years. From the beginn-
ing, | have essentially been a straight-
ahead kind of player, even though |
played different styles and had gore
through different phases. My plan was
to feature jazz improvisation in a small
group setting, with the main emphasis
on interplay among the players.

"I was 23 when 1 started my own band
(in 19677, and | had been playing for au-
diences in Stan Getz’'s band that were
twice my age and | had a strong need to
somehow get away from the jazz tradi-
tions, so0 | started my band and made
two fundamental moves. First, | decided
to stop dressing the way jazz groups had
always dressea.

“It’s tunny, but every jazz group from
Miles Cavis to Coltrane, you name it,
they all wore suits and ties on every gig
— it seems amazing that no one does it
now — and no matter how far out they
were musically, they still dressed con-
servatively. | was inspired by seeing pop
musicians dressing very colorfully and
creatively, anc | thought, ‘why not?” So

we changed our style of dress and | alsc
feit a need to change the music as well. !
wanted to break with the tradition ot
playing the same jazz standards. | had
seen Stan work Brazilian music into his
thing very effectively and | thought there
were other ideas along this line. | had
p-eviously done it witk country music,
there’s a lot of similarity between the
soloing and the tunes, and | saw a lot of
it in the rock groups that were suddenly
being taken seriously — nice tunes, in-
teresting rhythms, backgiounds, struc-
tures — soO the group started bringing
that into our playing and immediately
got labeled ‘jazz-rock,” which became
‘fusion,” and | wasn’t sure if that wasn't
accurate the first year or two.”

Actually, the implicit naturalness of
Burton’s move is easily understood with
a br.ef look at his background.

Raised in the rural environs of
Princeton, Indiana, Burton got started
on the vibes at six. He taught himself,
working with sheet music and classical
pieces, and he was defin.tely influenced
by the country music that surrounded
him, both on the radio and through local
pertormers. “It's a curious thing that
country music was frcwned upon as be-
ing low class by the people where |
lived,” he says.

Jazz didn’t enter the picture until Bur-
ton was 16. He'd enjoyed rock & roll,
ana had made several attempts to teach
anyone interested (there weren’t many
local young players) to play the drums or
guitar, but there was the usual shortage
of pass players as well, so he gave up
and accepted the fact that he woula
have to play alone, never thinking those
sohtary hours would give him a distinc-
tive style years later.

| didn’t realize that everyone wasn’t
playing four-mallets nstead of just two
until 1 went East tc school in 1960. |
played four mallets because | felt a need
to fill in the harmonies ail the time, it just
seemed a natural thing to do, and when
| went East, | found out that there was
nc-one else playing thrs way, so | just
kept going my way end wasn’t influenc-
ed by other players. ! cursed that techni-
que all the years | lived out there
because | never had anvone to play with
and very few records were available, yet
it turned out to my advantage.”

Learning to drive, Gary was able to run
down to nearby Evansville and, while
playing sessions there, he encountered
Boots Randolph, a country-jazz tenor
player who had a few pop hits in the late

FOR THE MODERN AGE

Fifites. Boots told him about a gifted
guitarist in Nashville, only four hours
away, named Hank Garland, who
wanted to make a jazz reco-d using a
vibes man, so Gary and Boats made it
down to Nashville one weekend.

"1 went down and we had a little jam
session and that led to my coming down
pretty frequently, playing in clubs and
such, and then we made Jazz From A
New Direction for Columbia, which has
since become a classic. Twenty years
later, people still ask about i1.”

The trips to Ternnessee aisc led to Bur
ton making the acquaintance of guitarist
Chet Atkins, head of A&R for RCA
there, and Atkins suggested that Gary
record for the label even though the
vibist was attending Berklee School of
Music in Boston. So Gary nm-ade it back
to Nashville at jeast once a year to
record and in 1966 made the first
country-jazz disc, Tennessee Firebirds,
which combined Burton’s talents with
those of the Osborne Brothers, steel
guitarist Buddy Emmons, harmonica
player Charlie McCoy and cthers. After
it was released, rothing much happened
— country pecple didn’t like it and
neither did the jazz audience, but five
years later, everyone wanted to know
where to get a copy and by then it was
virtually out of print.

"l took some country pieces and re-
harmonized them and re-arranged them
so we could all solo a bit, kmd of mixing
the two styles together. We had a great
time and the musicians hit it off wonder-
fully, but it was so off the wall for 1966
that it didn’t go anywhere. Actually, the
date was pretty logical because country
music has a lot of improvising in it. The
songs are a little simpler in structure, but
there is a lot of repsect for good techni-
que and being able to solo fluently.”

After finishirg at Berklee, Gary toured
with George Shearirg for a year, then in
1964 he joined Sitan Getz fcr three years.
The merging of Getz and Burton had its
comical side.

”Stan hired me not wanting me to be
in the band, but out of necessity. His
guitar player had just quit and Lou Levy,
a superb LA-based pianist, told Stan
about me, teling him I'd played with
Shearing, that | could chord and why
not try me. So Stan called me up in New
York and | went down and sat in with
him and it didn’t sound very good. | was
at a loss since ! had never been the only
chording instrument before and | wasn’t

familiar with his material, so it didn’t go p

(continued on page 90}
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International Music & Sound Expo

McCormick Place, Chicago
June 28-July 1 1980

The weather was unusually
good for the time of year. A
veritable mini-galaxy of stars
including Elliot Easton of
The Cars (Dean Guitars), Len-
ny White (Tama Drums),
Cheap Trick’s Rick Nielsen
{his dad’s music store), Louis
Bellson & Red Norvo (Sling-
erland/Deagan), Pat Martino
{(Min'd Pick), Jeff Baxter
(Roland), Maynard Fergu-
son (G. Leblanc/Avedis Zild-
jian), Ella Fitzgerald & Count
Basie and many others were
in attendance. And business
was fantastic, fair-to-middling
or mediocre—depending on
who you talked to.

Despite the nation’s cur-
rent economic woes which
has obviously had some im-
pact on the M.l. industry,
there was a persistent sense
of optimism and a legitimate
desire to continually evolve
permeating the proceedings,
both on and off the conven-
tion floor. The Roland
Corporation, who should get
an honorable mention sim-
ply for offering the largest and
sturdiest  shopping/carry-all
bag which facilitated carrying
home the wealth of printed
material from the show, in-
troduced an extensive and
varied selection of new prod-
ucts at a special press con-
ference hosted by Ron Wil-
kerson. Some of these in-
cluded the new EP-09 Elec-
tronic Piano (claimed to be
the first reasonably priced,
fully self-contained Electron-
ic Piano with automatic Ar-
peggio function’’), the Jupiter
8 "performance-oriented”’
polyphonic synthesizer (8
voice, 16 oscillator poly-
synth with 64 user-program-
mable memories and an ad-
vanced 5 octave keyboard—
alt triggered by a new com-
puter-assigned keyboard), the

SRE-555 Chorus Echo and
the brand new Roland CSQ-
600, a computer-controlled
digital sequencer. Also, from
the BOSS Division of Roland,
their classy line of EFX de-
vices (FET silent switching,
LED on/off indicator, bat-
tery level check, non skid
pads and quick access to bat-
tery compartment) was aug-
mented by new units like
the PV-1 Rocker Volume
Pedal, the RX-100 Reverb
Box, the BF-2 Flanger and
the DM-100 Analog Delay
unit.

CBS Musical Instruments
Division (Fender/Rogers/
Rhodes) had an item of par-
ticular interest to guitar fa-
natics—specifically, the new
""Fender Strat,”” an update of
the classie original featuring a
two-way mode selector
switch, a Fender Brassmaster
bridge/vibrato bar and hard-
ware, a 4-bolt neck, reduced
headstock shape and Candy
Apple Red or Lake Placid
Blue colors with the match-
ing finish on the peghead.

The Pignose Company,
who've already built a size-
able reputation based on their
first-of-a-kind mini amps and
the 30/6C series, introduced
their new 150 R ""Crossmix’’
amplifier which offers a
wealth of features including
two separate channels offer-
ing five different gain op-
tions; an active midrange con-
trol; high-gain, fow noise cir-
cuitry; individual reverb con-
trols for both channels; indi-
vidual effects loops for both
channels; separate gain and
master volume controls;
noiseless internal FET chan-
nel crossmixing; footswitch
for channel selection and re-
verb control and other good-
ies too numerous to men-

tion here. Based on what |
heard at the Pignose display
booth (the amp wasn’t even
"cranked”’ because of the
ever-vigilant DB police prow!-
ing the aisles) and knowing
that this unit was designed by
the eminent Paul Rivera of
the Rivera Research & Devel-
opment Co., I'm already pre-
dicting big things for this
unit.

The Yamaha Company
had a full display of their
guitars, keyboards, wind in-
struments and amplifiers at-
tractively showcased. The
new CS-20M and CS-40M
Programmable Memory (w/
Digital Programmers) Synthe-
sizers were prominently dis-
played along with the already
classic SA-2000 semi-acoustic
electric guitar (recently dis-
cussed in "‘Grace Notes’’)
and the SG-1500 & SG-2000
solid body electrics. Besides
their new "JX’ Series of

amps and the BB-800, BB
1000 and BB-1200 basses,
the gentleman from Yamaha

also informed that they will
be coming out with a moder-
ately priced line of solid body
instruments, still well within
their quality parameters, later
on this year and IMRW/USA
will be first in line to test and
evaluate them for our readers.

Over at Rickenbacker, in
addition to their line of gui-
tars and basses which are
even more popular nowadays
since becoming a staple in-
strument for New Wave-style
bands, the new Model TR35B
solid-state  amplifier (low-
priced and extremely port-
able) was introduced to
compliment the 4001 Bass
Guitar.

At Gallien-Kruger, the new
400B/4412H/215B Direct
Coupled Bass Systems domi-
nated the display area. The
powerful and efficient 400B
Head features a preamp with
low-noise field effect transis-
tor (FET) circuitry and is
rated at 200 watts RMS
from 20Hz to 20kHz at
less than .1% THD. A "mas-



sive’”” 200 watt heat sink helps
the unit to run cool through-
out agig. The 4412 H cabinet
has  four 12" woofers
mounted in two folded horns
and, for extra "’bite,” two di-
rect radiating tens  are
mounted in their own box.
The woofers and tens are
crossed-over wvith a 6dB per
octave passive tilter.

Speaking of speakers and
enclosures, Bag End Modular
Sound Systems had their at-
tractive series of speaker en-
closures—including the '‘Bass
Series,” "“The Midrange
Series,”” ""The Wedge Series,”
""The BiAmp Series” and the
"’Rack Mount Series” — dis-
played along with a new Pro-
tective Speaker Grill, a Speak-
er Front Mounting Kit and a
Monitor Swivel Attachment.
Structurally, Bag End en-
closures feature top-grade %"’
13 ply birch plywood and
double rabbet joints held to-
gether with high viscosity
glue and steel pins. The cab-
inetry is finished with a dark
walnut oil finish, applied in
two steps and hand-rubbed.
Designed for high figelity,
high volume applications, all
of Bag End’s drivers are front
mounted, direct radiators
and, except for the tweeters,
no horns or bass reflex sys-
tems used so as not tc com-
promise fidelity for higher
output.

Sequential Circuits Inc
showcased their two popular
keyboard synthesizers, the
Prophet-5 and the Prophet-
10. Billed as "'the most com-
plete keyboard instrument
available today,”’ the legiti-
mately awesome Prophet-10
is a ’'true synthesizer’’ with
10 complete voices (each

with two voltage controlled
oscillators, a noise source, a
voitage controlled 24 db/
octave low-pass filter and two
4 stage envelope generators).
The urit is completely pro-
grammable and there are
two different programs which
can be used at any one time
giving the player an option
of up to 64 programs!

Morley displayed a full
array of their opto-electronic
failsafe (no pots, gears or
batteries) volume and effects
pedals and introduced their
new and improved Digital
Tuner for guitars which reads
the vibrating string’s funda-
mental frequency, locks on
in one second and stays there
until you pluck again.

Music Technology inc.
spotlighted the precedent set-
ting Crumar General Develop-
ment System, a fully digital
computer-controlled synthe-
sizer. Divided into three basic
structural sectors — 1) A Z-80
based general purpose com-
puter system with 64 Kbyte
of memory; 2) Performance
input devices with a dedi-
cated processor to pre-process
input data (keys & pots); 3)
a digital oscillator system that
performs the function of 32
completely programmable
oscillators and patching net-
work -- the Crumar GDS
System also has performance
input devices including a 61
key velocity detecting key-
board (sensitive to 256 dis-
tinct striking velocities) slid-
ers, rotary pots, 2-axis joy-
stick, multi-function foot
controls, a general purpose
computer, video terminal
screen and keyboard control
panel. And if that wasn’t
enough, M.T.I. also featured

their new line of Vantage
solid body instruments and
the “revivified’’ line of the
legendary Ampeg amplifiers.

The TAMA/Ibanez display
area was graced by the pres-
ence of Lenny White (sign-
ing drum heads for the fans)
and guitarist Bobby Cochran
who demonstrated the ex-
tensive new line of mod-
erately-priced Ibanez signal
processing devices including
items like the GE-601 Six
Band EQ, the CP-835 Com-
pressor, the FL 301 Flanger,
the CS-505 Stereo Chorus
and the PT-909 Phase Tone.

Rick Turner unveiled his
amazing new Turner Model |
solid body guitar (used by
Lindsay Buckingham of
Fleetwood Mac) which fea-
tures a body of laminated
Honduras mahogany (arched
top and back, heavy black
binding and single cutaway),
a five piece laminate neck
mnade of maple and purple-
neart and special custom Bar-
tolini pickups (rotating and
humbucking) and an elec-
tronic system which com-
bires a passive (treble cut
tone control) and an active
single band parametric EQ.

Sterlingworth  Strings, a
company founded by former

Gibson president Stan Ren-
dell, offered up a brand new
approach to the manufactur-
ing and production of elec-
tric and acoustic guitar strings
including elements like their
core wire which comes from
steel ingot imoorted from
Sweden. Drawn and shaped in
Worcester, Massachusetts by
New cngland craftsmen, Ster-
lingworth strings are made of
hexagonal core wire because
the covering wire bites into
the edges and forms a cold
weld, giving the tightest wind
and the brightest sound. Also,
Sterlingworth  single winds
their strings — one strand for
each winding. These and
other unusual quality con-
trol  characteristics make
these strings something to
watch for in the months to
come.

One of the most positive
manufacturers at the show
had to be James L. Camacho
of Deltalab Research Inc.
Besides being understand-
ably overjoyed at the re-
sponse to his successful DL-2
Acousticomputer and DL-4
Time Line, he was heart-

ened by positive response to
Deltalab’s new Memory Mod-
ule, which allcws the user an
add‘tional two full seconds of



delay when interfaced with
the other units. More specifi-
cally, Camacho manifested a
dogged enthusiasm about the
state of the industry in the
sense that he and his fellow
manufacturers should ‘“‘get
off their behinds and pick up
a phone” instead of sitting
around and crying the blues
because the phone wasn't
ringing. A bracing dose of
positivism at a time when
some folks seemed to be run-
ning for cover.

As a further development
of their successful C-12 Mix-
er, TAPCO announced the
new C-12 Series Two Mixing
System at the NAMM show.
The C-12’s sub-grouping fea-
ture has been further refined,
allowing the routing of input
channels directly to sub-
groups 1, 2, 3, and/or 4, as
well as the direct assign-
ment to main outputs by-
passing the sub-groups. A new
mute switch for each channel
allows defeating of all but the
pre-fader and solo functions.
Other new wrinkles include
the addition of pan pots and
solo capability on the sub-
masters.

| had a very interesting dis-
cussion about pro sound with
Roy Komack, Bose Corpora-
tion’s Manager of Professional
Products Division. Komack's
varied background as an engi-
neer, businessman and mu-
sician give him a unique
perspective on professional
sound applications — some-
thing to be expected from a
company that already has a
very distinct identity within
the industry, not just from
its reputation in the HiFi-
Stereo market but also from
the determinedly classy way
Bose does business, right
down to the formal attire
worn by their representatives
at the show. New from Bose
were the Bose SS-3 Speaker
Stand (lightweight but able
to hold two Bose 802 loud-
speakers with no problems)
and the GB-3 Gig Bag, a
rugged, zippered bag for
speaker stands, cables and
other pro sound accessories.
As always, the legendary Bose
Model 802 speaker was
prominently featured in their
display.

Unicord had a full line of
Korg keyboard units promi-

nently displayed, one of the
best received being the new
Korg CX-3 Combo Organ
which features a legit ""Ham-
mond-type’”  organ sound
along with pre-sets, draw-
bars, percussion and a rotat-
ing speaker sound which can
be speeded up or slowed
down. The wunit, weighing
only 23 Ibs., also has elec-
tronic switching LED indica-
tors and a wood cabinet.

Unfortunately, due to the
rather immense scope of the
show (2 floors at the mam-
moth McCormick Place Con-
vention Center), |'ve been
forced to report back to you
in rather broad strokes to say
the least — so if certain manu-
facturers have been tempo-
rarily overlooked its not by
design but mostly due to
limited time and space. Most
everyone will be mentioned
throughout the coming
months — either in the con-
text of New Products, Grace
Notes, Equipment Checks or
Company Profiles. But before
| sign off, two quick last-
minute mentions. The A.M.P.
company has developed an in-

ORATAL DELAY SYETEM
[—r

You've always dreamed of time control ...

teresting “"Triplet” pick (two
tips with the small tip slight-
ly longer than the main body)
that theoreticaliy ‘‘generates
two very close sounds of the
same intensity creating a very
harmonious tone.”” While on
the subject of picks, | should
also mention Jim Dunlop
(great molded jazz type picks
used exclusively by yours
truly — Jan Akkerman turned
me on to ‘em) who has added
a bunch of new items to his
already extensive array of
picks, slides, capos and other
guitar accessories. | also final-
ly had the chance to see
Terry Gould’s Universal Lever
Capo — the only (and | know,
‘cause | paid my folkie dues!)
guitar capo that makes com-
plete sense to me. It fits flat
OR curved fingerboards of
varying widths, the trim and
compact lever action doesn’t
get in the way of your fing-
ers and the entire capo is so
easy to use, it can be actu-
ally be slid up and down the
neck with one hand. Thanks
to Mr. G for spending the

time and getting it right
the capo lives once again.
JC COSTA

The best!

Here's why:
Lever action for super posi-
tive clamping pressure.

Cannot damage guitar
finish!

« Compact design.

Made of premium |

Quality materials.

Designed to match

contour of fret board.

Adjustable strap fits 6 or 12 string gui

Look for these and other Dunlop products at
your dealer or write to

ol (D)0

P.O. Box 821 Benicia, CA94510 U.S. A

ADVANCED Audio Designs

PROFESSIONAL PERFORMANCE SYSTEMS
3890 Stewart Road - Eugene. Oregon USA 97402 - 503-485-4251

Call us for the dealer nearest you
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SYNITHESIZEN

SWELP RATE

m

Imntroducing the smallest synthesizer in
the world witn full performance capa-
bilities: five octave range, filter sweep,
pitch bending, mixable suboctave, phase
shift, and the unigue feature of Dynamic
Touch Sensitivity. Weighing in at only two
pounds and measuring an increaible
121" X 10" X 1", its two 3 volt batter-
ies and built-in pbower amp and speaker
make it entirely portable. An output jack

m

m

lets you tap the full power of any amplifi-
cation system, and provision is made for
an AC adapten

Visit your music dealer for a demonstra-
tion of the world's smallest synthesizer
with a price tag to match.

ELECTRO E HARNMONIX

HALL OF SCIENCE 150 W 48 STREET NYC
Free demonstrations to the public Mon thru Sat




Fender’s new dimension
Precision Bass Special.

If you want to bring new dimension to your
music, Fender brings you the new Precision
Bass Special. An instrument for the musician
who wants more than he’s ever had before in
one bass.

Active electronics for a whole new concept
in tone variation. Whatever style of music you
play, you can put out the traditional Fender
sound plus, thanks to active electronics, an

almost infinite range of other tonal combina-
tions and musical colorations.
The Precision Bass Special’s £15 dB
treble and bass controls and low-noise
discrete circuitry let you play to thelimit.
Biting highs, fat middles or extreme
bottom end can be added separately
or combined, subtly or forcefully.
For richer overtone series and

sustain, the new design brass bridge is a
o S discovery in itself.
Defeat switch by-
; passes the electronic
D il circuit for full
k Brass Bridge passive tone and
volume control.
Feels as good as it plays. In designing the
Precision Bass Special, Fender reinstated the
classic 1961 B-neck. Requested by
the pros, this neck gives faster
action and greater comfort. %
What’s more, the new P-Bass
is built for a long, carefree life. Efficient
electronic circuitry and a single PC board.
Epoxy finish brass hardware. And approxi-
mately 1,200 hours of battery life.
Discover what others already know. In the
new Precision Bass Special with active elec-
tronics, Fender has done -

it all. Sounds. Feel. C:w__ . -~
Appearance. And major ® 2
stars like Duck Duan of =~ == suass Machine Heads
the Blues Brothers Band and Craig MacGregor
of Foghat are now playing this newest profes-
sional Fender bass. See it today at your local
authorized Fender dealer.

Active
electronics
for active

bass players.

3

Brass Tone Control Knobs

& CBSInc 1980

’orld Radio Hlstory. =
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JIMMY RANEY
Born: August 20, 1927

Home: Born in Louisville,
Kentucky, resides in New York
City.

Profession: Jazz Guitarist

Earliest Musical Experience:

I played the guitar when I was
10 and started plaving jazz with
a group when ] was 13 in
Louisville, Kentucky.

Major Influences: | was
influenced most by Charlie
Christian, Charlie Parker, and
classical music.

Latest Musical Achievement: |
am playing in the Newport Jazz
Festival in Carnegic Hall, and
Avery Fisher Hall in New York,
and then playing in Nice, France
from July 12th through the 22nd.

Keynotes: | cut two albums
recently; one with my Food
friend, Attila Zoller called Jim & I,
and another with my son Doug
Raney called Stolen Moments, on
Steeplechase Records. I have
another albuni with my son, due
out soon.

Today’s Music: I enjoy modern
music..especially what Stan Getz,
Richie Bierach and Chick Corea
are doing.

On Strings: | use La Bella’s

30 P-M, Quarter Round Strings.
I find that most flat wound strings
have a dead, rubbery sound, and
round wounds squeak too much.
La Bella’s Quarter Rounds have
the best round wound sound
with a flat wound feel; a perfect
combination. And, what’s more
important is that they stay alive
longer than any other strings.

{ard

If your passion is music,
your strings should be La Bella.

Photo by achard

@




J3uwiin|y Asieg 010Yy4

P II

ST R;MAHTIC
UITAR HERO

LA

THE




““There have been two strong dreams

in my life but I've never written

anything about them because it’s hard

to get across the lanquage of dreams.”’
Tom Verlaine

"I’'m a bad fudge of my own work.”
— Tom Verlaine, twenty minutes later.

Tom Verlaine’s guitar work is the stuff
dreams are made cof. Not that they're
ethereal or indefinite or any of those
qualities we impose ond dreams.
Rather, the isolation, the internal self-
absorption, and the mysterious allure of
“the language of dreams” is what
Verlaing’s playing can offer. As lead
guitarist of Television until their break-
up in the Summer of ‘78, and now on his
own as a solo artist, Tom Verlaine
represents the guitar hero as romantic
figure. A category all too rare in this age
where guitar maniacs have to put up
with the moronic fog-cutting heavy
metal of Van Halen, the reupholstered
latino rhythms of Carios Santana, the
excessive repetition of the Outlaws ilk or
loads of tired old sixties blues-based
hold overs.

Instead. Verlaine's Television gave us
hefty doses of purposeful six-string
work and a band attitude totally
centered around the almighty guitar.
Sadly, even many of their small cult
following didn’t recognize this. The pro-
blem has something to do with the set-
ting. In late ‘73, Veilaine formed his
band {with short-term member Richard
Hell) in order to ‘tell-a-vision’’; debuting
in ‘74 at arty outhouses like Max's and
CBGB's. Playing on the same historic
bills as the more lyrically oriented Talk-
ing Heads and Patti Smith in the early
days of “punk’’, Television’s guitars
were viewed by some as simple
backdrops to their symbolist lyrics and
remote, brooding stage persona while
the trendy ‘‘artiness’” imposed on the
scene stole a lot of attention from the
real work of Verlaine and his more con-
ventional second lead, Richard Lloyd.

And as some downplaved the guitars,
others overplayed them. Several com-
plained about the long. drawn-out solos.
even though most of Television’s guitar
work was brilliantly choreographed. If
vou listen to Television's two albums
(Marquee Moon and Adventure) or
Tom's solo L.P. (released last
September), you'll see that, in many
ways, everything is a solo and nothing is
a solo. There are lead lines running
through all of the choruses and verses,
mounting the guitar work vertically,
while even in the few recorded horizon-
tal moments (like the guitar extention in
"Marquee Moon") the tones develop in
a logical f/iterary manner; delivering a
sense of built-up tension as tightly con-
structed as a top forty pop tune. Even in
the more extended live movements,

VERLAINE GETS TECHNICAL

When it comes to choosing
guitars, Tom Verlaine is truly long
suffering. His favorite six-string is
the one that causes him the most
problems — a vintage Fender
Jazzmaster which offers lots of
string buzz, horrible hissing in the
studio and other troubles to test
your faith. For the string buzz,
Verlaine suggests taking the
bridge out and wrapping masking
tape around the poles to keep it
from rocking. And because of the
hissing, he says you can’t jump
around while doing a solo in the
studio. You've gotta be at a cer-
tain angle to the amp where it
hums the least.

Verlaine has less problems with
his favorite strings (Ernie Ball and
Gretsch) and his amps, which
since the final davs of T.V. have
been Ampeg SVT's, which he
claims, ’‘totally changed my
sound. They fattened up the lead
guitar so {'ll prokably use them
next time in the studio.” On the
two Television albums Tomused
Fender ‘Super Reverb’ amps, and
on his solo LP he favored cheap
$57 mikes, which he claims ""take
more punch. It gives it a slappy
effect.”

Verlaine generally prefers
cheaper equipment, asserting the
main problem with guitarists to-
day is, ""they all go for those $3000
Les Paul’'s and Marshall amps
There’'s really a lack of the in-
dividual with that stuff.”

Verlaine has proved to be one of the few
guitarists {along with Neil Young, Jim-
my Page, Jeff Beck and others), who
can solo for more than a few minutes
without losing the point. Of all of them,
Verlaineg’s work seems to have thre
greatest sense of “telling a story:”" of
bringing you somewhere and coniing
back with a vividness as ins'stent as a
reoccuring dream.

But beyond tight focus of Verlaine's
work, there is the uniqueness of his
tone; an almost anorexic sound thin,
piercing, brittle and vulnerable. "I term
that sound shinny,”” Tom asserts. "You
can get that with Gibsons. On the solo
record, | used an Epiphone “"Al Kaiola.”
It's got six switches on it and every one
makes the sound even thinner.”

Verlaine's sound actually developed
somewhat by accident. “When | was in
high school in Delaware | had a different
sound,” Tom explains. | was using an
old tape deck — you take the pre-amp
out of it, which gives you the same
sound | later heard when | first saw Clap-
ton play live. He had this little thing on
top of his amp, which | bet was a tape
recorder with the pre-amp taken out. A
lot of people did that in those days
Jeff Beck, Jimmy Page. It gives your
guitar a lot of volume before it hits the
amp itself. Then the amp distorts it and
gives it an edge. When | got to New
York my sound changes because | didn’t
have any of that equipment. The new
equipment | bought in New York was a
Fender Jazzmaster, which in those days
was $95 because nobody wanted ‘em.
Now they're up to $400, probably
because Elvis Costello had his picture
taken with ‘em so many times."”

Verlaine labels the new sound he
came up with for Television as a ‘‘crank-
ed up surf sound. It's basically a com-
bination of Fender surf guitars and
Fender amps cranked up.”’

Interestingly, when Verlaine was
growing up as Tom Miller in Delaware
he claims not to have like guitars at all.
“In the early Sixties | listener! to jazz and
when a guitar would corme over the
radio | would literally turn it off. When |
heard The Stones, that's when | started
to like the electric guitar sound. Also on
Dylan’s Highway 61, Mike Bloomfield's
stuff.”

"19th Nervous Breakdown” and
“"Tombstone Blues’’ may have inspired
Tom to trash his sax and piano for a
guitar but his style developed on a track
far outside of Bloomfield’'s or Keith
Richard’s blues-based licks. Listening to
early Television, one might more closely
associate him with the psychedelic San
Francisco sound; Jorma Kaukonen with
his vibrato hooked on speed. ‘| never
liked San Francisco music,” Tom
counters. ''People still associate me with
that. But the tones | liked more in those
days were The Butterfield Blues Band or p



The Yardbird's live record.”’

In terms of the ‘'lean-and-hungry’’
aspect of Verlaine's tone, one could also
dredge up the name of Neil Young. Both
Young and Verla.ne feature off-kilter
lines, emphasizing convoluted
reconstruct'ons or extensions of the
main themes in their solos. Yet Verlaine
is not as culturally rooted as Young.
While Young's lines are pure mythic
Americana (ironic for a Canadian!,
Verlaine creates his own separate reali-
ty. One is descriptior, the other implica-
tion. “The first Neil Young album |
bought was Zuma which | thought was
great,” Tom says. "I think he's got in-
tegrity. He's one of the few players who
does. His live album | like a lot. The
guitars are mixed real loud on that
album.”’

In the past Verlaine has had problems
getting his own guitars mixed just right.
He complains of engineers not knowing
how to deal with his sound. On the first
Television album it took a while for the

band to make themselves understood.”
When we started making the first album
with Andy Johns, he didn’'t know what tne
hell to make of it. He pulled me out into
the hall anc¢ said, ‘is this the Velvet
Underground? What kird of trip is this?’
He recorded a few tracks and then had
some personal events so he went to
California and | finished the record
without him. He came back to mix it and
he finally saic the band was a lot like The
Stones because there’s this skight out-
of-tuneness to it, and you can’t polish it
up too much or you lose the energy.”
On this debut disc, Verlaine revealed
how purposeful his guitar work could be
right away; in at least one instance
creating a solo to reflect pre-conceived
visual images rather than random gural
effects. Verlaine labels his feature in
“Friction’’, "'a picture solo. It didr't have
anything ta do with tonality at all.
There's a Mingus record cafled Oh Yeah
and a song called ‘Hog Caliing Blues'.
It's got trombone plavers making pig

Phato Richard Young L.F.i.

noises and others making cluck noises
and it all sounds great. It's all just a pic-
ture.”’

Interestingly, Verlaine reveals some
unexpected roots for other guitar bits on
the album. While the stuttering riffs on
“Marquee Moon” may seem wholly
original, Tom claims it was reggae
rhythms inverted with a guitar version of
the horn part from James Brown's “I
Feel Good" layered on top.

On Television’s second album, one of
the most stunning guitar riffs is on
“Days.” It features Verlaine’'s warmest
work, plus a passionate vocal with the
key lyric; ""days/be more than all we
have,” to the realm of the spiritual. The
captivating main riff in the song has a
strange origin. ! had read that Wagner
would write something and then write it
out backwards,” Tom explains. “He'd
have the violins play the main theme
backwards. | thought that was in-
teresting. And | always liked The Byrds
so | asked Lloyd if he could play ‘Mr
Tambourine Man’ backwards. We took
that and changed it a little bit and that
became ‘Days’."”

Unfortunately the kind of magic creat-
ed on the two Television albums could
not last. Richard Lloyd had personal
problems as well as ego conflicts in the
band, and Tom became disillusioned
with the drum sound of Billy Ficca. A
bust-up was unavoidable but the out-
come hasn’t been easy for Tom. His solo
album was completely misunderstood
by the L.A. staff of Elektra Records,
partly explaining the LP’s poor sales,
and Verlaine had to spend many months
battling to change labels. a new deal
now seems likely with Warner Brothers,
but nothing has been finalized. Then
there's the matter of finding a new se-
cond lead quitar player. and that's a
Catch-22 situation in itself. “If a guy's
great he wants to play everything
himself; he has his own vision,” Tom ex-
plains. "And if he's not great then who
wants to play with him? It's so hard to
find someone who's talented and has
the right attitude.”

For now, Verlaine is writing Iots of
new songs and seeking out fresh
sidemen. It should hardly come as a sur-
prise that he claims much of his new
work is very romantic. While so many
other guitar “heroes”” offer a shallow
macho strut, Verlaine has long been
delivering the depth and passion that
befits a true musical hero. True, this has
vet to win over the masses, but Verlaine,
like his work, always emphasizes the
ideal. To him art should always be a
"‘higher reflection of life.” You can
almost hear his crystalline guitar work in
"Venus De Milo” when he says: “‘how
high you set your sights is a lot how
vour life is going to turn out.” |

Jim Farber



TAMA MASTERCRAFT SNARE DRUMS...
30 WAYS TO SOUND GREAT.

Bell Brass Rosewood Fiberglass Artwood Melal

BB-155 RW-255 FG-355 AW-455 8055
BB-156 RW-256 FG-356 AW-456 8056

If you’re in search of a signature sound,
you’ll find it in the sound of your share
drum. That’s why there are 30 different
ways to order a Tama Mastercraft Snare.

With five shell materials, including Tama
exclusives like pure Rosewood and hand-
cast Bell Brass, two shell depths
(5” or 6'2”) three snare beds (steel,
coiled Bell Brass and AC™ cable), Tama
gives you many more choices than the
nearest competition.

So don’t settle for a sound that
someone else thinks you should have,
play a Tama Mastercraft Snare and
sound great.

KTAMA/

For a full color catalog send one dollar to: TAMA
Dept. IM, P.O. Box 469, Bensalem, PA 19020; 327
Broadway, Idaho Falls, ID 83401; 6355 Park Ave.,
Montreal. P.Q. H2V4H5

Tony Smith

ames Nyman



SHOWMASTER 850 SC °*® EACH CHANNEL — one high gain input, one low gain input, volume, bass,
Stereo Powered Mixer treble, panning, effects (internal reverb or switchable effects send)

e MASTER SECTION — stereo VU meters, monitor, effects, volume, bass, treble.

e PATCH PANEL — stereo auxilliary inputs, stereo recording outputs, stereo
monitor outputs, effects send, effects return (may also be used as a monaural
aux. input).

e REAR PANEL — three way power switch, stereo speaker outputs, line fuse,
stereo speaker fuses, line cord retainers, accessory ac outlet.

e ADDITIONAL FEATURES — color coded control knobs, woodgrain side
panels, optional leatherette carrying case.

TOUR SOUND PRODUCTS INC.

Main Offices Western 13 States Mississippi & Louisiana
Neuman Music Associates Inc. Pennino Eagle Distributors
390 Central Ave. 6421 Industry Way 222 S. Main St.
Bohemia, NY 11716 Westminister, CA. 92683 Hattiesburg, MS. 39401
516-567-8755 Toll Free 1-800-854-8871 601-544-5821
516-589-1919 Local 714-897-2515

Telex: 96-0228

GERMANY: [.S.0. Musical Instruments, 23 Sieges Strasser, 8 Munich 40, W. Germany
NETHERLANDS: Electric Cound, Prinsengracht 709-713, Amsterdam, Netherlands
SWEDEN: J & J, Box 5068, 13105, Macha, Sweden

CANARY ISLANDS: Audio Studio Co., Perjo 18, TF; 36886, Las Palmas de Gran, Canary Is.
PUERTO RICO: Villa Piano, 1853 Ponce de Leon, Puerto Rico




GET ACTIVE

When you get right down to if, all that equipment you spent all that
money on can only sound as good as the signc! it receives. And for those
of you who are depending on PASSIVE electronics to tell your amo and
effects whet to sourd like . . . well, we at Power Pots sympathize with you.
That's why we developed cur Professional Onboard Electronics Group,

to solve the problem that today’s guitarist s faced with. We know that most
guitarists are not technically orented cnd that the nighly technical
question of how to get the signal down the cord to the amp without
adcing noise and unnatural frequency response is not one that is easily
solved — especially when long battery life and small size is of pcramount
importance. So when the people at Pcwer Pots set out to solve these
problems, we contracted the services of Craig Anderton, nationally-known
author on the subject of guitar electronics. The final result is a line of
onboard electronics for guitar and bass that gives the guitarist sound that
he never realized his guitar was making because of the common problem
of signal degradation.But don’t take our word for it. Contact your local
dealer and ask him for a Power Pots dernonstration. You won't believe
your ears. Write us for our free catalog.

ON BOARD ELECTRONICS FOR TODAY'’S GUITARIST
2120 East Howell $t., Suite 506

Anaheim, California 92806, USA.
(714) 634-1984

Dealer Inquiries Welcome
Model | Booster™ Model |A Booster™ Model Il Booster™ Activestrat™
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RONNIE LAWS

A TOUGH TENOR

Imagine: uptown Houston, Texas,
dateline 1960. It's late afternoon. The
kids have quit school for the day, and
the sun blazes onto the sidewalk and the
blacktop is sticky. The neighborhood is
negro, and the rehearsal room is laid
back of the street, not so far that the
band rehearsing can’t be made cut as
some kind of jazz outfit the sax and
the keyboards counterpointing the relax-
ed, almost lazy, rhythm section. A few
dudes hang out on a street corner,
listening to the music as it drifts by on
the thermal currents. They dig it, and
wait for something to happen — maybe
a Felder solo, or a Sample flash of
keyboards.

Inside the rehearsal room it’'s cool —
away from the sun. A few people stand
around grooving. The band is the
Crusaders, and one of the spectators is
nine years old. His name is Ronnie
Laws: one day he will blow a tenor horn.

It's 1963. Ronnie Laws is 12 years old.

He acquires an alto saxophone, a
Buescher in a bad state of repair. His
family is not well-off, so he has to make
do with rubber bands instead of the pro-
per springs. About five years later Ron
nie Laws, in his last year of high school,
he progresses to a tenor sax.

And in 1975 he releases the album
Pressure Sensitive, which turns out to
be the biggest selling debut albbum on
Blue Note ever. Ronnie Laws the solo
artist has arrived, and a new tenor star is
horn.

Hmmm...a condensed history like
this is accurate, but ‘rustrating, because
the very significant bits in between are
invaluable in assessing the career of pro-
bably the most successful tenor sax-
ophone player in the Seventies decade
in terms of sales, and mass market
penetration.

Pressure Sensitive was the album that
sparked off Laws’ solo career. It was
eight tracks of saxophone dominated

crossover: raw, vital and funky, and
established ‘aws in the forefront cf the
fusion artists. Indeed, Laws was, and is,
unique in being the only reed playing fu-
sion artist of his time. Junior Walker and
Grover Washington, the latter with his
famed Mr Magic album, spring from dif-
ferent musical milieu, and cannot be
labelled as crossaver because they did
not as such, cross over from anywhere,
but play the music they have always
played.

The springboard for Laws’ solo career
was undoubtedly his stint with Earth,
Wind and Fire as tenor man: "It was a
good association with them, they are
very talented people. | learned at lot.
Playing with those people early
on...the repertoire of that band made
me able to appreciate that /t’s only
music. It doesn’t matter what the music
is so long as you're able to project.”’

Before he accepted the EWF gig,
Laws was a staunch jazz purist,
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dedicated to his art, even playing some
avante-garde material out on the West
Coast. It took some time before he
realized that music cannot be eaten, or
pay the bills: “I really accepted that gig
just so | could eat.”

It was EWF, claims Laws, that finally
lifted him out of his narrow-minded way
of thinking, so that he could start playing
fusion. But even now, after five solo
albums — each exploring the fusion
genre — Laws says that: “I.. .reside in
this little safe area without trying to ex-
pand, because to me there's no growth
there, and you just allow yourself not to
expand.”’

This would suggest that he's
dissatisifed with the music he's making,
defying instead the music made by the
great innovators such as Parker and Col-
trane “'basically that's the way | am.”

Listen to Pressure Sensitive, and then
play his latest vinyl offering Every
Generation, and it's possible to detect a
marked difference in the two musics.
The former was, as | said above raw
and sensuous, but mostly it was alive
and