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AV 
UN LEY 
The firit solo David Lindley Album to see the 

light of day is )ikr,y0 . It's rated) ç for 

iNcellent—damn right too after 15 years of 
primo touring and recording for folks like 

Jackson Browne, Linda Ronstadt, 
and Warren Zevon. ).ike.,e,, an 

album delivered in Ncellent 

vocal style by David Lindley 

himself. Well worth the price 
of submission. 

,21;1°?' 

LINDLEY 
DAVID 

tit 

c 1981 fiektro/Asylum Records. A Division of Warne., Communications Inc. 
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Roland Understanding 
Technology 
Series 

Subject: 
Total Percussion 
for Recording. 
Performing and 
Composing 
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Writing 
Because the TR-808 is com-
pletely programmable. The 
rhythm selection is not limited 
to factory presets. Any rhythm 
pattern can be easily written 
into the TR-808 digital mem-
ory. even odd time signatures - 
like 5/4 and 7/8. 

The programming is done 
in real time using the step 
method we pioneered with 
our BOSS Dr. Rhythm. How-
ever, the number of steps is 
variable so that rhythms can 
be programmed with as small 
a division as 32nd notés. 

------------

The Roland TA-808 will undoubtedly become the 
standard for rhythm machines of the future because 
does what no rhythm machine of the past has ever done. 
Not only does the TR-808 allow programming of indi-
vidual rhythm patterns, it can also program the entire 
percussion track of a song from beginning to end, 
complete with breaks, rolls, literally anything you 
can think of. 

Playing 
A total of 32 different rhythm 
patterns can be written into 
the TR-808. Rhythms are 
played by selecting one of thp 
16 switches along the bottom 
of the front panel. These can 
be switched while a rhythm 
playing to change from a 
straight beat to a fill, or 
another rhythm. 

LEDs indicate which rhythm 
is playing, and a Prescale fea-
ture makes sure all rhythms 
are in time with each other. 
even while switching 
between odd and even 
time signatures. 

Composing 
A feature that sets the TA-808 
apart from any other rhythm 
device is its ability to record 
an entire composition's per-
cussion score, which we call 
Composing the Rhythm 
Track. This is accomplished in 
exactly the same way as the 
unit is played, by switching 
from one rhythm to another. 
only this is done while in a 
Compose Mode. When the 
song is over and you switch 
from Compose to Play. every 
change has been recorded: 
every fill, straight beat and 
break, up to 768 measures 
in length. 

' Roland 

The Voices 
The eleven instrument voices 
of the TA-808 include bass 
and snare drums, three toms. 
three cymbal voices, hand 
claps and more. Roland's 
exclusive programmable 
accents give additional life to 
any programmed rhythm. 

Each voice has its own level 
control for total mix, and many 
of the voices have timbre, tun-
ing and decay controls. If 
that's not enough control. 
each voice has its own output 
jack so it can be processed 
howevei you like. 

RolandCorp US 
2401 Saybrook Ave. 
Los Angeles. CA 90040 

We Want You to Understand the Future 
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Lindsey Bucidngham has lately emerged 
as the moving creative force behind 
Fleetwood Mac both on "Tusk" and on 
their recent tour. Here he talks with Can 
Forte about Bg Mac's musical growth and 
directions as well as his own. 

The gash is without question the 
strongest. most creative group to come 
out of the punk revolution. In two in-depth 
interviews Clint Roswell, Vic Garbarini, 
Robert Fripp, Joe Strummer and Mick 
Jones talk about the Clash myth and 
reality, social directions and musical 
desires 

Ronald Shannon Jaclaon is the future of 
jazz drumming right now He tells his own 
story. from the heartland of Texas through 
playing with Ayer, Omette and Cecil to his 
monastic retreat learning to express the 
rhythms between the beats 
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Wringing wet, you're Pummeling your kit like a turnan 
cyclotron. You're ir to this intense, high-er ergy, extended 
rolling thing with nultiple crescerdos. And maybe 20,000 
applauding, screaming people are into how you're put-
ting out the pulse. Right then the heavy crash acce-rts are 
so thick you can reach out and touch each shockwave. 

Shrieking out over the crowd and the amplifiers is your 
Zildjian Rock Crash, reinforced 
by-explosive high- intensity 
chips from your Rock Hi- Hats. 
And your Zildjicn Swish keeps 
all that sound spreading out 
through the low end of the 
spectrum. 

Because we put our best 
into each of our more than 29 

differerl Crash cymbals, you get your be.0 out of all ot 
--hem. I\.o matter how long you've been reaching out ro 
-ouch your music or your audience And that same sharp 
,clarity and super strength are handcrafted in-o oil 120 dif-
,erent Zildjian models and sizes for every kind of drummer 
n every kind of music. 

See for yourself how over 200 cf the world's most 
'arnous performers touch the sound from their Zildjiars. In 
Dur new Cymbal Set-Up Book, the most comprehensive 
reference guide for drummers ever puolished. For your 
ccpy, see your Zildjian dealer or send us Szi to cover post-
age arid handling to Zilajan, P.O. Box 198, Dept. 8, Accord, 
MA 02018. 

Avedis Zildjian Company, Cymbal Makers Since 1623, Longwater Drive. No well, Mass 02061 USA The only serious choice. 



Letter From the Editors 
It's strange how a thematic unity will 

develop in an issue without any 
specific forethought. This month the 
increasing difficulties in making a 
living while performing live music 
crops up again and again as a prime 
frustration for even the most 
seemingly prosperous musicians. R. 
Shannon Jackson's mystical 
autobiography continually alludes to 
press parties, Bar-mitzvahs, and his 

first duo playing redneck music as an 
easier and more profitable way of 
supporting himself than concerts and 
albums. Robert Fripp yearns to play to 
audiences of 250 people and begs for 
"one guy driving me around and two 
green boxes." Joe Strummer tells us 
in the same article that his goal is to 
break even on a tour, a task which he 
feels nearly as likely as capturing the 
Holy Grail. Phoebe Snow says flat out, 
"touring messed me up more than 
anything." John Martyn gives up 
working with his wife Beverly because 
he can do a single and she requires 
an unwieldy back-up band. One of the 
most spontaneous and purely 
personal musical experiences of the 
rockabilly era is an afternoon jam 
session with four giants who didn't 
know the tape machine was running. 
The scrappy pavement-pounding 
course of the independent record 
label project as the last recourse to 
self-expression is found to be no 
cakewalk. Lennie Tristano's recourse 
of retreat into academia pulls him so 
far out of the mainstream that his vital 
contribution to jazz is misplaced by 
historians and critics. 

Clearly the economics of the 
business of " playing out" are more 
polarized than they have ever been. 
While the search for a " music of the 
heart" is a power- link among all the 
artists profiled this month, their 
economic support system is virtually 
unrelated to that aspiration, whether 
it's Strummer and the Clash playing a 
bad concert to fans who can't tell, 
Phoebe being told her niche by her 
record company, or Jackson saying 
that Elizabeth Taylor's press agent 
pays better than the avant garde. 
Sure, this is the oldest story, 
exploitation of musical innocents, but 
when it becomes as big a story as the 
music, when the economics define the 
art, we've got trouble. No radical 
suggestions here, just a deep sadness 
that things never seem to change. 

COODER KUDOS 
I'm new to your magazine, and I'm 

truly impressed by the caliber of your 

interviews, jazz coverage, and no-
nonsense album reviews. Especially 
eye opening was Chris Doering's insight 
into the nature of Ry Cooder's music and 
good music in general: " it recognizes 
silence as an equal, as the condition 
necessary for listening to the sounds of 
your heart." Superb! 
Joe Bovenzi 
Boston, MA 

STEELY GUTTER 
The interview with Steely Dan showed 

me that 1) Steely Dan has gone down 
the gutter; 2) they learned English in the 
gutter; 3) their album is sad. I'm a DJ at 
one of the top stations here...I refuse to 
play these losers...I think I'll listen to 
Dylan... 
Unsigned 
El Paso, TX 

YES, MR. FABRIANI 
My most heartfelt thanks for David 

Breskin's wonderful interview with 
Steely Dan in your March issue. It's 
always enlightening to hear what Mssrs. 
Becker and Fagen have to say, musi-
cally and interview- wise. 

In the interest of accuracy, however, I 
must point out some minor errors. One 
of Becker's remarks alluded to Tristan 
Fabriani, a Dan nom de plume from the 
liner notes from their first album. Also, 
the correct name of the Ian Dury song 
that Fagen mentions is "There Ain't Half 
Been Some Clever Bastards." Also, per-
jorative contains one "r." I wish you had 
an interview with them in every issue! 
Nancy Sluiter 
St. Charles, IL 

TWEAK ON 

Reading each issue of Musician is like 
walking through a house with a lot of 
rooms. The variety is extraordinary. 
Meanwhile, you have David Breskin 
lurking in the attic making the best 
interviews I've read anywhere recently. 
So what if he tweaks a few noses here 
and there. There's a lot more noses 
around the music industry that need 
tweaking. So sic 'em, Dave. 
Cameron Clark 
Portland, Maine 

C&W B'AR 
Whatever happened to Rafi Zabor? I'm 
out here, living in a trailer with Iris, 
playing my ass off in C&W bars, cuz jazz 
won't pay the bills. So where's the rest of 
the story? 
The Bear 
Tuscon, Ariz. 

DANGER OF DOOBIE-IZE-ATION 
Don't let your magazine turn into "just 

another R&R Magazine" to boost your 
sales to a young rock audience. After 
reading your Becker/Fagen interview, 
would big business and bucks mean 

happiness? (Their thoughts on Michael 
McDonald of late.) What true artistic 
musician would thrive on playing it the 
same way, the same time, to the same 
crowd of rowdy kids, every night? No 
wonder McDonald wants out of a touring 
band. May "Corny" keep the jazz roots in 
the Doobies that McDonald started. You 
see, quality, not bucks and quantity, still 
stands. 
Dave Pruitt 
Petersburg, IL 

A DREAM DEFERRED 
To Don Van Vliet: 

Don't tell me I'll never git to see ya, the 
man with the magic eyes who sees 
things I don't, to help me through this 
jungle of people tryin' to control me, they 
can't but they sure make life unlifelike. 
Do I have to live in their limitation until I 
can buy my own? 
J.. Porter 
Sedro Woolley, WA 

ROCK ON 
I really liked the article on black rock 

'n' roll in the Byrne issue. It was very 
informative, and many people needed to 
know the contributions black people 
have made, particularly during the 
beginning phases of rock 'n' roll. Also, 
the Eno article was excellent, as well as 
Robert Fripp's article on bootlegging. 
Please do an interview with Pete 
Townshend. 
Kip Duvall 
Columbia, MD 

POET OF THE MONTH 
They say that silence 
is a key to thinking 
Yet music can be called upon 
to think also. 
For music is the key to all comforts, 
a journey to the unknown. 
The atmosphere of the world 
constantly changing 
it keeps me rearranging. 
For 1 am a key to pop music 
and a passage to the galaxy 
for those who wish to be free. 
Come along with me 
for the best is yet to be. 
Stay wise and bold 
forget the old 
swing with the new tradition 
read Musician. 
Champion L. Harris 
Mt, Holly, NJ 

ERRATUM 
Last month we mistakenly credited 

the magnificent color photograph of 
Talking Heads on stage ( pg. 40-41). The 
correct photographer is Waring Abbott. 
Our apologies also to Deborah Feingold 
who wasn't credited for the Brian Eno 
color photo on page 49. 
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He's So Rich 
George Harrison is only to pay 

$587,000 for " unconsciously" ripping 
off " He's So Fine" in writing " My 
Sweet Lord." The reason this fine was 
relatively light ( according to Judge 
Richard Owen it could have been a 
million dollars higher) was Allen Klein. 
The notorious record biz wheeler 
dealer bought publishing rights to 
"He's So Fine" in 1978, while at the 
same time involved in the bitter 
lengthy battle with Harrison and the 
other Beatles, over his firing in the 
early 70s. In effect Klein took over the 
suit against Harrison and his presence 
was, as you might imagine, a 
stumbling block to an out of court 
settlement. Judge Owen wisely took 
Klein's presence into consideration 
and awarded, what was under the 
circumstances, the smallest 
settlement possible. 

Bootleggers Clone French 
Singer 
As the FBI raises the intensity of its 

campaign against bootleggers and 
video pirates in the United States, an 
international gathering in Geneva with 
representatives of 40 governments 
painted a massive and disturbing 
portrait of the cultural black market. 
Far from low key individual efforts, the 
perpetrators of record piracy appear 
to have close links to organized crime, 
particularly in the U.S., Europe, and 
S.E. Asia. It is estimated that 10% of 
the world market is now bootlegged, 
some $1.5 billion worth, but in some 
nations the figure is over 80%! 
Scores of examples were given. In 

the U.S. video cassettes of " Star-
Wars," "Apocalypse Now," and "Close 
Encounters" were on the market 
before the films were released. One 

French singer had not only his 
records, but his entire act pirated: 
when he appeared in Latin America 
for a show, his identity was 
questioned. It seems a man using his 
songs, his beard and beret, and even 
his name had already toured the 
region. 

Inflation Fight Fizzles 
CBS and Polygram, two industry 

biggies, have announced increases in 
their list prices for single record LPs. 
In addition, all CBS double albums will 
be $11.98, up from $9.98, and its $4.98 
records will go to $5.98. Not to be 
outdone, Capitol raised prices on its 
once-$3.98 line to $5.98. RCA wasted 
no time either, going to $8.98. While 
the price of petrochemicals may be 
considered one reasonable 
explanation, it is hard not to raise an 
eyebrow. One hopes that Joe 
Strummer and Mick Jones of the 
Clash, as well as Tom Petty ( with 
managers Tony Dimitriades and Elliot 
Roberts), all of whom held the line of 
resisting price increases of their new 
albums, might execute a bloodless 
coup d'etat at Epic and MCA 
respectively, but we are not holding 
our breath. 

Last Ditch Soapbox 
As the possibility looms that the 

Reagan budget proposals will cut $43 
million from the Corporation for Public 
Broadcasting and $84 million from the 
National Endowment for the 
Humanities, we can only reproduce 
the comments of actress Jean 
Stapleton, former dingbat, before the 
House Appropriations Subcommittee 
on the Interior: 

"I'm aware, as we all are, of the 
scores of citizens pouring in here, 

crying out against the cuts — the 
hungry, the poor. Are arts as important 
in the face of all these basic needs? 
Yes. Man is a spiritual being. He must 
be spirtually fulfilled. I join you in 
fighting inflation. But I ask you to let 
down a safety net for arts, music, 
dance — the very identity of our 
nation." 

Chart Action 
A rap record was the nation's 

number one record. Yes. But it wasn't 
Kurtis Blow or Grandmaster Flash or 
the Sugarhill Gang. It was Blondie. 
What does that say about American 
music? 
Other big selling singles came from 

British disco-rocker Sheena Easton, 
Grover Washington, and Juice Newton 
with a totally uncreative re- working of 
"Angel of the Morning" and Steve 
Winwood's brilliant "While You See A 
Chance" from an equally brilliant 
album (as high as number 4). Also 
two vets, Eric Clapton, with "I Can't 
Stand It," and Smokey Robinson, with 
"Being With You," make you wonder if 
the 60s ever really ended. 
On the album chart suburban rock 

dominates with Styx and REO 
Speedwagon at the top and Pat 
Benatar still selling, while MOR angels 
Neil Diamond and Kenny Rogers 
continue to " mellow out" America. 
Despite its title the Rolling Stones' 
Sucking In the Seventies is 
prospering, but then so is Rush's 
Moving Pictures and the much-hyped 
Canadian band, Loverboy. What is 
interesting is that the Eno- Byrne 
collaboration, Bush of Ghosts, has 
made it to the middle of the pop 
album chart, suggesting that this 
fascinating work is finding a 
substantial audience. 
On the black music side, two Los 

Angeles based production companies, 
Solar with the Whispers and Shalamer, 
and Total Experience with the Gap 
band and Yarbrough & Peoples, have 
controlled the top album and singles 
positions for most of 1981. But 
established acts like the Isley 
Brothers, Smokey, and Marvin Gaye 
with his adventurous In Our Lifetime 
appear ready to break through. 

While the bulk of the country music 
chart is composed of good music by 
the Merle Haggards, WayIon Jennings, 
and Alabamas of country music, it 
does seem that Kenny Rogers and 
Ann Murray are almost immovable 
objects in the country western charts. 
GRP's smoothly produced, pop-jazz 

has moved Tom Browne and David 
Grusin to the top positions on the 
trade jazz charts. While most of it is 
not jazz in the traditional sense, GRP's 
music rarely seems as boring as the 
CBS- Bob James school of pop-jazz. 
But as background music it is hard to 
beat Grover Washington's Winelight, a 
great album for late night romantics. 
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THE MILLION 
DOLLAR 
WARM' 
vv e usually think of Elvis Presley 

simply stepping into Sun Studios 
in Memphis, in answer to Sam 

Phillips' call, and walking out a few days 
later, "That's All Right Mama" under his 
arms. Nothing could be further from the 
truth: Presley, Phillips, Scotty Moore and 
Bill Black woodshedded for months 
before any music was issued. 
Even more strangely, as far as we 

know, there was no live test of the new 
music they were developing — no public 
performances at all, until "That's All 
Right" itself went on the radio. This is 
remarkable in its audacity, but it lends a 
clue to part of what made rock so revolu-
tionary. Jazz, country and western, 
Broadway and Tin Pan Alley pop, gos-
pel, classical music and the blues were 
all conceived as live experiences, per-
formance music. Recording those 
genres. meant — and to a grea/ extent, 
still means — attempting to recapture 
the ambience of a church, whorehouse, 
juke joint, Appalachian front porch or 
theatre. In rock, on the other hand, the 
emphasis of live performance is to 
recapture the ambience of the records. 
This makes sense: one way to view the 
rise of rock is to see it as a response to 
the expanded creative capacities of Fif-
ties recording studios, especially the 
discovery of magnetic tape which 
offered much more luxury in experi-
menting and throwing away failed 
attempts than any of the previous tech-
nologies. 
Sam Phillips wasn't the only producer 

who benefited from this process: Leiber 
and Stoller in Los Angeles did even 
more with it, Norman Petty and Buddy 
Holly in Clovis, New Mexico nearly as 
much. Which doesn't make rock a mere 
technician's idiom; it just demonstrates 
that rock was created not only from a 
merger of R&B and C&W but also from a 
merger of the spirit of such music with a 
new creative device. 

For me, the most important implica-
tion of rock as a music fundamentally 
born of and in the recording studio is 
what it suggests about the place of self-
consciousness in this music. Early rock 
is crude for a variety of reasons, and one 
of the most important is that it was 
experimental in the most basic sense. 
Yet, however primitive it may sound, 
even the earliest and most elemental 
rock is tremendously self-aware. The 
historical implication is that what we 

A 1956 recorded meeting of 
rockabilly giants comes to light 
in which Jerry Lee, Carl Perkins, 

Johnny Cash and Elvis 
(spontaneously) celebrate their 

gospel roots. 

By Dave Marsh 

From left to right: Jerry Lee Lewis, Carl Perkins, Elvis Presley and Johnny Cash. 

have always supposed to be true about 
Sixties rock isn't quite the case. The 
Beatles and the British Invasion didn't 
make rock more conscious of its own 
power; they simply articulated more 
clearly an awareness that was present 
from the beginning. 

Most critics, fans and performers 
have always known this was true — that, 
to use the phrase Bruce Springsteen 
used a couple issues back, "the idea is 
to sound spontaneous, not be spontan-
eous." Yet there's also a certain stigma 
attached to the concept of intelligent 
rock: Pete Townshend has founded a 
good deal of his career on feeling guilty 
about being smart. 
The more compelling musical ques-

tion, I think, is what rock musicians might 
sound like when they're really playing 
spontaneously. Which helps explain the 
mystique of The Million Dollar Quartet, 
that fabled jam session at Sun which 
featured Johnny Cash, Jerry Lee Lewis 
and Carl Perkins, along with Elvis Pres-
ley Himself. 
The tape was made one afternoon in 

late 1956. Presley was back home in 
Memphis for a holiday visit, between 
filming his first movie, Love Me Tender, 
and answering the call of his draft board. 
Perkins had already known the greatest 

height of his career, with " Blue Suede 
Shoes" in February, and the greatest 
tragedy: the car crash that kept him off 
national television and killed his brother. 
Lewis was still six months away from the 
epochal "Whole Lotta Shakin' Going 
On." It was such an epiphanous time that 
until very recently it was hard to believe 
that the Quartet tape really existed, or 
amounted to much more than a quick 
session for local newspaper photo-
graphers. 

Shelby Singleton, who now owns the 
Sun archives, had tried to issue the 
Quartet tape several times, but RCA 
stopped him — by this time, Presley's 
recordings were their property. But it 
didn't help Singleton's credibility that, in 
1978, he issued instead an album called 
Duets (Sun 1011), which featured Lewis 
and a transparently dubbed- in Presley 
impersonator. Since Singleton is also 
the proprietor of Orion, a masked vocal-
ist with an eerie ( or creepy) resem-
blance to Presley, all bets on the actual 
existence of the real Quartet were off. 

However, about a year ago, the Million 
Dollar Quartet tape ( or a substantial por-
tion of it) was released, on Sun — in 
Sweden. This international distance did 
not prevent RCA from quickly squelch-
ing it, before very many copies reached 

M  
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tent applied for hurrbucking pickup ser a 
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took off ir o whole rew direction. Now 
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in its latest Pot. A_ppl. For* pickup. 
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guitar, you're adding the heritage 
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output is tun and smooth. No 
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since rack and roll first got 
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ing pickup. Until now. 
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If you've been using Ampex 456, 
you've been setting yourself up for Scotch 226. 

Our new Scotch® 226 is compatible with 
Ampex 456. But that's about the only way 
the two tapes are equal. Scotch 226 gives 
you much lower modulation noise and 2 to 
3dB less print-through. Yet there's no 
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frequency response. 

And because Scotch 226 delivers fewer 
print-through problems, we can offer Scotch 
227, a one-mil version for longer playing 
time. 

Best of all, you'll find Scotch 226 to 
be consistent in quality reel after reel, batch 
after batch. And that may be the most 
important difference to consider 

We developed Scotch 226 because we 
heard you wanted it. Those of you who like 
our mastering tape, but don't like to rebias, 

will find it's just the ticket. And together with 
Scotch 250, it gives you an unbeatable tape 
combination. 
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have already recommended Scotch 226. 
But you don't have to take their word for it. 
Test it for yourself. It's as simple as changing 
reels. 
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the market. Nevertheless, Peter Gural-
nick turned up with an extensive essay, 
complete with Sam Phillips interview. 
about the Quartet music in the Sunday 
New York Times Magazine, around the 
same time. So one knew that the Quartet 
did exist, and according to Guralnick, as 
authoritative a Presley critic as we have. 
it was pretty amazing. Yet there was little 
hope of hearing it, since RCA preferred 
issuing albums like the current abomi-
nation, Guitar Man, which features Pres-
ley's real voice with new band tracks 
dubbed in posthumously. ( Did I say 
something about Singleton's cred-
ibility?) 

Still the trade in Million Dollar Quartet 
albums remains pretty furtive. I know 
about three people who own the album, 
and that is among a wide assortment of 
acquaintances who would buy a tape of 
Presley's last breath, if someone had 
had the audacity and vision to tape it. My 
own opportunity to hear the Quartet 
came overnight, and then so quickly that 
I taped the album, but never had the 
chance to write down the song titles. 

Not that I really needed to. The Million 
Dollar Quartet wasn't a rock and roll 
group. They sang ( well, Perkins, Lewis 
and Presley sang) gospel songs of the 
most ancient and familiar variety: 
"Peace in the Valley," " Farther Along," 
"Down by the Riverside," " I Shall Not Be 
M6ved." One after another, from 
memory, one man starts to sing, and 
after a pause of a couple bars, the others 
click in and join him, effortlessly. 
The session is surely spontaneous: 

Clement says he just slipped on a tape 
while the boys were harmonizing, and 
you can believe him. Every song begins 
as a false start, there is some tart ( but 
never vulgar) banter between numbers, 
a woman (who knows, it could be Marion 
Keisker herself) asks if "this Rover Boy 
Trio" would sing " Farther Along." They 
oblige, in good spirits. 
The music itself also suggests that the 

Rover Boys were captured unawares. 
These voices mesh perfectly, Lewis' 
Louisiana drawl, Perkins' Tennessee 
moan, Presley the choir boy Mississip-
pian. Inevitably, native talent asserts 
itself: No matter who begins to sing a 
song, Presley is the leader, his voice 
soaring, unchallenged, to the forefrónt 
each time, the entire affair just naturally 
orienting itself around him. And that's 
the ultimate evidence of spontaneity, for 
even though Jerry Lee Lewis was still 
half a year away from his first hit, who 
can believe that this utterly unbounded 
ego would ever have allowed itself to 
take a back seat in any public forum? 

That much established, it must be 
said that this highly unself-conscious 
music, for all its charm and historic fas-
cination, is not great. Very good, always, 
and sometimes deeply moving — 
though mostly because we know the 
sad conclusion of all the careers. 

continued on page 108 
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qoafity and excellence- Lee puts everything he's got into each performance 
whether on stage with his own band or in the studio. Re knows D'Angelico 
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PHOEBE SNOW 
FINDS 
ROCK 'N' ROLL 
What a handful: calcium, chelated 

zinc, vitamin A + B, thyroid, gly-
cadon B-complexes, L- phenyl-

alanine, vitamin C with A and B, thymus 
extract, vitamin B-12, niacin, and vitamin 
C with bioflavinoid. Phoebe Snow shows 
me each one, explains what it is, says " I 
wouldn't be taking them if I didn't know 
what they were." She gives the assorted 
pills and capsules a last look. Then, with 
a swig of Diet Pepsi, she downs the 
bunch in one gulp. 
She used to do the same thing with 

singing styles. On her 1974 debut album. 
Phoebe Snow, it was obvious that she'd 
swallowed every vocal idiom of the 
preceding three decades. One moment 
she'd be breathy and hesitant, as in the 
astonishingly popular " Poetry Man," the 
next, she was hollering to match the Per-
suasions. Snow was an undeniable vir-
tuoso, with more power and finesse than 
most rock singers could ever hope for. 

But after her first album, her career 
trailed off. She extricated herself from 
her contract with Shelter Records, 
belted a duet with Paul Simon on -Gone 
at Last," then made a series of increas-
ingly ballad- heavy albums for Columbia, 
full of neo-standards ! ike Stephen 
Bishop's "Never Letting Go." Many of 
the songs were overly precious, full of 
extended harmonic meandering and vir-
tuoso vocal doodles. Snow's last Colum-
bia LP, Against the Grain, made 
half-hearted attempts to rock, but didn't 
convince anyone, and Snow stopped 
recording for three years. Rock Away 
marks her reemergence (on Mirage) 
with a turnaround: it's an unabashed, 
simple, high-powered rock album of 
uptempo AOR fare, Rod Stewart, Allen 
Toussaint, with none of the over-
"tasteful" trappings of her Columbia 
LPs. What happened? 

"Well, anyone who's seen me perform 
knows that when I'd get onstage, 'd start 
off with the bluesy torchy stuff. But 
there'd always be this crescendo at the 
end where I'd be shouting and doing 
gospel and testifying. I could take any 
number, even a slow ballad, and by the 
time it was over I'd turn into a screaming 
yelling rocker. After I'd make a mostly 
ballad album, I always felt frustrated: 'Aw 
shoot, what happened? Where were my 
rock tunes?' I thought, 'This is ins:de me, 
why don't I let it out?" 

That's an easy explanation, and it's 
true as far as it goes. It doesn't explain, 

"Don't worry," said Bruce, "You'll be discovered, too." 

however, why Snow barely got around to 
rock on her first five albums, why she 
waited so long to do what sle wanted. 
Snow is a forthright woman, and she's 
honest about her personal ano profes-
sional shifts, but her story might almost 
be a music- biz parable about how an 
eclectic, and a "chick singer" to boot, 
manages to survive in an industry that 
thinks in stereotypes. Having a great 
vocal instrument wasn't enough — like 
any virtuoso, Snow had to find the right 
setting for it. And being able to handle all 
sort of styles didn't give her a clue about 
which one would work. Snow says she 
was "wrongly categorized" as a "jazz 
singer, which was a misconception." 
She went along w.th it, she says, 
because " I was a very unhappy little girl. 
I was letting people make all my musical 
decisions for me, and that's what got me 
fouled up. Now, I'm more decisive." 
The way Snow tells it, she was "pas-

sive" for most of her career. A boyfriend 
convinced her to try for the big time: 
"He'd push me onstage, and I'd think, ' I'll 
be famous and he'll love me more.' That 

Phoebe discards the 
confinements of her "jazz 

singer" label and returns from 
a three-year sabbatical with an 

album of chunky, 
muscular music. 

By Jon Pare les 

was my first real love, and all he saw in 
me was a great voice. So I fulfilled his 
fantasy and maybe a little of my own." 
To become famous, of course, meant 

she had to be discovered. In the late 60s 
and early 70s, to a college dropout 
who'd grown up in Teaneck, New Jer-
sey, that meant hanging out on the 
Greenwich Village folk circuit. The night 
Bruce Springsteen auditioned for John 
Hammond at the Gaslight, Snow was 
also on the bill. " I was all caught up in my 
little jazz- blues trip," she recalls, " and I 
wanted John Hammond to discover me 
— he'd discovered Billie Holiday, Aretha 
Franklin, Dylan, you know. I'd been sup-
posed to follow Bruce, but the set order 
had been changed and they stuck me 
somewhere in the back. John Hammond 
stayed for one more act and left. So I 
followed him out of the club, strumming 
and singing, 'Ohhhhhh...' Forget it. 

"I thought that was it, that was my 
shot, and I went in the ladies' room and 
cried for 20 minutes. Then I stood out on 
the street corner sulking — I was a great 
sulker in those days — and Springsteen 
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guitar has to feel 
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came out, and I went, 'Oh, Mr. Spring-
steen, could I talk to you?' He goes, 
'Sure, what's up?' and I went [tearfully] 
'How did you get John Hammond to dis-
cover you?' He says, ' Don't worry, you'll 
be discovered too." 

Not too lorg afterward, at a Bitter End 
show, she was. Her debut LP, released 
when she was 22 years old, was a grab-
bag — folk, blues, gospel, pop — that 
went gold thanks to the out-of-the- blue 
success of " Poetry Man." As the album 
was climbing the charts, Snow's daugh-
ter, Valerie Rose, was born with Down's 
Syndrome, an incurable brain injury. The 
combined responsibilities of popularity 
and motherhood pressured her career 
into a tailspin. 
"My situation at home destroyed me," 

she says. " I lost the ability to put my foot 
down; I was very wishy-washy. I was so 
blown out with what was happening that 
I'd bring my problems to the studio, and 
of course I'd bring them on tour. Touring 
messed me up more than anything. It's 
the only thing I regret, those separations 
frorri my kid, when I desperately needed 
to be with her and she even more des-
perately needed to be with me. Every 
time I leave I don't know what's going to 
be there when I get back, and that's 
crazy, that's hell. In the worst periods of 
her life I toured, and I'm not even going 
to discuss what I found when I got home. 
I was real depressed — and that's an 
understatement." 
Snow also had doubts about her 

music. "That voice — I thought it was 
contrived, terribly contrived, a very 
obvious amalgamation of a million 
things I'd heard. That slow vibrato, that's 
Neil Young or Joni Mitchell or Evie 
Sands; the voice cracking, that's Maria 
Muldaur; those scales I'd sing in a word, 
that's probably Morgana King. Maybe I 
was just trying to show some gratitude 
for all my inf uences by blatantly copying 
all their best licks. That's what I always 
thought, and I couldn't believe nobody 
ever suggested it. But every critique I 
read in the beginning said, ' It's unique! 
I've never heard this before!' But you 
have heard this before! How come I 
know it and you don't?" 

Eclecticism tends to fizzle in the pop 
market; ask Ry Cooder or NABO, who 
were at least lucky enough to start their 
careers in the 60s. The marketing wis-
dom of the 70s decreed one style per 
star, and since "Poetry Man" had done 
so well, Snow got typecast as a balla-
deer. " People were afraid to step outside 
what happened the first time, and said, 
'Let's stay in that format.' I got slotted as 
this 'jazz singer' after I started to do 
something that sounded like jazz, and 
then I got terribly overcommercialized in 
the production. All o' it was a result of 
something I was putting out — I was 
terribly self-conscious. I should have 
known lightning never strikes twice in 
the exact same place. 

"When I listen to the first five albums 
and all those exaggerated vocal tech-
niques, that's me trying to overcompen-
sate for feeling so insecure. I thought, 
'I'd better do everything I can think of, 
just pull everything out of my bag of 
tricks! Unfortunately, what I became 
was a terrific mimic with no originality. 
I'm not gonna say, ' Hey, I hate jazz and I 
hate what I did.' I love jazz, though I don't 
mean to interpret it. I just got swept up in 
this one direction and it never changed." 

During her three-year sabbatical, 
Snow rethought her career. She hooked 
up with Billy Joel's saxophonist-
arranger, Richie Cannata, and started to 
choose songs for her eventual next 
album. "The best yardstick I have for 
picking a song is if I put it on the turntable 
and it gives me chills up the spine. Then I 
play it for somebody else and they go 
'Brrrrr.' I've been weeding out songs 
from over a thousand choices. 
"Nobody could agree on what format 

this album was gonna be," she con-
tinues. "We knew it wasn't going to be 
anything like jazz or commercial pop bal-
lads; finally, we decided on rock, 
because it's everywhere, it's been 
arourd for as long as I have, I'd grown up 
with it, although I'd had a real tempes-
tuous affair with jazz before and during 
the tine I made the first album. I think 
that rock and roll leaves a wider field for 
interpretation." 
Maybe so, but it doesn't allow the sort 

of filigree Snow specialized in on her 
Columbia albums. Rock Away, pro-
duced by Cannata and Greg Ladanyi 
(Warren Zevon, Jackson Browne), is an 
album of chunky, muscular rock, with 
songs like Rod Stewart's "Gasoline 
Alley," Don Covay's "Mercy, Mercy, 
Mercy," and Bob Dylan's hip gospel 
torcher, " I Believe in You" (Snow heard 
it late one night on a rock-and- religion 
station and decided to do a strictly secu-
lar version). "The album has a lot of 
major chords, it's very happy, very posi-
tive — it's easy to deal with, it doesn't 
leave you with a lot of questions. Plus for 
me it's very liberating, it's a celebration. 
And the singing is much less insecure, 
happier, with hardly any gymnastics." 
Snow hasn't solved the categorization 

problem; Rock Away concentrates on 
uptempo numbers the way her earlier 
LPs emphasized classy pop. And she's 
been listening to Springsteen, Billy Joel, 
Elvis Costello, and Bob Seger, although 
not, she says, to steal licks. Rock Away 
is a confident, decisive album, para-
doxically more " commercial" than 
Snow's last four LPs because it works, 
yet it's by no means the limit of what she 
can do. That can wait. As Snow points 
out, " It's hard to come back, but my 
whole thing up to now has been tired, 
and I'm not tired now. I'm scared — I'm a 
divorced working mom with a daughter 
to support — but this is definitely what I 
want to do. I'm a happy woman." el 
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JOHN 
MARTYN'S 
GRACE AND DANGER 

A dreamer confronts the daylight world. 

Y e 

ars ago, when John Martyn was 
recording an album in Woodstock, 
Bob Dylan reportedly stopped by 

a club there to see him perform. Dylan 
was in sneakers and overalls and wore 
glasses and a small beard, and when 
they struck up a conversation between 
sets, Martyn had no idea who his 
admirer was until Dylan mentioned how 
much he'd enjoyed Martyn's strange 
rendition of his song, 'Don't Think 
Twice, It's Alright." At which point, in 
awe and confusion and unbridled exub-
erance, Martyn hugged Dylan, picked 
him up and began shaking h;m in the air, 
shouting, "Bob Dylan! Bob Dylan!" 
While some regard this form of behav-

ior as natural to someone with John 
Martyn's natural Scottish enthusiasm 
and high spirits, there are others in the 
music business who consider such 
behavior to be POOR FORM, and who 
might justifiably feel that such lac,( of 
decorum might rot be conducive to 
establishing one's self as a credibie and 
marketable act. After all, the primary 
reason that Paul Simon was chosen to 
host this year's Grammy awards is that 
during his long and prosperous career 
within the music industry he has never 
once picked someone up and waved 
them about in the air. 
Born in Glasgow, John Martyn moved 

to London in the mid-sixties and quickly 
established a reputation as a solid folk 
and blues performer, playing in a full 

chorded jazz style that Davey Graham 
and Bert Jansch and Martin Carthy were 
then popularizing ( and that Bruce Cock-
burn and the aforementioned Paul 
Simon have both adopted). The scene in 
London was both insular and expansive; 
despite the success of the Beatles and 
Stones, playing music had not deve-
loped into THE MUSIC BUSINESS. 
Everyone who was playing knew every-
one else who was playing, and they 
wound up playing with each other, trad-
ing songs, trading records, part of an 
active community. At least, in the haze of 
memory, it seems that way. 
Everyone listened to everything, 

adapted it, worked within it. When you 
walked past the houses in Hampstead, 
you could almost hear people listening. 
The Incredible String Band was trying to 
put together a world music: a blend of 
Eastern rhythms, blues chords, odd 
meters and Celtic harmonies; Fairport 
Convention was electrifying traditional 
British music and f;nding traditional 
sources in American rock and roll; Pen-
tangle was improvising jazz styles out of 
some of the same traditions, weaving 
formal and polite tapestries like a British 
version of the Modern Jazz Quartet; Ian 
Whiteman was forming the Habibiya, a 
group dedicated to the pursuit of Islamic 
trance music. 
John Martyn grew out of this scene, 

adapting his guitar style to encompass 
the playing of Mississippi Fred McDo-
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John Mart yn's odyssey through 
the British folk and blues scene 

into an honest and inventive 
personal music climaxes with a 

fresh and self assured new album. 

By Brian Cullman 

well, Hamza El Din, Brazilian players like 
Chico Buarque and Milton Nascimento, 
Django Reinhardt, Robbie Robertson, 
and the unknown and often un-named 
players playing scratch guitar on old 
reggae and ska records. 

In 1970, when I lived in London, John 
Martyn's house on Hampstead Heath 
seemed to be the center of the world. 
Richard Thompson would be over, tun-
ing the oud that hung on the wall by the 
window; Nick Drake sat huddled in the 
corner smoking; Andy The Greek, prop-
rietor of the club Cousins (and the man 
for whom Martyn wrote "May You 
Never") followed his stomach from room 
to room, looking for chocolates; Mike 
Heron, of the Incredible String Band, 
came by and wrote "Cousin Caterpillar" 
in the living room; Art Garfunkel, a long-
time friend of John's wife, Beverly, called 
with regards and news. What I was doing 
there is still somewhat of a mystery. 

Friends who have travelled in the mid-
East report that Saudi Arabians who own 
Cadillacs love to photograph Americans 
standing next to one of their cars. "Here 
is my American car ... and here is an 
American," they say, passing the photo 
around. It gives them endless pleasure. 
In 1970, there was still such a reverence 
for American music — for blues and jazz 
and Bob Dylan and Louis Armstrong and 
Charlie Parker and Martin and Fender 
guitars and Kansas City and New 
Orleans and Chuck Berry and Buddy 
Holly ( everyone still sang with an Ameri-
can accent) — that an American who 
actually knew and liked your music was 
a very valuable possession indeed. The 
photographs were passed around: 
"Here is my music ... and here is an 
American standing next to it!" That at 
least seems a reasonable explanation 
as to why, as a kid in London, I was 
treated with undue kindness and 
courtesy. 
John had already recorded two solo 

albums ( he was, in fact, the first artist 
signed to Chris Blackwell's Island label), 
but the first albums I heard, and the first 
records of his released in America, were 
Stormbringer and Road To Ruin, both 
recorded with his wife Beverly. Both 
albums were dominated by John's full-
chorded guitar and Paul Harris' deli-
cate piano, and both hearkened back to 
the first albums of The Band in the way 
they treated rock and roll as a logical 
extension of folk musics, and in the way 
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they used acoustic instruments backed 
by a muscular, almost R&B-based 
rhythm section. 
John had begun to electrify his guitar, 

putting a pick-up on his old Yamaha and 
plugging it into a fuzz box, a wah wah 
pedal, and a tape delay, creating a wash 
over which he could play small 
(repeated) stinging leads while immersed 
in his own rhythm, his own percussion 
formed by the tapping of his left hand on 
the neck. It sounded like a miniature ver-
sion of the Mahavishnu Orchestra with 
Robbie Robertson on lead. 

In the process, he began experiment-
ing with his voice, singing more conver-
sationally and yet paying less and less 
attention to the words, transforming 
what had been a slight but pleasant 
tenor into a smokey and much deeper 

instrument, slurring and winding his way 
around phrases, searching for an emo-
tional depth behind and beyond his 
lyrics. 
By their very nature, these experi-

ments excluded Beverly, and after the 
two joint albums, John and Beverly 
pursued their music separately; John 
still had an active following as a solo 
performer at clubs and universities and 
could make a good income; playing with 
Beverly necessitated a backing band, 
which was costly and unwieldy. 

Bless The Weather and Solid Air, 
released within a year of each other, 
started to establish John as more than a 
guitarist singer- songwriter; he was 
becoming a stylist, using the guitar for 
punctuation, building from rhythms in 
some of the same ways Van Morrison 
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and Tim Buckley and his friend Nick 
Drake had, singing from the belly of the 
song, from deep inside. He was also 
beginning to be recognized as a writer; 
America perpetrated a miserable cover 
of "Head And Heart" ( which nonethe-
less paid the rent) and Eric Clapton 
recorded a mawkish version of "May 
You Never" ( which paid several rents). 
But it was the song "Solid Air," written for 
Nick Drake, that started to define the 
sound that still graces Martyn's records: 
a sinuous, lightly slapped guitar line; 
Danny Thompson's sliding acoustic 
bass skirting both the guitar and vocal, 
answering both; light, icy electric piano; 
understated percussion, sitting just 
behind the beat; and John's vocals: 
slightly off- handed and casual, as if he 
had to finish a drink or a cigarette before 
the song could really begin, growing 
increasingly dark and smokey, until the 
words whisper and glide into each other, 
into pure sound, pure emotion. 

You've been getting too deep 
You've been living on solid air 
You've been missing your sleep 
You've been moving through solid air. 
— John Martyn ,1973 UFO Music 

"I'd like to do an album of music rather than 
an album of songs." — John Marlyn 1970 

Released in 1973, Inside Out was that 
album, a floating, open-ended song 
cycle that took all of Martyn's experi-
ments one step further than they'd ever 
gone: his singing was slurred to the point 
where most lyrics were all but unintelligi-
ble. The songs seemed to have emerged 
out of solid air there at the sessions, and 
the guitar playing, for all the odd rhythms 
and sleights-of- hand, was the most 
open and vulnerable it had ever been. 
I couldn't understand the album when 

it came out; I missed the "songs," 
missed the folkish elements of Solid Air 
and told him so. But he clearly loved the 
record, and he was right; going back to it, 
there is a freshness, a sense of some-
thing very new being invented, being 
formed there in the studio. 
Sunday's Child was a less experimen-

tal, more "song-oriented" album, graced 
with gorgeous ballads: a wonderful 
bluesy love song, "One Day Without 
You" (which Ian Matthews promptly 
covered), and a spare, haunting version 
of "Spencer The Rover." a traditional 
ballad. 

This was 1975. With eight records 
behind him, Martyn's career was at a 
virtual standstill. Successful in Europe, 
he was still virtually unknown in Amer-
ica, where Island's promotion of him was 
erratic, and where his touring was mis-
guided, at best. One night he would be 
playing Madison Square Garden, open-
ing solo for Yes and bringing a house of 
30,000 people to its feet; the next night 
he'd be off in some squalid folk club, 
playing to 30 or 40 students or stalwarts 
who would earnestly request James 
Taylor songs. It was enough to drive a 

continued on page 108 
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THE 
NEW 
INDEPENDENTS 
"They say true talent will always emerge 
in time/When lightning hits small won-
der/It's fast rough factory trade."' 

—from "Hitsville U.K." by the Clash 

What does this mean? Well, "Fac-
tory," "Small Wonder," " Fast," 
and "Rough Trade" are three 

of the most prominent English inde-
pendent record labels, leaders of a non-
profit corporate movement that is, in a 
small way, revolutionizing the mech-
anisms of merchandising pop culture to 
popcultists in that grim country ol boiled 
beef and Margaret Thatcher. Over here, 
the Indies" are still extra-structural, but 
their influence is growing, and can only 
be for the good. 

First, what is an "independent"? It is 
most clearly identified by what it is not, 
namely, a major label. In other words, it 
does not have access to what Karl Marx 
called "the means of distribution," 
i.e....a reasonably extensive organiza-
tion that can guarantee to get your pro-
duct into all the shopping malls, stereo 
stores, etc. In the pre-Beatle days, the 
lines of demarcation were much less 
clear. Many of today's majors, Capitol 
and Mercury for instance, started out as 
hustle and bustle semi- independents 
who had trouble meeting demand when 
they got a real monster on the radio-
radio. It was inevitable that all facets of 
production and distribution would be 
rationalized and concentrated, and 
companies either merged and expanded 
or were driven out of business. Now CBS 
and Warners are superpowers, with 
lesser entities scrambling to stay alive in 
between. Most of the crap-shooting 
opportunities for strange, "uncommer-
cial" talents to thrive, blossom, leech 
and procreate have dried up. Under 
these conditions rock ' n' roll must and 
did get top heavy and ossified, the so-
called " boring old fart" syndrome 
indeed. 

This is an oft-told tale. We know where 
it ends — the bloom is already off the 
New (Wave) Rose — but the tremen-
dous surge of Independents in the U.K., 
and their guerrilla proliferation in the 
U.S., continue unabated, and may have 
a lot more long term significance for the 
health of pop music than whether or not 
Joey Ramone gets his teeth capped and 
guests on Sha Na Na. 

Patti Smith, whatever may have hap-
pened to her since, was the first to self-

Rejected? Go It alone. 

record, produce, print and press: a 45 on 
Mer Records in 1974, " Piss Factory" and 
"Hey Joe," no drums and true gar-
bage/garage sound, but the 1000 or 
1500 copies of this odd objet de vinyl 
went fast, and started something that is 
not done yet: Me idea that the pop star's 
life can be something other than a gilded 
feudal subjection. 

Since then, three basic varieties of 
Independents have developed: the 
American, the British, and the non-profit 
(which is a country all its own). The 
American strain is akin to the idea of the 
vanity press, 1.e. spend your own money 
and make your own record, the commer-
cial success of which usually depends 
entirely on the group's live status or lack 
of it. Notable moments in this genre 
include Television's " Little Johnny 
Jewel Pts. I & II" ( 1975); Richard Hell's 
anthemic "Blank Generation" ( sales of 
5000 in 1976). Devo's "Satisfaction" and 
"Jocko Homo" (cut on an eight-track in 
Akron in ' 77, the former at 18,000 sold 
may still be the recordholder}; and the 
B-52s' original "Rock Lobster" (10,000 
in 1978). These famous instances all 
went a long way towards securing a 
major deal for the artistes involved, and 
even today most up-and-corners con-
ceive of the independent record as a 
purely intermediate stage, something to 
sell at gigs, leave with club DJs, and 
send to A&R men (most of the ones I 
know admit they're more likely to throw a 

A pot pourri of personal 
insights into the galaxy of 
artist-centered independent 
labels, including a sample 

(sampler?) of the latest 
bumper crop. 

By Van Gosse 

stray 7-inch on the turntable than bother 
to sift through a mountain of tapes). 
The British style in independent discs 

has been more polyglot, principally 
because England is smaller and more 
densely populated than the U.S., and so 
the problems of distribution are much 
less formidable. Britain's youth are also 
much more self-conscious, self-defining, 
impoverished and combative, which 
inclines them to be less blandly conser-
vative and AM-pablum-fed than subur-
ban teens Stateside. Since 1975 there 
has been an extraordinary proliferation 
of mini- majors, major- minis, micro-
minis, and peculiar personal sub-
operations in the recordbiz there. They 
have reaped many fruits: Stiff with Ian 
Dury, Beggar's Banquet with Gary 
Numan; the Specials on their own label, 
Two Tone, which signs bands and then 
leases the records to Chrysalis. One 
could go on, but the main point is that the 
big firms, to compete, must search out 
and sign up the same kind of wild and 
woolly, raw, experimental bands that the 
indies have cleaned up with. Very 
healthy for the state of the art, at least for 
a while. 

So far I've only mentioned alternate 
routes into the traditional marketplace: 
that arena of buy/sell/buy where music, 
good or bad, is at heart a pure commod-
ity, essentially identical to feminine nap-
kins or nasal spray. The Third Way, that 
removes the profit motive and substi-
tutes cooperativism, was pioneered by 
Rough Trade, originally only a record 
store in one of the funkier parts of Lon-
don. Casually, cautiously, a couple of 
years ago they began to search out 
bands from the outer limits, like Northern 
Ireland's hortatory storm-of- battle 
punks, Stiff Little Fingers, who shocked 
conventional pop opinion when their mil-
itantly anti-British LP, Alternative Ulster, 
went Top Ten, giving RT a big boost. 

Uniquely, Rough Trade makes official, 
handshake deals for one record at a 
time, usually only singles, and thus pass 
up all guarantees of benefiting in the 
long term if any of their groups becomes 
popular. Bands do not get big cushiony 
advances, wined and dined, go into 
debt, dicker and bicker. The priority 
was/is always on unconditional artistic 
freedom and survival, not fast bucks and 
faddism. RT also distributes, and quite 
effectively, the products of dozens of 
even smaller labels. One of these was 
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tAEllAN 
NOTE 

Born: November 2, 1947 in Birm-
ingham, England. 

Home: Residing in Cropredy (near 
Banbury! near Oxford! England.) 

Profession: Musician. Currently 
playing bass guitar, mandolin, and 
doing vocals with Jethro Tull. 

Earliest Musical Experience: Drum-
mer in boy scout band - age 11. Took 
up guitar - age 16 and bass guitar 
-age 18. Self taught. 

Major Influences: 60's R&B Music, 
Tamla Motown and a wide range of 
bass players from Paul McCartney to 
Jaco Pastorious. 

Latest Musical Accomplishments: 
World tour with "Jethro Tull", in-
cluding 35 American and 30 Euro-
pean dates. Current "Jethro Tull" 
album A. 

Keynotes: Was a bassist in the 
English Folk-Rock band "Fairport 
Convention" from 1970-1979. Have 
played on over 50 English albums as 
a session musician. 

On Today's Music: I think that the 
quality and standard of some of our 
younger musos is staggering. 
However, I get upset about the lack 
of places to perform—which I'm 
afraid is a desperate situation in 
England. I hope things will improve. 
Over the past few years, it has been 
nice to see the bass guitar come out 
of its supporting role in the rhythm 
section, to a more featured instru-
ment. 

On Strings: I use La Bella "Deep 
Talkin' Bass", light gauge round-
wounds on my fretted bass, and light 
gauge quarter rounds on my fretless. 
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Manchester's Factory Records, who 
yielded Joy Division, probably the most 
important British band of 1980, and 
major hitmakers with a # 1 album, Closer, 
and an epic, tragic seven-inch, "Love 
Will Tear Us Apart," that placed first in 
most U.K. Readers Polls for last year. 

That's the state of independent discs 
in England today, and it's not at all rotten; 
in fact, one could even say they've got 
quite a future. On our side of the water, 
the picture is less clear. These days 
practically the first thing most "Nu-
Wave" bands do, before they've even 
found a basement and fired their first ten 
drummers, is press up 1000 copies of a 
rehearsal cassette. Naturally, said plat-
ters are almost invariably obnoxious 
crap. At least the works of Styx etc., are 
in tune. There are also a number of mini-
majors, like the International Record 
Syndicate, brainchild of the notorious 
and brilliant Ian Copeland ( his brother 
Stewart drums for The Police, whom Ian 
also manages). I.R.S. is affiliated with 
A & M, which is itself distributed by 
R.C.A. When one of their records hits 
15,000 in sales it becomes an A & M 
record, and receives promotion, distri-
bution, all the usual goodies. 

Perhaps the most important develop-
ment for anyone trying to make an end 
run around the corporate structures so 
as to bring pop to the populace was the 
growth of dance-rock clubs with inde-
pendent and progressive DJs, starting in 
New York in late ' 78 with the Mudd Club 
and Hurrah and spreading like a rash 
ever since. Crucial to this and to the via-
bility of Indies" was when ex-RCA college 
promo person, Mark Josephson, and ex-
Mudd DJ Danny Jeaps, formed Rock-
pool Promotions Ltd. in mid-1979 based 
on the idea of local disco record pools, 
that collect promo discs and get them to 
the DJs. These two distribute (servicing, 
it's called) records from any and every 
source, Clive Davis or your kid brother's 
power trio, to a select spread of 75 clubs 
and 50 college stations across the 
length and breadth of the ration, provid-
ing some kind of feasible substitute for 
the great shibboleth of recordbiz reac-
tionaries: "Airplay." And it works. I know, 
because I'm one of their lowly subscrib-
ers who toils over a hot turntable. 
Which brings us to the personal side 

of this fact-filled piece. Believe it or not, I 
own and preside over a recording con-
glomerate. Of course, things have been 
a little slow since our last release in May 
of 1978, but never mind that. Here's the 
story: when my particular honest, hard-
working, God-fearing little outfit decided 
to chuck it all in February of that year. 
after playing Tuesdays at Max's Kansas 
City and eating Chili Burger surprise for 
a year, we decided to go out with a bang. 
How better than with a legacy that would 
remind the world of its loss? Thus was 
formed China Company Records. 
named after the landlord's store on the 

continued on page 97 

Get off over the 'phone. 
The saxophone of David Sanborn, that is. 

Who can resist when the most intimate alto in the land 
swings into action? 

Sanbom has a way of suggesting some very inviting 
possibilities with that sax of his, 

called by Musician Magazine, "one of the most 
compelling instrumental sounds in pop:' 

Sensual, vibrant and funky, too, Sanbom is 
about to lead you into temptation. 

VOYEUR 
The new David Sanborn 

ÇTh Produced by Michael Colir.o and Ray Bardoni 

On Warner Bros. Records & Tapes. 
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A REOUIEM 
FOR 
LENNIE TRISTANO 
Lennie Tristano died in 1978, yet in 

a sense he had already been long 
gone. Back in 1951, when the 

notion of a "cool" alternative to bebop 
was beginning to gain public accept-
ance and Tristano was acknowledged 
as the movement's standard-bearer, the 
pianist opened a teaching studio and 
bowed out of the club-and-recording rat 
race. Over the following quarter-
century, only two albums' worth of 
music appeared, Lennie Tristano 
(from 1955) and The New Tristano 
(1961), as technically imposing as 
they were hard to come by. There 
was also the odd public perfor - 
mance, at the old Half Note in 
Manhattan or on brief European 
tours, though even the concerts 
stopped by 1968. Tristano pre-
ferred to stay at home in Hollis, 
Long Island with his piano, his 
intensely devoted students, and 
his largely unheard music. 

Isolation has a way of ossifying 
received wisdom, and the image 
Tristano generated as a 1950 cull 
figure remained for the next 30 
years, draped over the music like 
a curtain which must be parted in 
order to gain a total view. Certainly 
the reverence with which Trista-
no's students received his every 
pronouncement didn't help, for he 
was viewed as an iron-willed 
Svengali rather than a beneficent 
guru. Al Haig called him a witch 
doctor, and at one time Tristano's 
relationship to then-disciples Lee 
Konitz and Warne Marsh seemed 
as even-handed as the current arrange-
ment of John and Bo Derek. Even with-
out the entourage he would have 
seemed out of place, a blind white 
theoretician in the fast lane of un-
schooled black innovators. And then 
there was the sound of his bands. Gerry 
Mulligan once cited Tristano as the indi-
vidual responsible for the real birth of the 
cool: "It's hard to say unemotional, 
because it's not exactly that, but there 
was a coolness about his whole 
approach in terms of the dynamic level." 
So the story has gone — Tristano 

stands for the academic, unemotional, 
white alternative to bebop. This despite 
the fact that, like many boppers, Tristano 
confined his performances to variations 
on the chord changes of pop tunes, and 
despite his repeated acknowledgement 

of Lester Young, Charlie Parker, and 
Bud Powell as major inspirations. I'm not 
sure the music bears the stereotype out, 
however; and now that Atlantic has re-
packaged its Tristano albums into the 
two-record set Requiem, and the pian-
ist's estate has released Lennie Tristano 
Quintet Live at Bird/and 1949 (available 
from Jazz Records, Box 23071, Hollis, 
N.Y. 1,1423), it might be the perfect time 

HERMAN LEONARD 

The real birth of the cool. 

to reconsider Tristano's place among 
the modernists. 

From all indications, Tristano spent 
his entire life in love with the piano, 
though his musical interests intensified 
when he lost his sight at age nine. Two 
years later he was working gigs in his 
native Chicago, and up through his early 
twenties he took all kinds of jobs ( Dixie-
land, Latin, novelty), on clarinet and alto 
sax as well as piano. He sprinted 
through entire courses in a matter of 
weeks at the American Conservatory of 
Music, and began taking on students at 
age 23. People who heard him in Chi-
cago during World War II swear he could 
duplicate Art Tatum performances note 
for note. 

His first recordings, four 1945 solos 
heard on the Live at Bird/and album, 

Shrouded behind his personal 
isolation, his academic 

preciseness and a reverse racism, 
Lennie Tristano's vital voice 

and his important contribution 
to jazz are finally being heard. 

By Bob Blumenthal 

convey the powerful keyboard com-
mand of Tatum and Earl Hines, plus the 
thick, brooding harmonies, oddly broken 
arpeggios, blunt sound and insistent 
technique that marked his initial New 
York recordings from the following two 
years. (A 1947 trio session, with side-
man/student Billy Bauer on guitar, is 
included in Savoy's anthology The Mod-
ern Jazz Piano Album.) Tristano's music 

already revealed certain priorities 
— long melodic lines, harmonic 
extensions two or three steps 
removed from the root chord, con-
versational interplay between the 
solo instruments — yet rhythmi-
cally it lacked that mix of confron-
tational snap and flowing grace 
heard in the era's leading black 
innovators. 

Then, in 1947, Tristano heard 
Bud Powell, and as he told a 
WKCR interviewer in 1976, "that 
changed everything. Bud made 
me understand more how to get it 
into the piano, how to play what 
you really hear and feel." Powell 
had speed, sophistication, bound-
less energy, incredibly precise 
articulation ("Bud gives every 
note his complete attention," is 
the way Tristano put it), everything 
Tristano required to reinforce his 
own strengths, then take them a 
step further. 

Yet at first Tristano could only 
apply Powell's example on his 
own preestablished terms. Bach 
was among Tristano's first musi-
cal heroes, and the seemingly 

self-generating sweep of a Bach inven-
tion remained his melodic ideal. To the 
extent that the linear spontaneity of 
Powell and a few select others ( primarily 
Parker and Fats Navarro among the 
boppers) could be applied to the goal of 
creating spontaneous melody, Tristano 
was eager to embrace their music. The 
more visceral aspects of bebop, its 
highly inflected tonal character and vol-
canic rhythmic underpinning, were only 
shallow distractions; in Tristano's mind, 
"easy" pleasures that detracted from 
the purer melodic goal. Thus he encour-
aged saxophonists Lee Konitz and 
Warne Marsh to play with thin, vibrato-
less tones, while drummers were 
instructed to forsake polyrhythmic com-
mentary in favor of unobtrusive time. 

Tristano's major band recordings, 
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ALL FOR "ONE' 
On a single stage, 
Kenny Barron, 
,Eubie Blake, 
Arthur Blythe, 
Stanley Clarke, 
George Duke, 
Charles Earland, 
Rodney Franklin, 
Herbie Hancock, 
Sir Roland Hanna, 
Bobby Hutcherson, 
Bob James, 
Hubert Laws 
and Ramsey Lewis. 

"One-Night Stand: An historic,joint 
appearance of the world's finest 
jazz keyboard talents. Recorded 
live at New York's Carnegie Hall 
and Los Angeles' Dorothy Chandler 
Pavilion, it was hailed as one of 
jazz's most memorable evenings in 
recent years. The musical resubt 
amazed the players as much as it 
thrilled the crowd. 

A 2-record set,on Columbia 
Records and Tapes 
and MGM/CBS Home 
Videocassettes. 
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quintets and sextets with Konitz, Marsh, 
and Bauer, were made in 1949 and are 
now available on two anthologies, First 
Recordings 1949/50 (Prestige) and 
Crosscurrents (Capitol). The music is 
technically precise, dynamically muted, 
and for all its harmonic sophistication 
compulsively linear. The wave- like 
phrases, often heard in counterpoint 
between piano and saxes, seem to float, 
their rhythmic interest sustained by odd 
shapes rather than overt syncopation. 
While the band's work has a strong intel-
lectual appeal, emotionally it sounds 
cold; the landmark collective improvisa-
tions " Intuition" and "Digression" (on 
Crosscurrents) are particularly devoid 
of the visceral impact we have come to 
expect from free music. 

Tristano pursued the quest for sus-

tained spontaneous melody with even 
greater determination once he gave up 
performing to concentrate on teaching. 
From various accounts he was the most 
demanding of professors. Students 
would learn scale and chord patterns by 
repeating them over and over, in all 
keys; they would be instructed to sing 
along with Charlie Parker solos, or to 
simply play rhythms on a table with their 
fingers for long stretches. The goal was 
to internalize the spectrum of keyboard 
techniques, to reach a point through drill 
and study where all of these resources 
could be called forth automatically. " It's 
not intellectualized," Tristano explained 
to Ira Gitler, "it's felt." 
As Requiem makes clear, the upshot 

of this methodology was a more com-
prehensive incorporation of Bud Powell 

I was an 
'old guitars 

are best' 
snob until I 

discovered Washburn 
Micky Moody nrittpude 

The New Washburn Stage series offers you a guitar 
that practically throws itself into your performance, 
a guitar so energized it all but sweats with you! The 
Stage series gives you guitars with guts. Style with 
power. Astounding sound, clean or dirty, with spine 

lashing distortions 

The Stage Series from Washburn 

-washburn. 

Washburn 1415 Waukegan Rd. Northbrook, IL 60062 U.S.A. 
For full color catalog send $ 1.50 plus 50¢ postage 

than the 1949 band records indicate. 
There is tremendous drive and steely 
attack in " Line Up" and "East 32nd," two 
trio performances from 1955, plus a solo 
blues in memory of Charlie Parker that 
dispels the notion of Tristano as unfeel-
ing. Yet detractors could still dismiss 
him as mechanical, since much of the 
1955 material involved studio multi-
tracking (an unheard of practice at the 
time). The trio performances were actu-
ally piano solos laid down over pre-
recorded rhythm tracks, with their 
speeds altered to achieve the rhythmic 
continuum Tristano despaired of finding 
in live bassists and drummers. "Turkish 
Mambo," a precursor to Bill Evans' 
Conversations with Myself, was three 
overdubbed piano parts, each in a differ-
ent meter. For all the obvious passion in 
these performances, the technological 
touches only underlined Tristano's 
image as a cold musician. 
By 1961 and The New Tristano, all of 

the melodic and rhythmic complexity 
could be accomplished without studio 
aids. Tristano now kept his own flawless 
time with an endlessly varied bass line in 
the left hand, while flowing ideas, angu-
lar motifs, and counter-rhythmic jabs 
were provided by the right hand. There 
was more variety in the piano sound, 
with shadings running a gamut from brit-
tle to bright, and a touch that gave 
weight and shape to every note. The 
solos ( all of which are derived from the 
likes of "My Melancholy Baby," " Indi-
ana," and "You'd Be So Nice to Come 
Home To") burn with an intense bril-
liance that brings Powell immediately to 
mind, especially the phenomenal "C 
Minor Complex" and "Bud" (the latter, 
we are now told, is Tristano's son). 
The triumph of The New Tristano 

made but a slight impression, however, 
for, as Gerry Mulligan put it, Tristano still 
refused to come out in the big world. The 
frustrating dependencies of sightless-
ness surely had something to do with his 
self-imposed isolation ( in his definitive 
Tristano chapter in Jazz Masters of the 
Forties, Ira Gitler tells how the pianist 
was preparing his own breakfast at the 
start of their interview, as if to establish 
his self-sufficiency up front). Public 
apathy and reverse racism may have 
also played their part. It can't even be 
said with certainty that Tristano was 
able to sustain the magnificent two-
handed balance of his 1961 work; on 
four poorly recorded tracks from the 
mid- Sixties, released in 1977 on Des-
cent into the Maelstrom (Inner City), the 
invigorating pulse is gone and the thick 
chords of his early trio dates has 
returned. Perhaps if Lennie Tristano 
were still alive he would have finally 
emerged from isolation, so we could 
hear him for what he is, not just a dispen-
sable theoretical tangent to bebop but 
one of the most vital voices in the Parker 
and Powell tradition. The essential per-
formances on Requiem suggest how 
much we missed. CI 

30 



SYSTEM I 
Memory Module 

DL-2 

For additcnal in`cfmation, contact your local DeltaLab dealer 

DeltaLab DeltaLab Research, Inc. 

27 Industrial Avenue. Chemstord, MA 01824 (617) 256-9034 - Telex o 951205 
0:stribur., Henl Electronics Inc . Markham. Ontano. Canada (416) 495-0688 

SYSTEM ti 
Foot Pedal 

Memory Module 
DL-4 

Add Mother Dimension To Your Music - The 4th! 

Fingertip Control At The Touch Of A Foot - The DLB-1. 

For additional inforrnat on, contact your local DeltaLab dealer 

Igibeltalab DeltaLab Research, Inc. 
27 Industrial Avenue Chelmsford MA 01824 (617) 256-9034 - Tee. # 951205 

Canadien Distributer: Hein' Elec•ronaze. Inc.. Markham. Ontario, Conaaa (416) 495-0688 



FACES 

JOAN JETT 
Tonight, the smoky Rock Lounge is 

filled with sassy fifteen- year- old 
teeny-boppers in leather jackets, 
jeans and black Converse sneakers, 
looking tough, chewing gum and 
hanging out stage- right. It's Tomboy's 
Lib, postpunk division, and who would 
have thought Joan Jett capable of 
promulgating such a refreshing new 
style of female self - identification? 
With a guitar slung low, practically at 
her knees, a sneering but unspoiled 
pout topped off with a sweat- soaked 
lion's mane shag, the erstwhile Run-
away swaggers her way through a 
brace of affirmative R ' n'R as the Joan 
Jett clones in the audience mime her 
every move. Lots of invisible- guitar-
players in the crowd, too... 

After escaping the clutches of El 
Lay svengali Kim Fowley and his 
desire for complete control, Jett has 
broken away on her own in impressive 
fashion. She produced the notorious 
L.A. punk band the Germs' first ( and 
only) album, G.I., for Slash Records, 
distilling the late Darby Crash's gut-
teral cries into a powerfully con-
densed wall- of- noise, searing in its 
uncompromising ugliness But the 

ETHNIC HERITAGE ENSEMBLE 

most pleasant surprise was Ms. Jeff's 
own sel,-titled solo debut, on which 
bubblegum producers par excellence 
Kenny Laguna and Ritchie Cordell 
have combined to give her a sound 
that effortlessly traverses the three 
decades between the innocent '50s 
and the jaded 80s. On stage, Jett's 
muscular back-up band provides the 
backbone for her own little-girl- lost 
vulnerability crossed with a proud 
post- liberation celebration of sexual 
independence. The band's hard-
edged heavy metal machismo is 
undercut by its female leader's combi-
nation of innocent bravado and hard-
earned experience. Rather than 
burning out, Joan Jett seems to be 
acquiring a wisdom far beyond her 
years. 
The choice of material, mostly from 

the album, allows for instant audience 
recognition, as Joan effortlessly 
updates the sentiments of a classic 
party song like "Wooly Bully" or a rau-
cous, squealing version of the Isley 
Brothers' "Shout." She revs up the 
glam-rock Gary Glitter songs, "Touch 
Me" and "Doin' Allright With The 
Boys," to new wave speed, not paus-
ing to allow the audience the chance 
to bask in their ironic context. 

There is a sweet edge to Joan Jett 
that tempers her female version of 
heavy metal preening, tracing a direct 
line back to the girl groups of the ' 50s. 
When Joan croons the old Leslie Gore 
song, "You Don't Own Me," she drags 
the theme of female f reedom-of - 
choice implied by the original fully into 
the modern world providing young 
women with a strong, yet not unfemi-
nine, role model with which to identify. 
The music may sound like standard 
rock, but it is filled with the kind of 
yearning melodies and emotional 
openness that softens the unpleas-
antly m'sogynistic edge of most 
hard-core punk. When Joan Jett asks 
you to touch her, it is with a playfulness 
that is not just lascivious, but charm-
ing, also. And the little girls under-
stand... 
Joan Jett is really the first female 

guitar heroine — in that guise, she is 

JOAN JETT 

already influencing fashion and style 
among her young following, a code 
that is, for once, not being dictated by 
male fantasies of female sexuality, 
but, rather, being created by the 
women themselves. Joan Jett proves 
that there is indeed life after the RJna-
ways. — Roy Trakin 

ETHNIC 
HERITAGE 
ENSEMBLE 

Bubbling forth from the seemingly 
bottomless well of AACM talent come 
yet three more gentlemen from Chi-
cago, and, like those who have made 
the journey to New York before them, 
they have clearly paid their dues in the 
Windy City beforehand. You can hear 
that pervasive AACM influence in their 
equal respect for tradition and innova-
tion; the substantial use of non-
Western musics and unusual ir.stru-
mentations; and a propensity for 
dressing, weird. But what makes this 
ensemble distinct from the majority of 
AACM alumni is the accessibility of 
the kind of musical fare they served up 
at The Kitchen — perhaps the most 
intelligently programmed concert ser-
ies in the entire city. 
Marching through the audience 

chanting, " let your inner light shine," 
they immediately established a strong 
balance between entertaining playful-
ness and powerful music — the show-
manship doesn't come across on their 
recent Moers Music release. Then, 

revealing the underbelly of their Chi-
cago heritage, they switched gears, 
jumping from Kahil El'Zabar's conga 
solo and vocal forays into the hard-
hitting Art Ensemble of Chicago tenor 
harmonies of reedmen Edward Wil-
kerson and " Light" Henry Huff. 
The night progressed with Zabar 

providing the majority of the non-
Western connection with his arsenal 
of gongs, cymbals, hand drums and 
sanza (thumb piano), as well as being 
the showman of the band: anyone who 
can get a Kitchen audience to chant 
"peace on earth" has got to have 

some kind of charisma. Wilkerson and 
Huff kept the music " heavy" and their 
fairly impressive woodwind chops 
complemented each other exception-
ally well. Huff's approach to tenor and 
soprano sax reflected a solid conflu-
ence of current avant-garde stylings 
but leaned heavily on a Coltrane 
sharp-edged sound. He also had the 
ability to go into the sax's altissimo 
register and "out." For me, though, 
Wilkerson possessed the most origi-
nal, thus most interesting, conception. 
of the three. On tenor his sound was 
huge, dark and rich, and his sense of 
rhythmic displacement was particu-
larly gripping ( sort of a cross between 
a hot R&B tenor and an avant-garde 
Ben Webster, if you can imagine that). 
With alto in hand, he mirrored some of 
the more abstract considerations of 
the Chicago school. But through all of 
his playing ran a strong thread of com-
positional continuity — you can hear 
he's studied composition extensively. 
The Ethnic Heritage Ensemble may 

not be the next Art Ensemble or Air of 
the 80s — the music's not that heavy 
— but next time you're trying to wean a 
friend from his or her hard-bop milk or 
cure their fusion malady, give this 
band a try, it might just do the job — 
painlessly. — Cliff Tinder 

ICAMPUCHEA 
Concerts for the People of Kampu-

chea, like Concert for Bangladesh and 
No Nukes before it, is the audio-visual 
record of a star-studded charity con-
cert put on by rock musicians on 
behalf of a worthy cause. With pro-
ceeds from the four shows, the two-
record album and a videotape that is 
currently being shopped as a TV spe-
cial with an eye toward, eventually, the 
home video cassette market as well, 
the project stands to net a hefty sum of 
money for the UNICEF and UNHCR 
(United Nations High Commissioner 
for Refugees) relief effort in famine-
ravished Kampuchea (formerly, Cam-
bodia). As such, it's difficult to do 
anything but applaud the efforts of the 
all- British cast assembled by Paul 
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McCartney at London's Hammersmith 
Odeon during Christmas week 1979. 

Musically, the film and its sound-
track album fare quite well, as these 
extravaganzas go. With a line-up that 
includes the Clash, Elvis Costello, Ian 
Dury, McCartney and Wings, the Pre-
tenders, Queen, Rockpile, the Spe-
cials, the Who and McCartney's 
bloated all-star Rockestra, this really 
amounts to a pretty fair live sampler of 
the state of popular British rock at the 
turn of the decade. With ace producer 
Chris Thomas ( McCartney, the Pre-
tenders, Pete Townshend) and a 
handful of top-flight engineers han-
dling the sound, these tracks afford as 
good a live mix of these groups as one 
could possibly want, and the visuals 
are impressive and varied enough to 
sustain audience interest throughout. 
The real value of something like this 

comes when it offers up the unex-
pected, something you might never be 
able to see or hear in another setting. 
When Led Zeppelin's Robert Plant 
guests with Rockpile on a version of 
Elvis Presley's " Little Sister," it gives 
us a chance to hear Plant sing in a 
gruff, Presleyesque voice he's never 
displayed publicly before. It makes us 
wonder why he hasn't. And we're plea-
santly surprised when on one of Rock-
estra's three tracks, Little Richard's 
"Lucille," the assembled multitude 
manages to build up a peasoup-thick 
wall- of-sound behind one of those 

BENEFIT FOR KAMPUCHEA 

McCartney vocals that make you 
forget what a drip he too often turns 
out to be. This performance justifies a 
concept that seemed to have little 
going for it past its obvious value as a 
star-gazers paradise. 
These are merely the best moments 

of a long film and two generally solid 
records; still, you wonder why the Who 
were allotted all of side one of the 
album and all that film time while peo-
ple like Costello, Queen, and the Clash 
were limited to one track apiece. Did 
we really need a fourth live recording 
of "See Me, Feel Me?" All in all, 
though, Concerts for the People of 
Kampuchea is a fine live document of 
a lot of good bands that assembled in 
order to lend a hand to a starving peo-
ple. While you listen to the Clash — 
certainly they should have been 
allotted more time — sing in " Armigi-
deon Time," the album's most timely 
track, "a lot of people won't get no 
supper tonight..." it's good to know 
that if you buy Concerts for the People 
of Kampuchea, you might just be help-
ing some of them to a meal. — Dave 
Schulps 

RZEWSKI 
Frederic Rzewski would be just one 

more pianist on the specialists-only 
contemporary classical music circuit 
if he weren't willing and able to impro-
vise. When a piece calls for it, he can 
extemporize variations, though he's 
no jazzman; on his records, he draws 
from folktunes and the Romantics and 
Impressionists, not bebop, and he 
seems unwilling to hit any groove for 
more than a few bars. Still, a good part 
of Rzewski's repertoire, especially his 
own compositions, calls for the per-
former to choose tempos, durations, 
forms, sometimes even what notes to 
play — judgments that are generally 
made in advance by classical com-
posers. On the first of his two nights at 
The Kitchen, Rzewski's program didn't 
include any of his own music, but it did 
have pieces shaped almost entirely by 
the performer and pieces which — like 
Rzewski's own "No Place To Go But 
Around" and " The People United Will 
Never Be Defeated" — were based on 
an interaction between folk material 
and contemporary techniques. 
The freest pieces turned out to be 

the least convincing. Each half of the 
concert opened with one of John 
Cage's Etudes Australes, which were 
composed by turning star maps into 
stemless notes on staves, leaving 
rhythm and dynamics and phrasing — 
everything except pitch and a general 

sense of time — to the player. Rzewski 
had obviously given each note careful 
consideration, and the two Etudes 
came out differently: in No 1, he'd 
interrupt every hint of sweetness or 
song with a banged note, while he let 
No. 2's pitches blend and float. Of 
course, he could have done the oppo-
site, the point of the pieces seems to 
be that expressiveness is purely arbi-
trary, a depressing thought. 
The more orthodox, written-out pie-

ces worked better. In ascending order, 
they included Yuji Takahashi's 
Kwanju, May 1980, a hodgepodge of 
Japanese folk melodies and half-
hearted Europeanisms; Nicolaus A. 
Huber's " Durabukka," a perceptual 
experiment in the sympathetic tones 
produced by drumming on middle 
C- sharp; Walter Zimmermann's Erd-
Tone, a sort of rondo in four-square 
traditional German rhythms, with its 
pitches skewed by a piano whose 
strings were damped with clumps of 
clay so it sounded like an African slit 
drum. Best of all were Christian Wolff's 
Hay Una Mujer Desparecida (After 
Holly Near), which exploded a Holly 
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Near song and toyed with every 
phrase, sometimes even single notes, 
in minimal repetitions, fugatos, polyto-
nal reharmonizaCons, obsessive trills, 
declamatory unisons, cascades of 
Romant c arpeggios, or whatever else 
had come to Wolff's mind: and, even 
better. Karel Goeyvaerts' Litanie I, a 
succession of overlapping repetitive 
sequences, each growing and shrink-
ing according to standard minimalist 
practice, that wonted as mechanized 
slapstick: the sequences dividing and 
subdiviaing each others' rhythms and 
registers, and regularly butting into 
each other thanks to the rhytnmic 
vitality of their well- placed pauses. 
Rzewski played the Wolff with non-
arbitrary expressiveness and the 
Goeyvaeds with punch and swagger, 
enough to make me wish he'd 
included his new. largely , mprovised 
"Squares" in both of his New York 
c oncerts. — Jon Pareles 

RICK NELSON 
A couple of decades have passed 

since comely little Ricky Nelson 
launched his singing career on his 
parents" TV show to impress a girl-
friend swooning over Elvis P. But after 
the hits stopped coming, Nelson did 
what most teen-throb has-beers have 
reither the drive nor the gifts to do — 
he kept making music. Although 
Nelson's first LP in three years, 
Playing To Win, leans more toward 
rock, his original fixation on the 
connective tissue between rookabilly 
and country is still intact. Ostensibly it 
will meet with a measure of the 
success it deserves, what with folks 
like Dave Edmunds and Billy eurnette 
provid.ng Nelson with some kind of 
current context in which to be 
appraised. 
The two decades of relative hitless-

ness have been used by Nelson to 
build and maintain cross-country club 
support, a fandom largely made up of 

boppn' middle-agers who want to 
hear the old chartbusters They get 
'em — and also some wonderfully 
refined suburban rockabilly .n the 
process. Nelson's shows are a quaint 
patchwork of the stages of his 
metamorphosis: the TV crooner subtly 
updat,ng his old standards; the 
California country-popper with rhine-
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stones on his bellbottoms; and the 
still- vital, Godly genteel veteran of 
rock's "golden age." Like little Ricky, 
big Ricky has superb taste in material 
ana sidemer. The five road-tested 
young wniz boys currently with him ( on 
arums, bass, piano, lead and rhythm 
guitar) surround Nelson's sure-
handed rhythm on acoustic guitar with 
judicious measures of blatant tech-
nicW excellence and bar-band high 
spirits. The whole band does a 
griming cruise through chestnuts like 
"Good Flockin' Tonight" and "Believe 
What You Say," right to newer material 
such as Jonn Fogerty's "Almost 
Saturday Night" and Graham Parker's 
"Back to Schooldays." 

Nelson's devotion to passing the 
torch of rock's cJassic traditions gives 
his performance a tairt of roteness 
from time to time; as does his trade-
mark, that small but silky singing 
voice. When I saw him in a rough-
house midwestern bar last spring, the 
emrironment balanced out his propri-
ety, while a more recent concert in a 
Minneapolis repertory theatre almost 
got polite-ed to death. Nonetheless, in 
the decorous fashion of the lifetime 
professional, comely ola Ricky Nelson 
delivered the goods and updated his 
reputations with some startled old 
rocKers in the stands. Rock's time has 
definitely not come and gone. Neither 
has Rick Nelson's. — Laura Fissinger 
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Now nobody but you determines the 
routes your signals travel. 
The Tascam System 20 isn't your common 

everyday mixer. 

We pulled all the switches (their logic is fixed 
and limited) and put in patch points all along 
the signal path. 
You make the connections, so practically 

anything you want is possible. 
When the job at hand 

changes from basics to 
overdubs to rembc, you 
just change the way the 
System 20 works. 

All this flexibility 
brings incredible qual-
ity, too. Since you do 
your own routing, 
you can take shortcuts. 
Bypassing circuits you don't need, getting really 
clean signals. 
The System 20 also ends your nightmares 

about needing an absolute fortune for a console 
with this kind of flexibility and quality Now you 

can make the music you dream about at a price 
you can afford. 
The System 20 centers around the MM20 Mas-

ter Module. It's nothing less than professional. 
Four line inputs and two XLR transformer-
isolated microphone inputs. Six output busses 
ready to change with the job. If you need three 
or even four effects busses you can just patch 
them in. 

Next, for truly flexible sound shaping, there's 
the four-channel PE20 Parametric Equalizer. 
Low frequency range is continuously variable 
with sweep-type setting from 60 Hz to 1.5 kHz. 
Mid-range sweep control from 1.5 kHz to 8 kHz. 
And the high frequency is fixed at 10 kHz. Boost 
and cut for all three is ±- 12 dB. 
Then there's the MU20 Meter Unit. Ready to 

patch anywhere you need it. Like buss outputs or 
tape playback. And with its four VU-type averag-
ing meters and peak LED's, you have the best of 
both metering worlds. 

Like the rest of the System 20, there's nothing 
common about the 4 x 4 EX20 Microphone 
Expander either. Four transformer-isolated inputs 
with twelve patch points. 

Once you plug into the economy of our 
manual mixer, you can save even more ------••••• 

by hooking up with Tascam's two new econom-
ical compact recorder/reproducers. Both give 
you 15 ips on 7" reels for 22-1/2 minutes of 
quality recording time. 

You save in the long run, too. Because the 
System 20's modular design adds yet another 
dimension of flexibility It grows right along with 
you. So when you're ready for 8-track, you just 
add another Master Module instead of an ex-
pensive new mixer. 

Visit your Tascam dealer for a demonstration. 
Then you'll see exactly how the System 20 
opens up new avenues of creativity. 

22-4. 4-track multichannel recorder. 22-2 2-track mastering recorder. 

TASCAM CREATIVE SERIES 
TEAC Production Products 

©1981 TEAC Corporation of America. 7733 Telegraptt Road. Montebello, CA 90640 





LINDSE) 
BUCKINGHAM 
Guitarist, studio craftsman, singer and tunesmith, Lindsey Buckingham has emerged 
from the shadows of megapop's Big Mac as a creative force and stage presence. 
Herein he discusses the group's change in direction, its musical relationships, and 

his view of the recording process. 
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Summer, 1976 
More than 60,000 

file into the Oakland 
Coliseum's outdoor 
stadium for a " Day 
On The Green" fea-
turing Peter Frampton, 
Gary Wright, and 
Fleetwood Mac. Bill 
Graham is billing the 
concert as the British 
Invasion, although 
two-fifths of one of 
the acts grew up in 
California. Guitarist 
Lindsey Buckingham, 

27, was in fact born in Palo Alto, about thirty miles from the 
Coliseum, where he is now playing as part of Fleetwood Mac. 
In a white peasant shirt, beard arm curly hair, Buckingham 
looks decidedly California. 

Since the vast majority of the sun worshippers have come to 
hear Frampton sing "Show Me The Way," Fleetwood plays a 
rather abbreviated set, only partially culled from their latest, 
self-titled album. M dway through the program, Buckingham, 
who has remained in the background for most of the set, 
comes to the microphone. "We'd like to do a Peter Green song 
for you now," he says. almost self-consciously, before break-
ing into the band's 1970 hit, "Oh Well," written and originally 
sung by the group's founder. 
February, 1977 

Fleetwood Mac Kicks off their 1977 tour with a benefit for 
the Jacques Cousteau Society at the Berkeley Community 
Theater. Except for a short film about penguins ( long a symbol 
of Fleetwood Mac), the band is the only act on the bill. Material 
from their just-released Rumours LP is met with as much 

By Dan Forte 

applause of recognition as songs from their previous album, 
which garnered three hit singles. 
Midway through the show it becomes apparent that vocalist 

Stevie Nicks, battling a strained throat, is not going to be able 
to make it through the set. The spotlight turns to the band's 
other two songwriters, Christine McVie and, more noticeably, 
Lindsey Buckingham, who displays a degree of confidence 
and guitar technique barely hinted at on album. The concert 
climaxes near the end with Buckingham's dramatic " I'm So 
Afraid," taken a bit slower than the recorded version. 

December, 1979 
Dressed in a blacK shirt and a plain gray suit, his hair 

cropped short, Lindsey Buckingham is pacing the stage of 
San Frarcisco's Cow Palace. The guitarist clearly stands out 
from the rest of the band, both musically and v.sually. Whether 
he is singing one of his own songs from the new Tusk album or 
backing Nicks or McVie on one of their tunes, Buckingham 
plays and looks like a man possesed — his fixed stare never 
leaving the audience, a sinister grin never leaving his face. 

With three rim shots from Fleetwood's snare drum and a 
piano glissando from Christine McVie, Buck,ngham shouts, 
"What makes you think you're the one," pointing at his ex-girl-
friend Stevie Nicks. As has come to be expected, the set's 
highpoint is " I'm So Afraid," a tour de force study in cynamics 
with Lindsey Buckingham's echoing guitar building in speed, 
volume and intensity. 

In its fifteen years as a band, Fleetwood Mac has undergone 
more changes than ary group from the Sixties that is still 
intact. Starting out as an English homage to Chicago blues, 
they have survived underground cult status to become one of 
the most popular groups in pop music today. They have 
endured what seems like one personnel change per album, 
especially in the guitar department, which has seen Peter 
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Green, Jeremy Spencer, Danny Kirwan, and Bob Welch come 
and go. Bassist John McVie and drummer Mick Fleetwood are 
the band's only remaining original members. 

In the past six years Fleetwood Mac's personnel has 
remained constant, if not necessarily stable, with Fleetwood, 
McVie, vocalist Stevie Nicks, McVie's ex-wife Christine on 
piano, and guitarist Lindsey Buckingham, who has individually 
gone through nearly as many changes as the band has 
collectively. 
Buckingham was born in 1949 and took up guitar at seven, 

strumming along to his older brother's collection of Elvis Pres-
ley, Buddy Holly and Everly Brothers records. He later turned 
to folk music (the Kingston Trio, Ian and Sylvia, John Herald), 
studying banjo and fingerpicking styles. In the late Sixties he 
played electric bass in a Bay Area rock band called Fritz, 
which featured vocalist Stephanie Nicks. When Fritz broke up, 
Lindsey and Stevie stayed together, both musically and 
romantically, and recorded one album for Polydor, Bucking-
ham Nicks, produced and engineered by Keith Olsen (with an 
assist from Richard Dashut). 

In December of 1974, Mick Fleetwood was looking for a 
studio at which to record Fleetwood Mac's next album and 
came to Sound City in Los Angeles where Keith Olsen played 
him a track from Buckingham Nicks, "Frozen Love." Two 
weeks later guitarist Bob Welch announced that he was leav-
ing Fleetwood. On New Year's Eve the drummer telephoned 
Olsen to ask about the pair he'd heard on the record Olsen had 
played him. As it turned out Buckingham and Nicks were there 
at a party at Olsen's house. Without so much as an audition 
Fleetwood offered them both a job with the band. 
Fleetwood Mac was recorded early in 1975 and gave the 

band an element that had previously been missing — catchy, 
well-crafted hit singles. "Over My Head," "Rhiannon," "Say 
You Love Me" — virtually every cut on the LP probably could 
have become a hit single, but the band had the good sense 
and taste to stop after three or four and record a follow-up 
album. 
Rumours was recorded in 1976 amid tensions that saw the 

McVies divorce and Lindsey and Stevie split. When the album 
was released in 1977, Fleetwood Mac found themselves 
almost simultaneously on the covers of Rolling Stone and 
People Magazine. Rumours spun off as many hits as the 
previous album — "Go Your Own Way," "Dreams," "Don't 
Stop" — and became one of the biggest selling albums in pop 
music history. 

Tusk, the group's quirky follow-up, sacrificed cohesion at the 
expense of a few million in record sales. Less a group effort 
than the previous LPs, it has repeatedly been compared to the 
Beatles White Album — Nicks doing her songs with instru-
mental backing from the other members, McVie doing her 
numbers, very little harmonizing, Buckingham recording sev-
eral tracks by himself at a makeshift home studio. But, while it 
may not hold together well as a unified album, the individual 
performances on Tusk are nevertheless outstanding, espe-
cially Buckingham's which display a startlingly new approach 
to recording structure, mix, and instrumentation. 

Last December, after a solid year of touring, the band 
released its first live LP, Fleetwood Mac Live, before taking five 
months off from touring and recording. They are scheduled to 
go back into the studio in May to begin work on their next 
album. 
The reasons for Fleetwood Mac's ascent to the top are hard 

to pinpoint. Chemistry is often a word that's batted about. 
Having three singer/songwriters the calibre of Buckingham, 
Nicks and McVie certainly doesn't hurt. But there is obviously 
a whole- is- greater-than-the- sum-of- the- parts element at 
work when the band is really on. 
On guitar, Lindsey is as unorthodox as he is underrated. Still 

basically employing the techniques he learned on banjo and 
fingerstyle folk guitar, he sort of frails and flails his way through 
solos, often ending the night by bandaging bloodied fingertips. 
Buckingham will probably never place at the top of Guitar 
Player Magazine's reader poll as Best Rock Guitarist, but a 

more tasteful lead guitarist would be hard to find. In the words 
of John Stewart, "He knows the magic of one note." 
Because of his innovative work on Tusk, Buckingham has 

become a much sought after producer, although he turns 
down far more offers than he takes on. He produced Walter 
Egan's Not Shy album and Bombs Away Dream Babies for 
one of his early influences, John Stewart, who regards Buck-
ingham as "the only genius I've ever worked with in the stu-
dio." The former one-third of the Kingston Trio recounts, 
"Lindsey came down when we were doing the mix, and he was 
turning all the pots, layering the guitars. I was watching him 
and I said, ' Lindsey, some time you've got to tell me what 
you're doing.' He said, ' I'm turning the knobs till it sounds right.' 
A few people I know of really know how to make that mystical 
'thing' happen with a record. Brian Wilson is one; Lindsey 
Buckingham is the master at it." ( Ironically, Stewart, an acous-
tic folkie for twenty years, began playing electric lead guitar by 
listening to Lindsey's work before discovering that Bucking-
ham had in fact learned to play acoustic guitar listening to 
Stewart's records with the Kingston Trio. " I got the Fleetwood 
Mac album," Stewart recalls, "and something about it sure 
sounded familiar." The one-note solo on Bomb's Away's top 
ten single "Gold," while it is one of the best examples of the 
"Lindsey Buckingham guitar style," was actually played by 
Stewart.) 

Onstage, perhaps even more so than in the studio, Lindsey 
Buckingham has become the clear leader of Fleetwood Mac. 
In six years he has evolved from guitarist to creative force to 
kinetic focal point. Even New Wavers, ready to poo-poo any-
thing by a band that produced such soft-core rock as 
"Dreams" and "Over My Head," regard Buckingham as a 
force to be reckoned with. 

While the other four members of the band have been 
splashed across every phase of the media, Buckingham has 
remained somewhat mysterious, in the shadows. As he points 
out in the following interview, he seldom gets fan mail and can 
walk down the street completely unnoticed. "Whatever appre-
ciation is being offered towards me now," he states, "is the 
kind of appreciation that I would like to get. It's more from a 
musicianship standpoint, hopefully — it's more fundamen-
tal... it's been honest — that's for sure." 
MUSICIAN: Going from total obscurity to the top of the charts 
is what most struggling musicians hope and pray for every day 
of their lives. But have there been any drawbacks to that level 
of People Magazine stardom? 
BUCKINGHAM: Well, you see, I don't feel like I've been in the 
limelight as far as the attention focused on the group. Stevie, in 
the beginning, her visual presence and just her personality 
were so strong. That was always the figurehead of the group, 
and still is, in a way. In that way, I really haven't had to deal with 
a barrage of external adulation by any means. I very seldom 
get a fan letter. 
MUSICIAN: Can you walk down the street and not be 
recognized? 
BUCKINGHAM: Exactly. Oh yes. I can walk anywhere and 
no one cares. Also, I'm always changing my hair, so that helps. 
MUSICIAN: Most people, when they think of Fleetwood Mac, 
probably still have an image of Stevie Nicks in a top hat and 
cape. But onstage your position seems to have evolved from 
being more or less a member of the rhythm section to being 
the focal point of the band, especially on the Tusk tour. 
BUCKINGHAM: It's certainly working that way; I don't know if 
that's good or bad. It really can't be helped. But whatever 
appreciation is being offered towards me now is the kind of 
appreciation that I would like to get. It's more from a musician-
ship standpoint, hopefully it's from people who appreciate 
serious things about music. It has nothing to do with costumes 
or even image — it's more fundamental. It's nice to open a 
Rolling Stone and see that you have the big picture for a 
change, but even so, the whole external aspect of the success 
hasn't really gotten through. I don't feel that it's changed me, 
because it hasn't barraged me very much at all. It's been slow. 
It's been honest — that's for sure. 
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"Frozen Love": Buckingham and Stevie Nicks honed their hit single format on a now-classic duo album and waltzed Into Fleetwood 
Mac without so much as an audition, giving We band a blast of fresh a r. 

III 
"Visibility Is like being an actor, and 

being good enough at it so that no 

one realizes you're acting. A bad 

actor looks like he's acting, he's 

ranting and raving up there." II 
MUSICIAN: Has your growth within the group corresponded 
with you growing in confidence? Dd you feel like you had to try 
and fit in when you first joined, and now you car do what you 
want to do? 
BUCKINGHAM: Yeah. It's been very much a series of situa-
tions, of having to adapt. The kind of role that, say, Stevie and I 
had towards each other and that I had in Buckingham Nicks as 
compared to what happened six months after we joined Fleet-
wood Mac — I really had to turn around. It was a very good 
thing to happen. I gained so much more appreciation for 
Stevie that way. I had to reevaluate the whole thing. There's 
been a lot of adapting to do. When I first joined the group, I had 
to go and play Bob Welch's songs and all this strange stuff that 
had nothing to do with me or me growing as an individual. But 
that was all part of it; I needed to do that one way or another. 
Once Stevie and I had broken Jp and had sort of gotten 
through that, it was just a question of seeing what I really had to 
offer and trying to establish that, and saying, "Hey, I do have 
more to offer than just being part of the rhythm section." Also, 
people don't see what you contribute in the studio, and you 

can't expect them to. That's one thirg that's always been 
visible to people very close to me, but never to anyone else. 
MUSICIAN: Was the change from Rumours to Tusk a con-
scious attempt to not get pegged as a pop song group? 

BUCKINGHAM: Well, it's really hard to say. In a way, yes. 
Speaking for myself, my songs are probably more of a depar-
ture than Stevie's or Christine's, but even theirs, the arrange-
ments are slightly different. There's been little effort made :o fit 
them into a single mold, whereas on Rumours every song was 
more or less crafted as that kind of song. It's not that the songs 
on Tusk are long; in fact, someone asked me when the album 
first came out why all my songs were so short. I iust said, "Well, 
rock ' n' roll songs were traditionally short songs." But, for me, it 
was a question of experimenting with a new format in record-
ing. Some of those tunes were recorded in my house on my 
24-track. The overall atmosphere of the album just evolved by 
itself. We wanted to do a double album — I don't think we knew 
exactly where it was going. But I was interested in pursuing 
some things that were a little bit rawer. You just hear so much 
stuff on the radio that has the particular drum sound. I mean, 
everything is worked around the drums these cays. It's all so 
studio-ized; I thought it was important to delve into some 
things that were off to the side a little bit more, so that we're not 
so cliched. And we certainly did that — at the expense of 
selling a few records. Between the Fleetwood Mac album and 
Rumours we changed the people we were working with totally, 
even though Fleetwood Mac had sold two and a half or three 
million copies. We could have stuck with a good sure thing, 
and we went through a lot of hell reestablishing a working 
relationship with other people to move forward and to try to 
grow, which we did on the Rumours LP. Now on Tusk we more 
or less did the same thing and took a lot of chances, but we did 
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it because it was something we felt was right to do and was 
important, and it shook things up. It certainly shook people's 
preconception of us up a bit. We divided our audience a little 
bit. A lot of people who were sort of on one side and saw 
Rumours as kind of MOR were really pleased by Tusk; and a 
lot of people were very disappointed, because they were 
expecting more of the same thing. You can't let what you think 
is going to sell dictate over what you think is important. 
MUSICIAN: What sort of music were you listening to that 
might have influenced the outcome of Tusk? 
BUCKINGHAM: Not that much of anything, specifically. The 
fact the New Wave stuff was emerging helped to solidify or to 
clarify feelings or give one a little more courage to go out and 
try something a little more daring. But as far as the actual way 
the songs turned out, it wasn't a question of listening to a 
certain group and trying to emulate them at all. No one in 
particular; the whole scene just seemed so healthy to me. The 
stuff on the album isn't that weird to me, but I guess it is for 
someone who's expecting "You Make Loving Fun" or some-
thing. I was surprised, because I was at that time, and still am, 
ready to hear some things that I felt were fresh and I thought 
were approached slightly differently, in the spirit of the old rock 
'n' roll but contemporary as well. The LP sold about four million 
albums — nothing to cry about. It was interesting to see the 
reaction. Most of the critical response to the album was real 
good, and then some of it wasn't at all. But we definitely divided 
our audience. 
MUSICIAN: When you write songs, do you make a complete 
demo tape of it and play it for the band? 
BUCKINGHAM: Yes. Now I make masters, though. I've got a 
24-track. There are two or three songs on Tusk that were done 
that way, just at my house, and they went onto the album. 
MUSICIAN: With you playing all of the instruments? 
BUCKINGHAM: Yeah. "The Ledge," "Save Me A Place," and 
"That's Enough For Me." 
MUSICIAN: Do you still think of those as "Fleetwood Mac 
songs"? 
BUCKINGHAM: Well, I'm not sure they see them as Fleet-
wood Mac songs [ laughs]. I don't see why they can't be. I think 
of them as Fleetwood Mac songs — we've done some of them 
live. We ran down "The Ledge" a whole bunch of times and 
almost started doing that in the set; we were doing "That's 
Enough For Me" live. But we had a lot of problems trying to 
integrate the stuff from Tusk with the old set. 
MUSICIAN: Do your songs come out differently if you work 
alone as opposed to working them out with the band 
members? 
BUCKINGHAM: I think we're starting to do that more. One of 
the things that was exciting about doing Tusk is that we can 
take some of that and reapply it to a collective thing a little 
more than we did on Tusk. Certainly in terms of a group there's 
a desire to do that, especially after experimenting with some-
thing that was less of a cooperative venture. I think the next 
Fleetwood Mac studio album will be more group-oriented — it 
certainly won't be less. It's not like it's moving in one direction 
or the other; it's just expanding and contracting. 
MUSICIAN: Do you think you'll ever record a solo album? 
BUCKINGHAM: Sure, why not? I don't think there's any 
stigma to it, other than misunderstanding from the external 
world. If it makes you feel good, I don't see why not. But I'm not 
in any great hurry to do my solo album. 
MUSICIAN: Would you see a solo project as an outlet to 
experiment more or just a chance to put more of your own 
songs on LP? 
BUCKINGHAM: Some of both, I would say. It wouldn't be 
radically different — it couldn't get much more different than 
Tusk. See, one of the things about being in Fleetwood Mac is 
that Christine writes pretty much soft, pretty songs, and Stevie 
more or less does the same thing, too. They both write rock ' n' 
roll songs from time to time, and do it very well, but the burden 
of the real gutsiness usually is on me. So if Christine has X 
amount of songs, and Stevie has X amount of songs, my slot 
must almost out of necessity be filled by pretty tough kind of 

stuff. I think it would be a lot of fun to just experience making a 
statement in a broader range of things. If you took all of my 
songs from Tusk, they would probably make a more cohesive 
album than the whole Tusk album, just in terms of cohesion. I 
wouldn't want to get too much more fringey than something 
like "The Ledge," you know. The funny thing is, so many 
people reacted to that song like, "My God, what is that?" It 
didn't even seem that radical to me. See, I'm trying to learn 
more about writing. 
MUSICIAN: Has the creative process of how a song takes 
shape changed much from Buckingham Nicks to Tusk? 
BUCKINGHAM: I'd say it's come back around full circle, in a 
way, except with a whole lot more knowledge, I would hope. 
I've learned so much from John and Mick. 
MUSICIAN: In terms of what, since they don't write songs? 
BUCKINGHAM: In terms of musical sense. Mick's musical 
sense is hard to pin down, because it's just such an instinctive 
thing. But in terms of just writing songs, that hasn't changed, 
no. For instance, Stevie will write her words, and everything will 
be central to that. That's good; sometimes I wish I could do 
that. Mine are usually central to a groove of some sort, and 
everything else will follow. That hasn't changed over all this 
time. A lot of rock 'n' rollers do that. 
MUSICIAN: Does that method make your songs more tradi-
tionally structured than Stevie's? 
BUCKINGHAM: They can be, yeah. Which isn't necessarily 
good. There's a fine line. You take someone like Springsteen, 
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Lindsey Buckingham's Equipment 
Lindsey Buckingham is currently using a Turner electric 

guitar. " I've got four Turners — two 6-strings, so I'll have a 
backup onstage in case I break a string; one with two 
pickups; and a new model that's got a two-octave neck. It's 
got a boost and a couple of parametric equalizers on it, and 
that's about it. It's a fairly simple guitar, which is nice — 
doesn't have too many gadgets. Rick [ Turner] always 
made John's basses, when he worked at Alembic, so he 
was always trying to sell me Alembics on the road, but I 
never liked them because they were very sterile sounding 
and didn't feel very good. During the first few months of 
recording Tusk, Rick showed me a blueprint of this new 
guitar; he said, ' I'm trying to make it more mellow-sounding, 
warmer sounding — sort of a combination Les Paul and 
Alembic.— 
Buckingham uses flatwound strings on the Turner to, as 

he puts it, "get more of the note and less of the overtone. It's 
a little less 'wire' sounding." 
He is now using MESA/Boogie amps through HiWatt 

cabinets, and his only effects are a fuzztone and an echo 
unit. (" I'm not sure of the brands," he admits, " Raymond 
[Lindsay], my guitar roadie, takes care of all that.") 

For acoustic numbers, Buckingham ordinarily uses 
either Ovations or a Japanese Tama with a pickup in the 
soundhole. 
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who has the best of both, I think, in terms of being a writer and 
someone who knows what he's doing. His phrasing can go 
from a certain timing in one line, and in the next line it'll be 
totally different, because the words are different. Whereas if I 
was thinking of those two lines in a song, I might just think of 
repeating the same thing over and over, because I would still 
be sort of nebulous in my mind. I wouldn't have the words 
completely formed. So there's an advantage by far in being 
able to do that, because it gives the whole feeling of the song a 
certain spontaneity. He's feeling the words in a certain way, 
and he's putting them down, and everything else will follow 
that. Stevie does the same thing with her words; she surprises 
you with phrasings. But there's an advantage to the other way, 
too. If you can eventually get around that, and make it so that 
your vocal doesn't sound stiff, then the advantage is that 
you're so much more aware of how to make one track sound 
totally different from the other, in terms of applying a certain 
instrument to it or something. But in terms of a structure — like 
A- B-A-B-C or whatever — my songs are probably a lot more 
that way than Stevie's, because she doesn't really know A- B-
A- B-C. She writes like Mick drums. 

II 
"You just hear so much stuff on the 
radio that has that particular drum 
sound. It's all so studio-ized. I 

thought it was important to delve 
into some things that weren't so 

cliched." II 
MUSICIAN: Are your recording and producing techniques 
pretty much intuitive? 
BUCKINGHAM: More or less. This is the first time I've had a 
real setup. Doing Tusk I had a 24-track little MCI board that I 
was working on. Now I've got a Studer 24-track which the 
band bought quite some time ago. It's a full-size console and 
gives me something to work with — some limiters, some EQ, 
some big speakers, some real equipment. For the first time I'll 
be able to realize or not realize some of the things that I've felt I 
could do. It's very frustrating sometimes in the studio, because 
you've got so many people in there, and technically I'm not 
there to twist knobs or anything. A lot of times you feel you 
could do a better job than somebody else, because you have 
the intuition and they really don't. They've had a few years 
technical experience, but they can't make the connection 
from feeling the song to this, to this, and do it all the way a 
painter paints, where suddenly all the intuition takes over and 
you're just there doing it. That can be what it's like, and I think it 
offers a lot more opportunity for very unusual things to happen. 
Things present themselves, and if you have the intuition to 
pick them up when they present themselves and not let them 
go by, you can get some very unusual sounds. I feel real good 
about my capabilities as an engineer. 
MUSICIAN: Do you think trained engineers, in their pursuit to 
make something sound neat and clean, can destroy the 
emotion? 
BUCKINGHAM: All the time. The idea is to capture the 
moment that you perceived something to be a certain way and 
pursue it right then. Try to pursue things that you can hear in 
your head to their ultimate disaster or whatever. 
MUSICIAN: Do you plan on doing more outside production 
work with other artists? 
BUCKINGHAM: A few people have wanted me to produce 
them lately, and it's nice to know that people want you to work 
with them, but I just don't think it's tne right time for me to do 
that. With Walter Egan and John Stewart, it just seemed like the 
right thing to do at those particular times. I'm real good at 
editing out this section, or saying, " Let's do this in here." That's 
the thing I'm probably best at — being able to think abstractly 

and say, "This isn't making it here; let's do this; put this part in 
here, and it'll make all the difference in the world." But choos-
ing to do that as a whole project is something that I don't do 
very often. On Bombs Away Dream Babies, I wasn't in the 
studio with John as much as I would have liked to have been, 
because we were working on Tusk at the time. It kind of blew 
John's mind when I first met him, because I knew all his songs. 
I had almost all of the old Kingston Trio albums — although 
very few people will admit that these days. Steve Stills, I'm sure 
he had them all, too, but he wouldn't admit it [ laughs]. 
MUSICIAN: Usually the lead guitarist is one of the most 
visible members of any band, but in your case, even with 
Fleetwood's phenomenal popularity, your guitar playing 
seems to be very underrated, if not overlooked entirely. 
BUCKINGHAM: It's like being an actor and being good 
enough at it so that no one realizes you're acting. A bad actor is 
someone who looks like he's acting, and he's ranting and 
raving up there. I mean, a part that you're not aware of so 
much, that's a supportive and integral part of the song is a lot 
harder to come by, I think, than a part that you must be aware 
of that's so aware of itself. 
MUSICIAN: Do you have any specific influences as far as 
playing lead guitar? 
BUCKINGHAM: I can't really think of any. See, I never played 
"lead," per se. I started playing guitar when I was seven years 
old, and I played rhythm, chords to the old rock ' n' roll songs. 
Then I got into fingerpicking, and I was very good at melodic 
fingerpicking. But I never played lead until 1971, because 
when I was in Fritz I played bass. And the reason I played bass 
was because I couldn't go whoo-whoo at all. I couldn't play 
screaming lead. When I later started playing lead I was proba-
bly listening, oddly enough, to Peter Green, and then Clapton 
and some of those people — to cop the white blues licks. But 
that's about as deep as it goes — which isn't all that deep. I've 
always played lead begrudgingly, I'd say. There's not that 
much lead on the Tusk album, for that same reason. There's 
almost an underplaying of lead, to make people think, 
"Where's the leads?" I was just more interested in colors on 
that album. I'm getting better at it, though; there's some pretty 
decent leads on the live album. 
MUSICIAN: Do you practice the guitar much these days? 
BUCKINGHAM: From time to time. Probably not as much as I 
should. But I'll start to and then I'll think, what for? It's just a 
question of what direction you want to go, and right now I'd 
rather put more energy into trying to understand how to write 
better. So much of the playing comes out of just being in a 
state of mind where you're not conscious of what you're doing 
— it just comes out anyway. I'd never sit around and just try to 
play scales, I don't think. I probably should [laughs] — some-
times on stage I wish I had. I do a lot of thinking about the 
guitar, just in my head. 
MUSICIAN: Your stage demeanor has changed tremendously 
in the past five years. The guy with the peasant shirt and 
the beard and the curly hair of a few years ago hardly seems 
like the same person as the one on the Tusk tour, with the gray 
suit and short hair and the demonic stare fixed at the 
audience. Did that change come about as the result of any 
groups you'd seen or listened to? 
BUCKINGHAM: No, absolutely not. I'm not even aware most 
times of what I'm doing when I'm up there doing that. 
MUSICIAN: But what about the change in appearance? 
BUCKINGHAM: Well, I decided to cut my hair long before 
everyone else did. It wasn't necessarily to look punk or any-
thing. I was just tired of the beard, so I shaved it. Then the hair 
didn't look right without the beard, so I cut the hair. It's all been 
gradual. Found a couple of new clothes stores, started buying 
some new suits... As far as the movements, it's funny, 
because I used to do more of that when I was playing bass in 
Fritz. I think maybe when I first joined the band, it was such a 
new thing, and I wasn't sure of my role, I just sort of withdrew 
into the back. It's not something that wasn't there before, as far 
as the stage presence; it just wasn't coming out for a long time. 
It was sort of beaten back, I guess. 13 
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His pickups don't. 
Earl Slick has proven himself one of today's most versatile guitar 
players. Naturally, the only pickups he uses in his guitars 

(all six of them) are DiMarzios. 

Throughout the 70s and into the 80s, DiMarzio Pickups have 
offered musicians the widest choice of tonal options. No matter 

what kind of guitar or bass you play, there's a DiMarv° Pickup 

that will put a whole new world of sound at your fingertips. 

But don't just take our word for it. Listen to some of Earl Slick's 
work on David Bowie's "Young Americans", "Station to Station", 
"David Live" and John Lennon & Yoko Ono's "Double Fantasy:' 

DiMarzio 
Musical Instrument Pickups Inc. 

1388 Richmond Terrace • Staten Island, N.Y. 10310 • (212) 981-9286 

Watch for Earl Slick's new band CONDOR on Columbia Records. 
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y now The Pattern is fairly well estab-
lished; four frustrated working class 
types form a group, woodshed, then 
burst forth on a wave of awesome en-

ergy and intensity. They record The Album, 
and as critics fall over themselves searching 
for The Adjective, they become The Next Big 
Thing. And so it was for the Clash, considered 

by many to be the finest rock and roll band of 
our times ( by others merely an overrated gar-
age band in overdrive). In the beginning they 
were crude, raw, politically acute, amateurish 
and unbelievably intense — the ideal personi-
fication of the original punk ethic. Maybe a little 
too intense for some; their American record 
companies delayed the release of their epo-

ADRIAN BOOT 
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nymously titled debut album for almost two 
years after its English release in 1977. Their 
second English (and first American) aibum, 
Give 'Ern Enough Rope served up the same 
volatile amount of frustration, anger and hope 
as The Clash, this time buffed and shined to a 
gloss by American producer Sandy Pearlman. 
By the summer of ' 79 vocalist/guitarist Joe 

TH 
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Paul Simenon and Mick knes 

"Rough Boys running the streets 
come a little closer 

Rough Boys gonna get inside 
your bitter mind" 

P. Townshend 

Strummer, lead guitarist Mick Jones, bassist Paul Simenon, 
and drummer Topper Headon had reached a crisis point 
familiar to all students of The Pattern. That primal burst of 
creative frustration that had fueled the punk explosion was 
fast running out of petrol, and the pack was beginning to thin 
out. As the initial impulse waned, the so-called new wave 
bands were faced with a perplexing dilemma; how could they 
continue to refine and develop their musical abilities without 
losing contact with a creative spark that had made it all worth 
doing in the first place? What was to prevent them from 
gaining the world and yet losing their souls like the art rock 
bands of the late 60s and early 70s, whom they so roundly 
detested? 

In early 1980 the Clash neatly resolved this paradox with 
London Calling, an album that was both a quantum leap in 
sophistication, and an essential re- information of the spirit and 

By Clint Roswell 

values that had established their authority four years ago. In 
expanding their musical horizons, they raced freely over the 
entire history of rock, drawing on rockabilly, early R&B, jazz, 
folk music, and reggae — and even coming up with a hit single 
with "Train in Vain." Predictably, fickle British critics staged a 
white riot of their own, lambasting the album and the group for 
what they chose to construe as a sellout to the American 
market. But any doubts about the Clash's continuing vitality 
were settled by their third American tour. Onstage at New 
York's Palladium, the Clash was a literally stunning expe-
rience for many, roughly equivalent to meeting a runaway 
locomotive head on, or kissing a lightning bolt. How do they do 
it? What's the secret? If there's been one consistent, crucial 
factor in the Clash's attitude and approach of the last five 
years, it's been their unyielding sense of commitment — to 
their music, their public, and to their own sense of integrity. For 

46 



this band, that is truly the tie that binds. It holds them together 
and sustains their will, creativity, and essential identity, 
regardless of whatever outward transformations the band may 
undergo. It keeps them awake, alive, and honest, and provides 
them with the determination to withstand the continuing back-
lash launched by the English press against their latest release, 
Sandinista!, a three- record set consisting primarily of dubbing. 
reggae tunes, orchestrated ballads, and other esoterica. San-
dinista! is a further departure from punk orthodoxy. and as 
such really has the English press up in arms. 

"It's amazing, isn't it, all the bad press we've gotten in 
England," acknowledged Jones, the 25-year- old guitar-
wielding rebel who founded the group in 1977. "We have been 
accused of selling out to the Americans, which is so untrue 

...our songs deal with England, the U.S.A., South America, 
Russia, China. England has turned against the Clash because 
a prophet is never welcome in his own home. We've come up 
with a pretty high prophecy quotient and they can't stand us for 
it, as if we're above it all." 

But there is substance to their music that goes beyond the 
mouthing of juvenile anthems. They are punk without preten-
sion. There is energy without hype. They are direct without 
being simple. The Clash are trying to get a message across, 
even if sounds sometimes as bracing as a slap in the face. 
They want to wake us up to the rhythms of the age. 
Jones was an art student going nowhere six years ago, 

hoping to form a band when he met bassist Simenon at a 
rehearsal in which future PiL guitarist Keith Levene was also 
playing. Simenon tried out as a singer but couldn't hit a note, 
and he didn't fare much better on the bass. But Jones took one 
look at the gawky skinhead who was raised, like Jones, in the 
trenches of lower-class Brixton, and invited Paul to join the 
band. 

"I grew up listening to reggae on a jukebox in my neighbor-
hood where you could only hear the bass lines," recalled 
Simenon. " I think it was probably true that I wasn't a good 
musician at first. 

But I think that playing along to reggae records really 
helped me and now I feel very active on the bass. I've been 
working on reggae and dub with a fretless bass that gives me 
the feel I want. I think each of us contributes another dimen-
sion to the band." 

It was Simenon who named the group the Clash, saying it 
was the one word he read most in the newspaper. "The Clash 
have always been different because no one has our outlook. 
We're neither left nor right, but we sing of the oppressed 
because that's who and what we are. Our music's about 
politics, sure, but its spelled with a small ' p.' We're much more 
interested in making a social statement that will make people 
aware of what's going on. 

"I know we've been criticized for doing reggae, but it's a very 
flexible musical form which allows us the freedom to mesh 
with other styles. People say white blokes can't do reggae, but 
that's a lot of shit. We grew up in Brixton, all the people I knew 
were black, we shared the same common experience. I didn't 
discover reggae in a book. I grew up with it. It's part of me. A lot 
of black people and Jamaicans get mad at us because we do it 
better than they do." 

It was Junior Mervin's " Police And Thieves" that brought the 
Clash instant popularity as a fledgling club band. They played 
their first gig opening for the Sex Pistols, but it was "White 
Riot," delivered by a ferocious- looking singer named Joe 
Strummer, who had come over to the Clash from 101ers, that 
rocked the boat. That driving indictment of establishment rock 
became an anthem for the British punk movement, which now 
had a political conscience in the Clash. 
The Clash created their own chaos wherever they went. 

They still are subject to their own inability or reluctance to deal 
with the outside world. Management problems have followed 
the band, partially due to their uncompromising distaste for 
record company business and their tightly-wrapped egos. 

"We're just unmanageable," says Simenon, a 25-year- old 
matinee idol with blond hair framing a sculptured face. "We've 

always like the managers we had, but the four of us are liable 
to do four different things when a manager tells us something. I 
don't know what it is about the situation. 
"Maybe the tipoff came early after we had just signed with 

CBS Records and were coming back to London after a tour. A 
limousine was waiting to take us to the studio. A van for our 
equipment pulled up behind it. We all looked at each other, 
threw the baggage in the limo and got in the van. Something 
like a limousine has always been held up to ridicule by anyone 
who is poor or who comes from a neighborhood where you 
see only fat politicians inside." 
The Clash have retained that lean and hungry look over the 

years because they have not fallen prey to the trappings of 
commercial success. Joe Strummer, the singer and prolific 
lyricist, sets the example. He has recently taken to squatting in 
his attempt to take up residence in overcrowded London, a 
major reason why the band has not toured for months after the 
January release of Sandinistal. 
And although the band has five albums out, including three 

released in 1980 which contain 63 songs, the group has 
deferred the usual quantum leap in social status afforded rock 
stars for the cold comforts of still remaining within spitting 
distance of the street. 

"A limousine was waiting 
to take us to the studio. 
A van for our equipment 
pulled up behind it. We all 

looked at each other, 
threw the baggage into the 
limo, and got in the van." 

That doesn't mean, however, that musically the Clash has 
remained a three-chord garage band. Quite the contrary; they 
have invested all their money into studio equipment and have 
undertaken individual projects, including film. The most active 
has been Jones, the lead guitarist, who has become an 
accomplished producer. He has worked with England's Thea-
tre Of Hate, plus former boyhood idol, Ian Hunter of Mott The 
Hoople, and most notably, singer and steady, Ellen Foley, as 
well as all the Clash albums. 

"People think the Clash can't write love songs:' says Jones, 
who returned to Foley's West Side apartment bearing flowers 
and three hours late for dinner."Working with Ellen gave us a 
chance to do stuff we regularly don't do for the Clash. It worked 
out well all around, letting us expand our range a little." 

But it's the combined efforts of the four musicians that make 
up the Clash that give meaning and direction to their lives. " It's 
something we all realize is very powerful and keeps us in tune 
with our viewpoints," says Simenon, an admitted insomniac, 
who has been handling the group's management and legal 
duties lately. 

It is precisely this lack of prurient interest that keeps the 
bard fresh and open to new ideas. Despite being the musical 
force whose thrashings ignited the politics of punk, they have 
defied classification as a musical band recognized as one of 
the most potent of its era. It is the diversity of styles, the strident 
lyrics of Strummer, and the understated power of their reggae-
pushed backbeat that makes the Clash unique while still 
remaining tru.e to its musical direction. It is a derivative band 
which has synthesized past musical formats into a new 
approach. 

11 is also their willingness to experiment with different musi-
cal concepts and incorporate them into galvanizing social 
anthems that keeps the Clash a step ahead of predictability. 
This is most evident on Sandinista!, titled after the Nicaraguan 
revolutionaries who successfully toppled the Somoza regime 
in 1979. There is barely a mention of Sandinista in this album, 
as will be explained later by Jones, but the music has a 
subliminal militant feel, summoned up by a pervasive dance 
beat which lends itself to the politcal fervor of Strummer's 
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.H An Intereew with 
Joe Straw/I/1er and Robert Fri 1,1, 

By Vic Garbarini 

The basic idea was fairly simple: you get the two foremost 
proponents of the idea of music as a force for personal and 
social change, sit 'em down together for a few beers, 'and see 
what happens. Now let's look at the potential problems: o'n thè 
surfa, polite, articulate Robert Fripp and acerbic, street-
wiserJoe Strummer don't appear to be the most. compatible 
duo in rock history. I mean, you wouldn't expect them to bunk 
together at summer camp, would you? As musicians they 
seem to follow widely divergent paths, with the classically 

••• 

• t 

• 

• 

• . 

• 

trained Frippt eyploring the oceanic..textures and laser-like 
solos of Frippertronics, or the fractured, georrietfic.etudes of 
The League of GeQtlemen, while Strummer the street poet a 

reggae 

innocentlbashes out three chord symphonips, or 
eads further up river into the dark, sensual heartland of 

reggae and dub. But I had a strong feeling that things were not o 
what they seemed on the surf ace,und that these two had 
more in common than might be apparegt at firs glance. eat. • 9 
links them goes far deetier than style, personblity, musical 

• 
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• drCrik guy and why didn't they turn down the music!?") In any 

-e-ase, I liked Strummer. He had a no-nonsense air about him, 

• 

"Now I'm not a born musician like maybe Robert is..." "Not at all! I was 

tong deaf and had no sense of rhythm..." " I got kicked out of the choir..." • 

".-.. they wodidn't even let me join the choir!" "Well, that's quite an 

- achievement, Robert." 

• 

taste, or social background. It's a question of sharing a sense 
of commitment, both to their music and society at large, and 
having the courage and integrity to back up their ideals with 
action. It involves a willingness to risk everything — including 
ca-reer financial security, and public approval — to pursue 
their visions without compromise. In short, I believed that 
Robert Fripp and Joe Strummer were tapping the same well-
spring and aiming for the same goal. Originally, I had wanted 
the two of them to meet by themselves. When I sprang the idea 
on Fripp while waiting for a Manhattan subway ( real men of the 
people, eh?) he readily agreed, provided I come along as 
moderator. We planned to meet in London, where Robert was 
going to begin rehearsal with his new band Discipline, a dream 
aggregation consisting, besides Fripp, of ex-Crimson mate Bill 
Bruford on drums, former Bowie and Talking Heads sideman 
Adrian Belew on guitar, and session ace Tony Levin ( Peter 
Gabriel, Paul Simon, John Lennon, among others) on bass. 
Strummer wasn't so easy to pin down. It took us two weeks to 
locate him in the small London studio, where he was rehears-
ing with his band for their upcoming U.S. tour, and he was 
hesitant at first when I mentioned bringing Fripp along. 
"Okay, fine," I said, " If you'd rather not I can just come over 
and do a straight interview." " No," answered Strummer, " I 
guess we can try it. After all, Fripp's probably closer to what 
we're trying to do than anybody I can think of." Within a week 
Fripp and I were standing in a funky, garage-like London 

STRUMMER: Not that I'm saying they're dumb completely, 
mind you. They might have something in them. 
MUSICIAN: Look, he loved the idea. When I mentioret it to 
him as an aside, he immediately said he'd love to do it, right 
Robert?... Robert? . 
FRIPP: I wonder if we can get something to eat here? Maybe a 
ploughmans lunch, just some cheese and bread ... 
STRUMMER: (Conspiratorially to Fripp) He bullies people, 
this one. 
MUSICIAN: Okay, let's start again. One of the main things 
you two have in common is the belief that music can actually 
change society. How can that happen? ' 
STRUMMER: Because music goes directly to the head and 
heart of a human being. More directly and in more dimensions 
than the written word. And if that can't change anybody, then 
there's not a lot else that will. Music can hit as hard as if I h t 
you with a baseball bat, you know? But it's not an overnight 
thing; you can't expect everything to change quickly. I figure 
it's an organic process. Insidious. Look how listening to all 
those hippie records has affected everybody in general: every-
body feels looser about things now. 
FRIPP: I did a radio show in New York with Bob Geldorf of the 
Boomtown Rates recently, and he said he didn't believe rock 
'and roll could change anything. And I said to him, I disagree. 
So he sáid, well, if you build up hope in Joe Bloggs in some 
'slum in Northern Ireland, he's just ù'oing to wind up disap-

studio, watching the world's greatest garage dand. work , pointed. And I said, look, if there's Joe Bloggs in his appalling 
through some decidedly funky rhythms. ( Actually, Fripp insisted, social conditions in Northern Ireland with no hope, and that 
on going downstairs first to watch Top of the-Pops and get his 
hair cut by the lovely Mary Lou Green. Foreigners are like that.) 
Strummer seemed polite but reserved, and suggested we 
retire to the friendly neighborhood pub for refreshments. Once 
there, we positioned ourselves strategically in front of some 
massive stereo speakers that were.connected via some clev-
erly concealed wires tq emygodno! a 'massive turntable, k i 
hich in turn was connecie.el to a massive disc.jockey. THAT-
ASA BBA WI TH DA NCI NGQ UEE NANDNOWTHE NEWEST 

: SI NGL•EFROMDIRESTRAITS!!! Swell. Strummer ordered 
ber,,s all around, one of which he shoved in my direction, As I 
pushed it:away he smiled and asked, "what's the matter, too 
big for 'ya." I decided not to explain about my-gallstones and 
how I'm not supposed to drink, especially on an empty stom-
ach...dh, oh, what the hell, why not? It'll probably loosen me 
up. It was a decision that I would later regret, to say nothing of 

' the chap whose shoes I would barf all over in die 'loo and the • 
iet.Lanscriptionist who would type up the tape. ("Here's your 
- - money back. Please do it yourself...and who the hell is that 

but also a considerable sense of warmth and humanity. And I 
- was genuinely.impressed by how he went out of his way to put 

- 
me at ease as we started the tapes rolling. 

- MUSICIAN: One of the reasons I wanted to get the tWo of you 
• together is... 

• 
, STRUMMER: You're a bully, you know. 
‘• MUSICIAN: What? 

• '31.11I.IMMER:ikbbet you had to bully. him ( pointing to Fripp) as 
‘- much as you had /5 bully me to get him here. 

- PXUSICIAN: How did I bully you? 
STRUMMER: Well, you know, you bend my ear and give me 

..an earache, and then you probably forced him to come here 
anget it just as well. You don't think he'd want to be here, do 

• • yam? Only you could come up with such dumb ideas! 
MUSICIAN: (Smiles and nods vigorously) 

• 

becdmes Joe Bloggs at No. 8 in his appalling social conditions 
'but with hope, you have two entirely different situations. 
STRUMMER: That's right. Good point that. 
FRIPP: Then it's possible for the geezer at No. 10 to get some 
hope, too. And then it spreads up the street, and you have a 
community. Then you're talking about something which isn't 
dramatic and exciting, but which contains the possibdity of 
real change.- It's easy to miss because it's essentially per-
sonal, and it's very quiet. And like Joe says, it takes time. 
MUSICIAN: Is it the music itself that can do this, or does it 
merely serve as a rallying point? 
FRIPP: Both, really. It serves as a rallyiv point, but it can work 
more directlylob.. I think sometimes at a really Jood gig when 
there's a certain quality in the music, a kind of liberation can 
take place, and you don't go home arid take quite as much 
crap from the news as you did before, because you've actually 
tasted a different quality of experience which changes how 
you think about things. So to a degree you've been liberated. 
MUSICIAN: How did you both wind up choosing music as 
your means, of expression? How were you feeling about things 
in general, or what made you decide it had to be a band? That 
there was something you eeeded or could .accomplish 
through rock? - 
STRUMMER: Well, I started playing music arouod.'73. I'd 
tried everything else, and I couldn't find anything I wanted to 
do or anywhere to be. So I got into music because it seemed 
like the best thing around. You could say it was the thing that 
had the least laws and restrictions abdut,i.t. 
FRIPP: I was trained as a guitarist. So I took lessons and I 
suppose I eventually could have become a classical guitaris› 
But it seemed that I was spending years and years wor„lcing 
incredibly hard to have the opportunity to play other people's 
music. In terms of even serious music, the guitar.repertoire is 
pretty second rate. And it's anachronistic. Hearing Hendrix hit 
one chord said infinitely more to me than the entire classical./ 
guitar repertoire. And I realized that rock was.very 
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— that within it you can play classical music or jazz or blues or 
whatever you cared to, and it was still rock. If you went outside 
the form in jazz or classical you were selling out. But if you did it 
in rock music you were gifted! 
MUSICIAN: What about you, Joe? If you had to point to your 
major source of inspiration who or what would it be? 
STRUMMER: Bo Diddley. 
MUSICIAN: Anybody else? 
STRUMMER: Bo Diddle y. 
MUSICIAN: Right. Incidentally, the stuff I heard you playing at 
rehearsal tonight sounded a lot closer to George Clinton than 
to "White Riot". 
STRUMMER: That's one of the most important things I've 
come to over the last few years — feeling more into funky 
music. In the beginning I just couldn't take it at all. I thought it 
was a waste of time. Putting people to sleep. 
MUSICIAN: Do you find something in funk and reggae that 
rock and roll doesn't have? On Sandinista! you did " Police On 
My Back" and a few... 
STRUMMER: But rock and roll doesn't exist now! 
MUSICIAN: What do you mean by that? 
STRUMMER: That was heavy metal — that was something to 
do with other people and has nothing to do with me. I don't 
even understand what it's all about. 
MUSICIAN: Allright, what do you call what you were doing on 
your first two albums? 
STRUMMER: That was punk rock. Which still exists, but I'm 
not interested in that either. 
MUSICIAN: Why not? Because it's lost its creative impetus? 
STRUMMER: Yeah, the fans killed it. They wanted it to stay 
the same, and that ended our interest in it. Now they got what 
they deserved: a lot of rubbish, basically. 
MUSICIAN: Were you surprised by the reception you got in 
Jamaica, Joe? I heard that things didn't go entirely smoothly 
down there. 
STRUMMER: If you're a white band and you want to use 
Channel 1 Studio, they think you're rich, which you are, really, 
compared to them hanging about there. And you've got to 
'bounce up' the local population, you know? We didn't have 
anything to give them, so we had to leave. It's really tough 
down there now. There's not really a lot of money about. 
MUSICIAN: Speaking of evolving musical forms and working 
in different styles: I got the new Ellen Foley record recently and 
I noticed that you and Mick wrote most of the tunes, and that 
you all (the Clash) back her up on the record. I played it for a 
few people and asked "now, who do you think this is?" Most 
people thought it was Abba... 
STRUMMER: That's a compliment! 
FRIPP: Abba are very, very good. 
MUSICIAN: I agree, but I'm surprised to hear you both say 
that. What do you like about them? 
STRUMMER: They hardly ever lay a turkey on you. They've 
kind of hit a rut these days, but they were in there just blammin' 
'em onto the charts for ages, which is admirable.. also the 
girls are nice looking! 
MUSICIAN: Since London Calling there's been a marked 
change in your musical approach: more emphasis on melody, 
increasingly sophisticated song structures, even a few bal-
lads. Is this something you guys felt capable of all along? How 
did it come about that at that point in time you blossomed 
musically? 
STRUMMER: It's a bit like weight lifting, in a way. If we met 
every day and did some weight training, in a year we'd be the 
heroes of the beach. We were just flexing our muscles in a 
musical sense. Obviously, if you absorb yourself in music and 
practice every day, you become more capable. 
MUSICIAN: And you feel that you don't have to stick to that 
three chord screaming punk intensity in order to keep your 
creative spark alive? 
STRUMMER: Yeah, that's how we see it. But will the 
audience accept it? 
MUSICIAN: Well, that's the question. What do you think? How 
long will it take your audience to understand what you're 

doing? 
FRIPP: Two to five years, right? ( general laughter) Seriously! It 
takes about that long to disseminate. It's like throwing a rock in 
the middle of a lake and waiting for the ripples to get to shore. 
And in our industry, I've noticed it takes two to five years for an 
idea to be accepted. 
STRUMMER: God, that's depressing. Our records will be 
deleted by then! 
MUSICIAN: It seems that during the punk era there was a 
tremendous release of energy, and it didn't matter how the 
music came out because everybody could feel the intensity... 
STRUMMER: Correction. It used to not matter. 
MUSICIAN: Allright, now it does. So you come to a point 
where you want to refine and develop your music, but you 
don't want to lose that energy. How do you do that? How do 
you keep it alive? How do you avoid becoming like those 70s 
bands. just going through the motions? 
STRUMMER: Well, that's where everybody winds up, isn't it? 
MUSICIAN: Are you going to end up like that? 
STRUMMER: Someone would give you odds on that. 
FRIPP: With the early Crimson, we were all desperate 
geezers.. 
STRUMMER: (To Fripp) Do you remember a tent in 
Plompton? 
FRIPP: Yes!! And do you know why we played there?.. 
STRUMMER: I was in that tent, Robert. 
FRIPP: Really? What was it like? 
STRUMMER: It was terrific...realty terrific. 
FRIPP: Can I tell you why we played there? The agency that 
booked it hadn't been completely straight with us, so we said, 
you're no longer our agents. So instead of putting us on front 
stage — where we'd wipe out anything they had — they stuck 
us in the tent, so we wouldn't touch anyone. It was a deliberate 
agency move to fuck up our careers. 
STRUMMER: And the Who were dead boring that night. 
FRIPP: I remember there was a girl still there an hour after we 
packed up. She was still there, and suddenly she says " Is it 
finished"? An hour after it was over. 
STRUMMER: Yeah, it was like that in that tent. 
MUSICIAN: Speaking of live gigs, I was just telling Mick 
before that I saw you the second time you came to New York, 
and to tell the truth I wasn't very impressed with the show. 
STRUMMER: That's not illegal. 
MUSICIAN: But I kept hearing fantastic reports about you in 
concert, so I came to the Palladium the third time you played 
there and suddenly... 
STRUMMER: ... A GIANT BOUNCER GRABBED YOU AND 
DASHED YOUR HEAD AGAINST THE WALL!! And then it all 
made sense. No, go on... 
MUSICIAN: Actually, it was something like that. Suddenly it 
all came into focus — it was like a hole opened up and you 
guys were a channel for a high quality of energy. I was literally 
stunned. 
FRIPP: It was the best rock and roll show I've seen in six 
years. 
STRUMMER: Sometimes I think it's equally shitty every night 
and it's the audience that changes in their perception of it. I 
remember once Devo got a hold of Sandy Pearlman when he 
was mixing our sound at the Santa Monica Civic. They didn't 
come around and say hello to us, right? They snuck around 
back and got a hold of Sandy at the mixer and said "How do 
you get that sound? Tell us how it's done!" And they didn't 
realize it was just the way we were going like this ( hunches and 
strums intensely) on the guitars, you know what I mean? It 
wasn't particularly what slave amps you had in the P.A. or the 
equalizers or whatever. It was the way we were going at it. 
MUSICIAN: Do you ever feel that an audience is just suck-
ing you dry of energy, and not really participating in the 
experience? 
STRUMMER: Yeah, I feel that sometimes, And I get angry 
and tell them about it when I do. 
FRIPP: Do you feel sometimes that people want you to be up 
there doing what they expect, and if you go off on another 
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"We have a horror of 

becoming the new Rolling 

Stones. We felt like they'd 

caught a buzz off London 

and it had made them. This 

whole place is lousy — what 

are they doing about it? 

course — like if you do a record which isn't what they think you 
should do — you're going to get clobbered for it? Do you feel 
misinterpreted at times? 
STRUMMER: Yeah, sure. There was this one journa ist who 
described us as 'the best amphetamine rush n town', right? 
Ard so I went to the press reception to see what it was all 
about, ec a use I felt like we were being discovered as some 
new kind of drug. I found it a bit offensive. 
MUSICIAN: If you had to put into 25 words or less what it is 
you're trying to say when you get up on stage, what would it 
be? 
STRUMMER: LOOK AT ME! 
MUSICIAN: (Laughs) Yeah, but lots of bands do that and they 
don't get the same response you do. What's the difference? 
FRIPP: Anything a performer does on a public platform is 
significant, even just scratching your ass. When I go on stage 
as ' Robert Fripp' it's more real, more alive. I can do stuff I can't 
do as 'Bob Fripp from Wirnbourne, Dorset' and it has a signifi-
cance quite apart from me. When I was with the Crimson team, 
and even now, as soon as ego gets involved in it or when the 
audience are dumping their egos on me, and saying "you have 
to be our ideal of what we think you should be", it becomes 
mastubatior rather than consummation. It feels dirty. But 
when you do a gig. and maybe it's not even a good gig, but 
somenow there's a relationship between the audience and 
performers that's right, then no one's ripped anyone off. And it 
feels good. It feels clean. It feels like an honorable way of 

Unruly boys: "We have self-discipline in the studio, we have none on stage. A lot of the time It's decadent." 

working. Now, both the musicians ard the audiences have 
responsibilities to eacn other. For instance, sometimes you 
don't want to get up and play, but you said you would so you do 
it. You have a part of you that makes that commitment and the 
rest of you follows. It's like this: I don't have :o do this for a 
living, but because I decided to do it for another three years 
STRUMMER: ... This is interesting to me. What would you do 
for a living if not music? 

FRIPP: I'd probably still do it, but in a non-pubic context 
STRUMMER: You mean just for your mates? 
FRIPP: Yes. And some guitar teaching. Actually, lb like to be 
able to go out and pay 250 seaters with other musicians. At 
the moment, I can only afford to do it on my own. I don't want to 
p(ay 3,000 seaters because I feel I can't make contact with the 
people I'm playing to. I told my management that today and 
they said "you can't do it your way; you can't pay the bil s that 
way. 

MUSICIAN: Isn't this similar to what you're doing with Sandi-
ntsta!, keeping the price down to the point where you're not 
going to make any money off if unless it sells 200,000 units? 
STRUMMER: Yeah, that's the specific deal for the U.K., which 
is going really badly now. It's a big flop. The tring I like about 
making a stand on pr ces is that it's here and now, and not just 
a promise. It's dealing with reality: how many bucks you're 
going to have to part with at the counter to get it. It's one of the 
few opportunities we have to manifest our . deals, to make 
them exist in a real plane. To do it in Thatcher 's Britain during a 
recession was a kind of flamboyant gesture. 
FRIPP: Can you make money just from doirg gigs? 
STRUMMER: No. A big no! It's like throwing money away. 
That's our ultimate aim, to be able to break even on tour. No 
matter how carefully you do it, you always corne out in the red. 
MUSICIAN: Robert. you were saying yesterday that if you 
went cut alone and did Frippertronics on the road, you could 
make money. Is tnere any way of doing that in a group 
context? 
FRIPP: Well, the trad'tional answer is yes, providing you play 
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3,000 seaters. But my response is that if you play 3,000 
seaters, your expenses will rise accordingly. And so you say 
you'll play 1,000 seaters, and your expenses match that. But 
even so, to break even — working with four musicians — is a 
work of art. If I go out and play with one guy driving me around 
and two green boxes, I can make more money in one month 
flat than for all the work I've done in the past twelve years. 
STRUMMER: I believe you! 
FRIPP: King Crimson only made money after we broke up. 
After six years of hard work we had a deficit of $ 125,000. When 
we disbanded the records went on selling, and that's how we 
finally made some money. Nowadays, I spend more time 
working at approaches to business than I do to music. I reckon 
I spend 1% of my professional life actually playing guitar. And 
that's not an exaggeration — that's literal! 
MUSICIAN: While we're on the subject of the marketplace I 
wanted to ask you both about success and recognition. In 
terms of the deeper values of the music, does it mean anything 
to break into a Top Forty. Is that any kind of victory? 
STRUMMER: I'll tell you when it all went sour for me: When I 
realized that the chart was only compiled in the straight record 
shops, not in the specialist shops where the real fans go. It's 
the housewife market, really. It's a cross section of grannies 
and teenyboppers and mummies buying it, you know? When I 
saw that I lost interest in it completely. But before that, I was 
quite keen to make the charts. I mean, why should Bob Geldorf 
be Top of the fucking Pops? 
FRIPP: But getting back to this thing about live gigs, Joe, do 
you do anything to build up energy before you go on? 
STRUMMER: Yeah, I like to get into a mental panic before the 
show — to really wind myself up before I get onstage. 
MUSICIAN: Anything else? 
STRUMMER: I drink a lot of orange juice. 
MUSICIAN: When the punk thing started a lot of groups were 
espousing a new set of ideals, but in many cases it was just 
words, or they couldn't sustain it. What keeps you guys 
honest? 
STRUMMER: The horror of becoming the new Rolling 
Stones. We stood there in 1976 and thought, "this whole place 
is lousy. The Stones started here — what are they doing about 
it?" We felt like they'd caught a buzz off London and it had 
made them. And they could have come back and done...1 
don't know what...but I just felt they weren't there. And we 
really didn't want to become that. We saw that as the way not 
to turn out. 
MUSICIAN: There's a lot of leftist ideology in your lyrics, but 
you're obviously not doctrinaire Marxists. 
STRUMMER: Toeing any line is obviously a dodgy situation, 
because I'm just not into a policy or I'd have joined the Com-
munist Party years ago. I've done my time selling The Morning 
Star at pit heads in Wales, and it's just not happening. 
MUSICIAN: In the song "The Equalizer" you talk about every-
one having equal income... 
STRUMMER: I'm not saying that. I read this thing in Marx that 
really hit me about why is the person who owns the factory 
allowed to take more of the profits than the person who does 
all the work? It's an equal input — you own the factory and Ido 
the work — so we should split the profits. 
MUSICIAN: And yet on both London Calling and Sandinista! 
you admit that just money alone isn't the answer. 
STRUMMER: Well, the Beatles said it years ago, money can't 
buy ya love. 
MUSICIAN: Have you ever read E F. Schumacher? He says 
that obviously income should be more equal, but we have to 
go beyond that. In America we have more wealth than anyone 
else and we're still miserable, because the work we do stifles 
our natural creativity and provides us with no sense of purpose 
or inner satisfaction. Reading it reminded me of the feeling I 
get from what you're doing: giving hope to people who are 
trapped in these situations and are looking for an alternative. 
STRUMMER: Yeah, it's horrible to think that people spend 
their whole lives in a rubber factory, pulling the rubber along 
the belt because the machine doesn't work. I couldn't have 

done it. The hell with it! Is that what we have to have? I just 
can't believe it, and yet it seems irreversible. Maybe it's too late 
to say, small is beautiful, and all that. 
MUSICIAN: Maybe it's too late to save the system as we 
know it, but maybe that's the point — that if things fall apart, 
there'll be a chance to build something better. That's the kind 
of hope I hear in your music. 
FRIPP: If I can address some of these questions: Marx was 
something of an old fart. He was an authoritarian and a cen-
tralist, and what he proposed was essentially the same as 
capitalism, except with a different set of people in charge. In 
any kind of realistic political change you have to start on the 
inside, by changing the central value system. You can't start 
by changing the structure, change has to be a personal 
choice. 
MUSICIAN: Meaning you can't have a just and equitable 
structure if the individuals that comprise it are still operating 
from greed and egocentricity. So no matter how well you 
design a house it won't stand if the individual bricks are 
defective. 
FRIPP: Right, so change therefore has to be a personal 
choice. And it's got to be gradual, because normal political life 
has to do with changing externals by force, and any kind of 
force is going to breed it's opposite reaction. So, if you force a 
welfare society on people. but their personal values and way 
of life haven't changed for the better, they're going to wind up 
disliking each other even more than they did before. Another 
important thing is that if you have an aim in mind, you have to 
work as if it's already achieved. You can't create a democracy 
by imposing a dictatorship on people until they're ready for 
democracy. You have to be democratic yourself. Your way of 
going there is where you're going. 
MUSICIAN: I wanted to ask Joe about his attitude towards 
violence. You use the imagery of violence, but I don't think you 
really believe it's the answer. Am I right or wrong? 
STRUMMER: Of course not! Violence isn't an answer to 
anything. Do I want some jackoff to jump on my back right 
now? Of course I don't. It's so sordid. 
MUSICIAN: What about in the case of Sandinista!? 
Obviously, Somoza was overthrown by force. 
STRUMMER: Sure, but that's practical violence. Somoza ain't 
going to go unless you shoot a few hundred of his guards. I'm 
not saying that I could get into that here in Britain, but I think in 
Nicaragua the situation certainly demanded it. Think of how 

ROUGH TOYS 
Back in the studio Paul Simenon holds his Fender Fret-

less Bass up to the light. "See, no frets. But there are little 
dots on the side. Sometimes, I can barely see 'em on stage, 
which is why we need a good lighting bloke!" Simenon 
favors Ampeg Bass Cabinets, and has recently switched 
from a Sunn to an Ampeg top."The Sunn is more trebly and 
toppy so you can hear yourself better on stage, but I'm into 
the more bottomish sound of the Ampeg now. I've got a 
graphic equalizer up there so it works out fine." Topper 
Headon's traps consist of Pearl Ambassador drums ( Mir-
ror Finish Kit), with Evans Hydraulic Heads and Zildjian 

cymbals. Lead guitarist Mick Jones' arsenal includes a '58 
Les Paul Sunburst, '60 Les Paul Junior and white twentieth 
Anniversary Model (Les Paul, of course), and a Gibson 
Semi-Acoustic. On stage he utilizes a brace of MXR 
gadgets, including the 100 Phaser, Flanger, Analog Delay, 
Noisegate. They're all run through a Roland Chorus Echo 
and on into a Mesa Boogie 1x15 100 Watt Combo (with 
speakers disconnected), and finally into two Marshall 4x12 
Cabinets. (Whew) Joe Strummer prefers a Fender sound, 
specifically a venerable 52 Esquire and two Telecasters, 
circa '63 and '64. He's currently using Music Man amps 
because, in his words, " I don't have time to search for those 
old Fender tube amps. The Music Man is the closest thing 
to that sound I've found." Anything he doesn't like about 
them? "Yeah, that plastic motif on the front is repulsive. 
Those little guys in bellbottoms. Ugh!" 
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You see, Joe, music is a lot like swimming...without constant 
motion and a fluttering of the hands one tends to sink.., but 
then ... as the clear viscous surrounds one... 

many campesinos were slaughtered there since 1919. It must 
run into the millions! In that situation, I condone picking up a 
gun. 
FRIPP: I've found that American bands aren't politically 
aware. 
STRUMMER: Yeah, why is that? There's only one I know, 
called Prairie Fire, and they're so heavily Communist it turns 
you off. 
FRIPP: I think English musicians are more politically acute 
because our social system is so crazy over here that you feel 
you have to explore it and find out why. America's a commer-
cial culture, and I suppose it's nearer a pure democracy than 
we are, 'cause if you want to vote you just put your dollar in and 
it counts, and there's a great deal of social mobility as a result. 
Over here, if you open your mouth and you come from the East 
End of London, or Wales, or Dorset, you're immediately stuck 

in a social caste. My dad would let me know that if I did 
anything that prejudiced his position in the town, I would really 
get it. I realized later it was because he's made the transition 
from the working class to the lower middle class... 
STRUMMER: ... and that's the most important thing in the 
world to people in that situation. 
FRIPP: Exactly. I think the main difference between my gener-
ation and yours is that in the 60s it was "everything seems 
mad, therefore I question my sense. Now it's everything 
seems mad, therefore I approve my senses because every-
thing is crazy. So my lot are a bit more schizophrenic than your 
lot, who are a bit more down to earth and politically directed. 
MUSICIAN: Is it really necessary to suffer in order to produce 
something worthwhile? 
STRUMMER: A great man wrote about "the lips of a poet 
being strangely formed, so that when he uttered cries of help 
people gathered around him saying, " More, more, say it 
again!" (general laughter) So there must be something in the 
soul that makes you want to make that sound. 
FRIPP: Do you have to suffer for that? 
STRUMMER: Happy people don't create anything. I find 
creation hinges on being well-fucked- up. 
FRIPP: I think we're dealing with two different things here. If 
you suffer it does create friction and that gives you energy, but 
there are some kinds of suffering that are not necessary. Like 
the geezer who gets into coke and it gives him trouble, or he's 
used to having his picture in the paper so he's paranoid at the 
end of the week when it isn't there. 
STRUMMER: Yeah, pride and vanity get you nowhere. 
FRIPP: But then there's a kind of suffering where you put all 
you've got into a record, and you believe in it, but no one likes 
it. Then you still say I'm sorry, my name's on it, this is my work. 
And that creates a good energy. 
MUSICIAN: Isn't there a kind of inner joy if you're suffering for 
the right reason? 
FRIPP: If you know it's worth doing. If people are booing but 
you know it's a fuck of a set, you don't give a shit who boos. But 
when you know you're not playing well, if you know you've 
copped an egg, you can't face it... 
STRUMMER: Yeah, there are times when I haven't played 
well that I ran back to the dressing room and I wanted 
to lust... 
FRIPP: ... say I apologize. I'm sorry! 
MUSICIAN: Okay, the right kind of suffering can produce 
something transcendent. What about anger? Joe, you wrote in 
"Clampdown" that anger can be power... 
STRUMMER: ... Because you can either destroy things with 
anger, or it can motivate you to learn about your situation and 
follow things through. A lot of people just thought the whole 
punk movement was negative, but that was just a superficial 
reading. 
FRIPP: When I first heard about punk back in ' 77 I'd been 
waiting for six years to hear that kind of commitment: to hear 
some geezer hit a drum as if all he wanted to do in his life was 
hit a drum. And to me it was all a great political statement. 
Because the movement that I'd been a part of went off course. 
MUSICIAN: What went wrong? 
FRIPP: It went off because a bunch of working class guys 
tried to move up to a middle class level of income by aping 
middle class traditions. Supposedly technique was important, 
but it became a facile technique — it wasn't real. People 
weren't in charge of all those endless displays of notes. They 
were becoming programmed, playing charts and licks, and it 
wasn't human. 
MUSICIAN: And yet both of you get criticized by people who 
don't believe you can maintain your commitment and still 
evolve into different musical styles. 
STRUMMER: Maybe they're right, but how do they arrive at 
that conclusion? 
MUSICIAN: Well, they can feel the energy and intensity from 
things like "Schizoid Man" or "White Riot," but not necessarily 
from subtler mediums like dub and Frippertronics. 
FRIPP: Yes, but when you lose your virginity there's an inno-
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cence that you're never going to recapture. But that doesn't 
mean you're going to give up screwing! You learn to expe-
rience your innocence in a different kind of way. 
STRUMMER: Great point. Listen to what he's saying... 
FRIPP: When you lose your virginity it doesn't matter that you 
don't know what you're doing, because it has to do with 
innocence. So for me, art is the capacity to re-experience your 
innocence. How do you lose your virginity every time you 
make love? How do you do that musically every time you go on 
stage? 
MUSICIAN: Okay, you asked the question. How do you? 
FRIPP: You have to know what you want, and you have to 
have the wish. One night at the Marquee in 1969 King Crimson 
went out on a tangent, — maybe just for five minutes — and 
you never knew where the hell it was, but I was telepathic — I 
knew everything that was going on, and what people were 
thinking. Because there was that energy in the room, and. . 1 
became a human being in such a way that.. if that's what it 
means to be a human being, then I want to become a human 
being! Once you've had it, you have to find a way of living like 
that again. Otherwise there's no point in anything. And so you 
go for it! You have to go on till you find a way to do it. And if you 
want it enough, you get nearer. There are a lot of techniques, 
disciplines, and inner and outer practices that can help make 
you open to that quaity of experience. I think that mastery of a 
technique or subject for a musician means being both a virgin 
and an accomplished lover at the same time. 
MUSICIAN: What's the role of technique in all this? 
FRIPP: Technique is part of what you do in order to get there. 
But when you're there, you really don't give a shit about 
technique. 
STRUMMER: Right, it's a combination of innocence and 
expertise. 
FRIPP: ... and the more technique you have the more you 
throw away, and that gives you more authority. If you can only 
play one chord, and you play it with all you've got, that's pure. If 
you can play 10,000 chords, but you play one that's pure, it has 
an authority which the others don't. 
STRUMMER: As Kierkegaard says, " Don't fall in the cup of 
wisdom that you drink from." What he's saying applies to 
music too. All those flurries of notes and runs are like falling in, 
when all you have to do is drink. 
MUSICIAN: (To Strummer) That reminds me of that great line 
in "The Sounds of The Sinners": "Waiting for that jazz note... 
STRUMMER: ... Right, looking for the great jazz note that 
destroyed the walls of Jericho. You hit it. That's what we're 
after. 
MUSICIAN: In a way, that's what I felt happened tnat night I 
saw your show at the Palladium. There was this extraordinary 
energy coming through — a real feeling of oneness and unity. 
Is that what music is capable of? Is that what you're aiming 
for? 
STRUMMER: Well, gosh, ( laughs) maybe it has something to 
do with the price of the hot dogs that night. I don't know, maybe 
you're asking the wrong people. 
FRIPP: About finding that great jazz note: I think the Western 
tradition of teaching music is pretty screwec up. Because you 
learn all the externals, the laws of harmony, the laws of 
counterpoint, the laws of rhythm, but nothing about music. On 
the other hand, there's a tradition among the Sufis where you 
play only one note on the bass end of the flute for 1000 days. 
You can think about as many notes as you want, but you can't 
play them. Just that one note for 1,000 days. Then there was 
that Sufi drummer you introduced me to... 
MUSICIAN: Yeah, from Istanbul. Nezih Uzel. 
FRIPP: That's the guy. He told me that he had to prepare 
himself for three years before he could even start to learn his 
instrument. 
MUSICIAN: If you had to put into words what it is you'd like to 
give people througn your music, what would it be? 
STRUMMER: That they feel they could start to play, too. 
When I was a teenager I felt that musicians were a world apart 
— a secret society I could never j, !idn't bother to try 

until I was almost loo old. I just hope it doesn't seem so 
impossiple like it did 'or me watching Eric Clapton at Wembley 
and thinking / could never do that. It's not that hard, really. 
Now. I'm not a born musician like maybe Robert is..: 
FRIPP: Not at all! I was tone deaf and had no sense of 
rhythm . 
STRUMMER: ... I got kicked out of the choir. . 
FRIPP: ... they wouldn't even let me join the choir! 
STRUMMER: Well, that's quite an achievement, Robert. I 
really enjoy and appreciate what you've done. 
FRIPP: Sometimes — ano this is only a theory — I think that 
music needs a musician to play it That the music itself is alive, 
but you have to be out there to know it. And at that point it may 
be possible that the music is waiting to be played. So it needs a 
musician. 
STRUMMER: I've been thinking about this recently. I find that 
when I write a really good song, it's a blur in my mind when I 
actually wrote it. 1 krow the song exists, 'cause I can play it for 

"I was listening and I heard 

the next note I had to play. 
And I played it. Then I heard 

the next note and I played 

that one... and it's 

funny, but I had to trust 

it, trust the music to 

play itself." — Fripp 

my friends, but I just can't remember what happened between 
thinking of the idea of the song and f nally playing it for my 
friend. Something happened that I don't remember. 
MUSICIAN: That's a classic description ot the creative pro-
cess. The ordinary faculties are suspended in a way while 
sometning greater comes through. Is there anything you do to 
be rnisee oper to those moments? 
STRUMMER: Every man has his own rituals to get you into 
the right state of consciousness. I like to have four typewriters 
in a row and then I feel everything is prepared. 
FRIPP: I think you nave to learn to listen tc the music. I don't 
know many musicians who even listen to what they're playing 
— it's never automatic, you always have to make an effort to 
use your ears. A funny thing happened in D hiladelphia a few 
weeks ago during my Frippertronics tour. I was listening and I 
heard the next note I had to play. And I played it. Then I heard 
the next note, and I played that one. I'd been waiting 23 years 
for that to happen... 
STRUMMER: ... that's real music... 
FRIPP: ... and it was the first time it ever happened to me. And I 
started to cry while I was playing.. 
STRUMMER: That's it. To know where it has to go.. 
FRIPP: ... and it's funny, but I had to trust it. I heard the next 
note, and I thought well, I'll try it. Then I heard the next one and 
thought well, this is shit, but I thought I should trust it. So 1 did. 
And it's a questior of trusting the music to play itself. 
STRUMMER: It's like that feeling when you're just sitting 
there and playing, and you're not conscious of it. You start 
doodl ng and your hands just take over, and your conscious 
mind is no longer saying you must practice, or you must play 
this. Then something else tunes in and I'm playing something 
special. My mind's not involved, and I know I've been playing 
real music. 
MUSICIAN: One last question: What's tie most important 
thing you've learned about playing music over the last five 
years? 
STRUMMER: That unless you're prepared to give your heart 
and soul to it completely, forget it! 
MUSICIAN: That seems like a good place to stop. 
FRIPP: I'm up for some pinball. Do you play, Joe? 
STRUMMER: Are you kidding? From Sohc down to Brighton,1 
must have played them all... El 
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RONALD 
SHANNON 
JACKSON 
THE FUTURE OF JAZZ DRUMMING 

By Rafi Zabor and David Breskin 

The first wave of a fusion 
between jazz and rock idioms 
began with Miles Davis 
around 1970 and was quickly 
taken up by a generation of 
musicians sensing a unique 
artistic opportunity and by 
record companies smelling 
bigger, better bucks. With the 
continuing exception of 
Weather Report and occa-
sional one-shot successes 
like Michael Mantler's Movies, 
the movement was artisti-
cally bankrupt if financially 
solvent by the end of its first 
half-decade. The second 
wave must have begun 
before the first — otherwise 

how explain the presence of an electric band at Omette Cole-
man's 1962 Town Hall concert? — but only became notice-
able in 1977 with the release of Omette Coleman's Dancing in 
Your Head, a colossal celebration of the possibilities of music 
and life that sounded anomalous at the time but which now 
can be seen to have ushered in a whole new musical genre 
(A &M Horizon has let it go out of print, anxious not to disturb in 
its inexplicable course the bizarre public fate of Omette Cole-
man). This second meeting of the ways had less to do with the 
possibility of a dialogue between the American races — the 
dreams of the 60s have not died so hard after all — than with 
the reweaving of several strands in a more specifically black 
tradition. Coleman had always encountered the blues at a 

point aesthetically prior to its recorded traditions, before its 
assumption of history and form; it was as if he had touched the 
music's heart. With Dancing he celebrated the life of that heart 
in what should have been an unendurable chaos: screaming 
guitars in two keys, bass in a third, a riot of rhythms: as if in the 
middle of the sundering racket of our cities it were still possible 
for a whole human being, body and spirit, to dance. You could 
not immediately tell how important the drummer on the record 
was to the synthesis, but when Body Meta came out on Artists 
House, presenting music from the same sessions but without 
a multiple percussion track, it became apparent that Ronald 
Shannon Jackson was some new kind of drummer who could 
match Coleman vision for vision, violation for violation, and 
who might conceivably have something to say on his own. Of 

course by then he had appeared with Coleman's double 
quartet at Carnegie and, in a sudden eruption of reality, with 
Coleman on Saturday Night Live (leaving guest host Milton 
Berle more than a little puzzled and the audience apparently 
speechless), and gone on to join Cecil Taylor's band, in which, 
amid thundering tom-toms and 4/4 shuffles, he precipitated 
the first changes in Taylor's rhythmic landscape in nearly 
twenty years. Shortly thereafter he animated fellow Coleman 
alumnus Blood Ulmer's avant-funk quartet (with Amin Ali and 
David Murray), initiating a major portion of the Punk Jazz 
phenomenon (still largely an occurrence in the press) while 
starting up his own very different band, the Decoding Society. 
Joachim Berendt called him "simply the most important new 

drummer of today" while other incautious souls let on that he 
was the first man with something new to say on the instrument 

since Tony Williams. Well, you know how people talk, but 
clearly Shannon Jackson was a sudden force to be reckoned 
with — what else could have made the great ship Cecil 
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From a musical education in the 
heartland of Texas and Missouri to 
the man of all styles on the oavements 
of the Apple, to the Univers:tv of Ornette 
and the harmolodics of knowledge in Paris, 
to a 137h street apartment and a monk- like 
sacrifice to discover a true self to the ful-
fillment of a radical new sense of 
space within tirrie, tne saga of 
Ronald Shannon Jackson is 
one of inspired Purpose 

change course? — and a new meeting place for free rhythm, 
funk, tribal time poiyphony and second line-marches. Shan-

non Jackson speaking: 
I was born and raised in Fort Worth. Texas and I stayed there 

until I went off to college. My mother plays piano and organ, 
and my father always wanted to play the saxophone. He was 
the local juke-box man. He owned juke-boxes and record 
stores. He had the record store in the black neighborhood, and 
we sold gospel and race music and Red Foxx stuff, which was 
basically under the counter and illegal — for parties and all. 
We always had to put the most sellable blues on the jukes, 
because we didn't have that much money and so my father 
had to make the right choices; I would boil down to choosing 
Jimmy Reed and Muddy Waters and B.B. King and Bobby 
Bland and Guitar Slim and Gatemouth Brown. So I grew up 

listening to them, because that's what he put on the boxes — 
all that intermixed with Horace Silver, who was hitting at the 
time with that Blue Note scene. This was mid- 50s. I used to 
spend my summers out in the country, place called Aola, 
Texas, way out there in east Texas. Place just has a barber 
shop and a little grocery store. Train didn't even stop. Local 
man just put the mail up on a post, trainman would snag it on 
the way through. That was the environment I grew up in. 

I was about four years old when I saw a set of drums in a 
church basement in Houston, and I knew I was going to be 
doin' that. I didn't know what they were, but I knew they had 
something to do with me. I used to keep time on pots and pans 
and everything I could find to keep time on. When was in 3rd 
grade was the first time I had actual access to a set. Fellow 
named John Carter, who now teaches al the University of 
Southern California, was my first music teacher. In the 3rd 
grade they asked everybody who had training on instruments, 

they write your name down an' all, then they send you to the 
band room. They gave me a clarinet, but I moved to the drums 
in the back of the room — which I knew I wanted to do. I just 
happened to have a natural talent for it. So we had to learn the 
Sousa's, other marches by English composers. By the time I 
got to junior high, we were playing Wagner. At high school, it 
was marching music during the football season and classical 
music during the rest of the year. Now for our own enjoyment, 
we used to jam during lunch hour. The band director let us 
have the band room. We had access to all the instrt,ments, 
every day during lunch. He would just lock us in. We didn't go 
to lunch in those days. We weren't playing blues, we were 
playing jazz. Charlie Parker had been through town and there 
was a local contingent of guys who could really play Dallas 
was bigger than Fort Worth, but Fort Worth always had the cats 

who were on the money in terms of the music. It had a lot to do 
with our music teacher there, Mr. Baxter He pLayed all the 
instruments. He loved to perfect a band. He put his whole life 
into music — to the point it would drive him mad, so dedicated, 
totally dedicated. A lot of people come through this nan: he 
was Omette Coleman's teacher, he was Dewey Redman's 
teacher, he was Julius Hemphill's teacher, Charles Moffett's 
teacher and John Carter's and mine. King Curtis, my father's 
cous n, also came from there. Billy Toman and I used to take 
our instruments home over the weekencs, he was a saxo-
phone player, used to play with Mingus. We couldn't get into 
the clubs much. I'd sneak in a lotta places 'cause rrty father 
had the juke-boxes, just long enough to catch a few sounds 
until someone got wise and realized I wasn't there dealing with 
the juke-boxes. Then we started goin' to Dallas. Saw a group 
called James Clay and the Red Tops, and I loved what every-
body was doing and I wanted to sit in but I just wouldn't. Fellow 
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named Leroy Cooper, a baritone player who played with Ray 
Charles, was the one that got me up there. Billy had told him I 
played drums. I was 15 then. 

I'd been so indoctrinated to the fact that the life of a musi-
cian is so hard. I'd seen a lot of musicians, and I thought I could 
do better in terms of living. But the music was something I just 
did. In church, I sang in the choir. In school, I sang in the choir. 
And the bands. And I played some gospel music, some spirit-
ual music. It took a long time to actually make up my mind that 
this was what I was gonna do. 

I went off to school, to Lincoln University in Missouri, to 
study music. But when I got there I realized it wasn't the kind of 
music I wanted. It wasn't jazz, which was the music I most liked 
to play. I'd been gigging in Dallas with James Clay and playing 
in Fort Worth. Omette, of course, was long gone by that time, 
and Hemphill was four, five years ahead of me. So we didn't 
have a chance to play together until I got to college. In the 

marching band and symphony orchestra at Lincoln was Oliver 
Nelson, Lester Bowie, John Hicks, Julius Hemphill, a bass and 
tuba player, Bill Davis, and myself. There we all were in Jeffer-
son City, Missouri. I had chosen Lincoln over other schools 
because Lincoln was right between St. Louis and Kansas City 
and I knew I'd get the chance to catch all the players that 
came through there. With the background I had, I was afraid to 
come to New York, absolutely frightened to death. 

At Lincoln, I learned how to play — uh, I had to play — 
hillbilly music, which paid for my food. Pure Ozark music. Also, 
some Boots Randolph-type music, screamin' saxophone 
sorta thing. Just drums and sax in these back hills clubs up in 
the Ozarks. It was what they call, rea/ redneck music. Redneck 
Honky-tonk music, it had nothin' to do with the blues. And 
there were like no black people in the club except me and the 
sax player. And they would call out the weirdest songs and 
we'd have to play 'em and make those people dance. Just me 
and the saxist: that's how I got a foundation in being able to 

play without a bass player or anything else. Actually, it was like 
a life and death situation. The saxophone player grew up in 
that area and all the white people knew him — he was their 
local idol, they always gave him work. And so he could play 

any song that they would ever want; it might be outa tune, in 
the wrong key, whatever, but he could play it. He had a good 
ear and he could scream. 

You don't have to play it from time, you can 
play it from rhythm. To me, making music 
swing means putting a beat there without 
actually playing it. The beat is in your body, 
the pulse can Just come directly from life. 

We'd have to play "The Yellow Rose of Texas" and then go 

to "Polkadots and Moonbeams" then "Honky-tonk" then 
maybe "How Much Is That Doggie In The Window." People 
came down to get drunk and we couldn't jive 'em, we really 
had to be playing. They'd throw all kinds of things at us. Look: 
we were black so we were in trouble anyway. So we'd better 
not do nothin' wrong, or else; you know, just play it boy. I guess 

we usually came through the front door but we had to come 
through it pretty early in the night, which was pretty much the 
same thing as coming in the back. And we'd play roller skating 
rinks, which were much better than the bars. No organ. Just 

me and the saxophone. In the Ozarks I had to learn how to fill in 
for other instruments, like the organ at the rink, I'd hear in my 
head where those other instruments were supposed to be and 
I'd know how to fill in — and still swing. 

See, the whole gist of what I'm doing now is to play music 
that swings — swings just as madly, just as profoundly as any 
music has ever swung — but without having to play it in the 
context of keeping time. In other words, I play rhythms and let 
the rhythms create the time itself. So having to do those type of 

things early on — playing with no bass or no piano for instance 
— helped me think about the drums in a different way. And I 
had to play for everything and anything: bar mitzvahs, wed-
dings too, and Mass, and honky-tonks, and everything else. I 
bought my first telephone in New York with money from a 
strip-tease gig. Me and a saxophone player from Philly, C. 
Sharpe, had that gig. Bump an' grind, boom ba-ba-boom ba-
ba- boom and all that. Most of it was on the toms and the bass 

drum, geared to your basic hip-shaking and then the undress-
ing ceremony. Uh-huh, I've played everything. 

I was at Lincoln a few weeks less than a year, 'cause I took 
off to see John Coltrane and Dizzy in St. Louis. Coming from 
Texas you could only hear all these people on record. I played 
in Dallas that summer and after that enrolled at Texas South-
ern University in Houston. I started working an evening gig, 
then an evening gig and an after-hours gig. I was working so 
much, I quit school again. My father became very ill and I went 
back home to run his business. It was then I decided to take 
school very seriously, in terms of trying to learn something 
other than music. 

I had dissipated an awful lot as a young person. I was always 
with people much older and so I was always doin' what they 
were dom'. In order to prove myself I was always doin' it to the 
extreme. So when I went home to take care of business it was 
a breather for me; I got away from the life I'd been living. I'd 
been playing a regular singer-type gig with bass and drums 
from 8-to- 12, and then a be-bop and blues gig from 'bout one 

till 6 or 7 in the morning in these gambling joints. Gambling's 
illegal down there and these joints stayed open all night long. 
We used to get raided all the time. Shot at and everything else. 
They'd be so bombed out all the time they just didn't care. The 
raids wouldn't be the sort of thing that they'd cart the black folk 
to jail, because where I grew up if black people killed each 
other it was: "Oh well, another nigger dead." No big deal. What 
the cops wanted was to catch up all the piles of money before 
the cats could grab it away. Now Texas allowed everybody to 
carry a gun, so everybody had one. 

So from there I decided I had to go to school and study. And I 
went and studied ancient philosophy and business and tried to 
work from that end. As a music major, they'd been teaching 
me out of the same books as in high school and I'd been 

playing the same Sousa and Wagner and the other European 
classics. And technically, the teachers couldn't teach me 
nothing new. Meanwhile, I was looking for people to teach me 
jazz. I had this concept that people actually taught jazz; I'd 
been playing be-bop in night clubs and had the notion that 
someone was teaching this somewhere. 

I wasn't aware at the time that the music you play comes 
from your life, not teaching. I was living that type of life and 
that's where the music was comm n' from, But some of the cats 
I'd run into on gigs would tell me a few things about the drums 
and I picked up on that. I wanted to go to New York but I was 
too scared, so I found myself a school near there — University 
of Bridgeport up in Connecticut — that would be close enough 
so I could come down to the city. I started comm n' in and got my 
first gig with a foot-stompin' piano player over at the Inner 
Circle on Sutton Place. Just piano and drums. I played a lot of 
duos. 

At the University of Bridgeport I was truly and sincerely 
trying to become an American businessman. My parents 

wanted that. I had fucked up so royally from all the nightlife that 
it was time to put this other thing together. But then I found that 
wherever I'd be, I'd be playing music. Or if I had some time 
alone I'd be drawing drum sets, designing them the way I 
wanted them to be. I was working at United Aircraft as a 
market researcher. I was only there to do calculations, so I'd 
take off with other reports down to New York, and down there I 
started putting together the kind of drum set I wanted. So, 
needless to say, I was back playing the drums. 

I gigged around in Connecticut and then moved to the city 

for good early in '67. I moved into Bennie Maupin's place 
between Avenues C and D on 10th Street. Cecil McBee was 
living right up the street. Another bass player's apartment 
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became vacant and I moved in there. One night at Slug's, 
Grachan Moncur told me about there were scholarships open 
for jazz musicians if you could qualify and take the tests and so 
on. The biggest requirement was to be able to play. I got a 
scholarship to N.Y.U. College of Music. My life was split 
between the strip-tease gig, playing at Slug's or The Five Spot 
or on Staten Island or New Jersey or that morning playing for 
high school kids. This was the situation. 
Then I began working for Albert Ayler. Charles Moffett took 

me to a recording session he was supposed to do. He didn't 
want to do it because he was working with Omette, so he 
asked me to do it. Charles Tyler was the leader. I met him for the 
first time in the studio. He told me what his kind of music was. 
We sat down and made the record. All first takes, no second 
takes. That was my very first record. Never got paid. But one of 
the people in the studio was Albert Ayler. Now I don't know if I'd 
even heard of Albert Ayler; if I had, I didn't remember him. 
Albert comes up to me and said he liked the way I played, 
would I join his band. He'd just come back from Europe and 
was looking for a drummer. I said: O.K. It didn't bother me, 
didn't faze me one way or another 'cause not only didn't I know 
who he was, but I didn't even think ne was serious. 
He called me. We started playing gigs down at the Lafayette 

Theatre. I'd been playing by myself a lot, and I'd played with 
duos and trios and orchestras and choirs, but never with 
someone who told me to play everything I could possibly play. 
It blew my mind. I could try anything. All four mediums — both 
feet, both hands — used to the maximum, with total concen-
tration in each one. You know, the whole set-up was so 
massive: the total spiritual self, which can be a million different 
things at one time, but trying to make it concise and particular 
at a given moment. It was like somebody taking the plug out of 
a dam. So I was playing that, but one night I went over to the 
Five Spot where Mingus was trying to play "Stormy Weather." 
That was one of the songs I used to practice by myself all the 
time; my father used to love to hear Lena Horne sing "Stormy 
Weather," so it was in my psych. I used to practice it all the 
time, I could always play phrases on the drums from "Stormy 
Weather." Now Dannie Richmond was the drummer, but I had 
the key for the music Mingus wanted to play. But he said NO. 
Allright, during their break Toshiko Akioshi comes out to play 
some solo piano. Herb Bushier comes up and starts playing 
bass. So I figure, why not. When we got through playing, some 
tune like " I Remember April," the audience started applauding 
like mad. I remember a guy, right behind me, clapping LOUD. 
And then the guy says, "O.K. come in tomorrow." I turn around 

going through a lot of degrading things in my personal life and I 
dropped out of the scene for awhile. This is at the end of the 
60s, marches, riots and all that. I moved to Queens. Worked 
on a lot of social jobs: high school gigs during the week, small 
bars at night, every Saturday morning a bar mitzvah or an Irish 
wedding, which paid me more money than I made all week on 
all my other jobs. At this time I made a recording with Weldon 
Irvine. I met him when I worked with the Joe Hender-
son/Kenny Dorham big band. Then I did a record with Teruo 
Nakamura. And then I started chanting. 

I was driving to a gig with a young pianist Onaje Alan 
Gumbs. I was a real speed demon, so I was driving very fast. 
So he starts chanting. I'm speeding down the highway, 
double-clutching, and he's scared to death. He's chanting: 
Nam Myoho Renge Kyo and I say: what in the hell are you 
saying? He said he'd tell me about it after the gig. He did, and I 
picked up from there. My life changed. I realized all the things 
I'd been seeking were right there in the rhythm of chanting 
Nam Myoho Renge Kyo. In other words, all the discipline I 
needed in my life — the thing that was gonna put the pieces 
together for me — was the chanting. I moved back to Man-
hattan. I chanted. I wanted to live off music, not have to do 
anything else. That happened. I continued chanting; I wanted 
to put it to the test in terms of my life. 
Up until this time I was playing totally from natural talent. But 

this made me think of music in a different way. I'd been very 
egotistical: I could go anywhere and just play, literally, in any 
musical context. And I did it all the time, sitting in all over New 
York: Latin, blues, rock, jazz, whatever, gospel music. But 
when I started chanting in ' 74, this changed. I began practic-
ing. I went to a religious convention in Hawaii, played out there 
in a trio with Buster Williams and Onaje. Herbie (Hancock) sat 
in. I came back and kept chanting. Had a steady gig in a 
cabaret, made a lot of money: I'd make $150.00 for 15 minutes 
at a press party for Elizabeth Taylor, things like that, and I'd 
never made money like that. You would not believe some of 
the places in New York: money, money, money these people 
had. I knew this was all happening for a reason... 

I said my Buddhist prayers and practiced. Pray and prac-
tice. Then one Sunday morning I went down to the Pink Tea 
Cup, a soul food joint in the Village, and Omette walks in. Now I 
had met him every once in a while over the years, Julius 
Hemphill had introduced me to him. I asked him what he was 
doing and he said he was looking for a drummer. I gave him my 
number. At the time I was makin' more money than I had 
conceived was possible just playing the drums, so I wasn't 

"Albert Ayler had such a presence, he could play just two notes in a 
club and everyone would have to stop and listen. He told me to play 
everything I could possibly play. It blew my mind. I could try 
anything. It was like somebody taking the plug out of a dam." 

and it's Mingus. Crazy. I enjoyed it, I played with the group as 
the second drummer for a few weeks. He liked what I was doing 
and wanted to rent some tympani for me, 'cause Dannie was 
his regular drummer and he knew I could play them, and he 
was working on some pieces and all. But Albert Ayler had 
gotten more work and there was a conflict. I couldn't do both. 
I'd already been bitten by this Albert Ayler bug — he had such 
presence, he could play just two notes in a club and everyone 
would have to stop to listen — so I went to work for Albert. 
Which went along fine, until Albert wasn't working for awhile. 
Then I started up with Betty Carter. Working with her was 

one of the highlights of my life. The way she sings — rhythmi-
cally, her be-bop phrasing — really allowed me to extend the 
playing of my left hand tremendously. She would play with the 
rhythm section. It was a beautiful thing, but unfortunately I was 

even thinking about it: I had a nice place, a telephone with an 
answering service, I could close up when I wanted to and 
come out when I wanted to. And he called a day later. Bern Nix 
was there at the rehearsal, and he'd been chanting also. 
Omette had a gig with the Symphony Orchestra in Paris and 
he wanted to go over and spend a month. So we rehearsed for 
a month: Omette, Jamaladeen Tacuma on bass, Bern Nix and 
Charles Ellerbee on guitars, a Chilean percussion player and 
myself. We rehearsed all day, every day. They'd already 
moved into his loft on Prince Street. And we left for Paris. This 
was the first time I'd been abroad and we were like travelling 
gypsies. We did everything ourselves. Got our own gigs. A 
fellow gave us the keys to his studio; all the equipment had 
been stolen out of it and we could use it for as long as we liked 
to rehearse. We ended up staying from October to March, this 
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is ' 76, ' 77. We go out to Italy or wherever and play for awhile. 
We came back from one trip round Christmas, went into the 
studio and recorded Dancing In Your Head. We'd already 
done the pieces with the Orchestra. 
Omette had begun to show me different things: how I was 

playing according to the rules about playing behind someone 
and all, and encouraged me to do some writing, and work on 
my ideas. There was the same freedom to play as with Albert, 
but in this context you'd know everything you could or would 
play before you got up to the bandstand. Still improvisational, 
but ordered — no more guessing games. Already the chanting 
had allowed me to put my finger on what I wanted to do. I see 

state and works tc stay there long enough. No one in my 
neighborhood cared when I played, so I played regardless of 
time. I'd get up at 3:00 or 5:00 in the morning and start playing 
the drums. Didn't bother no one. I'd play into the afternoon, go 
make myself a cheese sandwich or egg sandwich, go to sleep 
for a few more hours, wake up and start playing again. After I'd 
been working on my ideas for over two years, I felt I needed 
actual group playing to further develop them. So I kept chant-
ing and chanting — I'd told myself that I'd never miss my 
morning or evening practice — and I hadn't so I knew if I set a 
goal for myself I could achieve it. I could send out the vibra-
tions and bas cally get into the situation I desired. 

Ornette showed me different things, to not play according to the 
rules about playing behind someone. There was the same freedom 
to play as with Albert but you'd know everything you could or 
would play before you got up on the bandstand. Still 
Improvisational, but ordered — no more guessing games. 

music all around me. Everything is raining sixteenth and eighth 
notes all the time. I was becoming aware of all this and finally 
disciplining myself to sit down and write it out and perfect it. 
Since I had the keys to the studio, I'd get up early and go down 
there and work by myself, then the band would come by 
around 3:00, and we'd work till 9:00, sometimes till midnight. 
One night the police broke in; we were playing so late, the 
neighbors had complained. We played everyday, and the 
people 'round there weren't used to this sort of thing. And I 
played al; day. Any day I wasn't there I'd be off to some 
museum of African art or history or maybe the Louvre, or the 
Museum of Man out at the Eiffel Tower 'cause that really had 
the stuff. I learned about the world, about life, and at the same 
time I was writing out all sorts of rhythms. The experience 
changed my life, changed what I wanted to play. We came 
back and played that Avery Fisher concert ard then the spot 
on the "Saturday Night Live" show, which was the last thing I 
did with that group. 

After that I had no place to live in the city, I had to move 
around again. I chanted and chanted so I cou d get a place to 
work on my ideas. And Iran into a saxophone player who was 
getting ready to leave his studio down on 13th street, which 
had a full apartment in back. All I had to do was move in, and I 
did. I wrote music and wrote music and wrote music and 
learned how to play the flute. I had no responsibilities:from the 
opening of my eyes to the closing of my eyes it was just music. 
I'd go out and work a press review or something for a few 
hundred dollars, but that would be it. I wasn't working any gigs, 
didn't have to. Other than rent, all l needed was 10, 15 dollars a 
week; I'd become a vegetarian, only eat one meal a day. 

I had a loft bed, from which I'd write drum rhythms all over 
the ceiling. My conscious state was completely dominated by 
music. I'd never worked that hard, 'cause I could do all the 
things I'd hear being done by other drummers. But I was going 
for something else. I'd also been exposed to the Joujouka 
drummers of Morocco by Omette. My playing was Omettes 
harmolodic concept from a rhythmic point of view. Omette is a 
master saxophonist, melody- writer, magician, teacher. The 
whole time in Paris was like being in Coleman University. We 
were totally under his influence. He just paid us so we'd have 
money to eat and expenses. He was paying the hotel bills and 
everything. All we had to do was rehearse. We only played 
concerts when they'd pay him enough money that he thought 
it was worth it. My concept started there, but it didn't begin to 
jell for me until I was alone down on 13th Street. 

I realized that to get to the point that I wanted I would have to 
sacrifice for it. My father had always told me that. You've got to 
sacrifice. I'd been reading a lot of books, and learning how 
man can attain what he wants if he places himself in a desired 

So one night I'm walking up 7th Averue, have a dollar in my 
pocket, figure I'll go get myself a falafel sancwich. Then some-
thing in my mind sad: no, don't get something to eat now, go on 
up to Me Vanguard. I never liked to go the Vanguard 'cause the 
fellah at the door and didn't get along, and I didn't like havin' to 
go to places where I had to pay to get in. Or this night a young 
lady was on the door and I just walked in and went into the 
kitchen and there was Cecil Taylor drinking champagne out of 
a bottle. We started talking. He asked me wnat I do, say I play 
drums. He ask me how good are you? And I told him I was the 
best person on this p anet at doing what I do. I told him I play 
drums the way I play them better than anybody else because 
nobocy plays 'em the way I do: playing drums from rhythm 
instead of from time, but still swinging. He didn't know I had 
played with Omette or anything; what impressed him was that I 

told him I was the baddest motherfucker that dic what I did. 
Nobody could play drums like I could. So he said: ( in a skepti-
cal tone of voice) O.K., gimme your number. I did. The next day 
he calls and says come over — with your drums. I go over and 
he had five flights of stairs to walk up.Whew! We just started 

playing together and immediately hit it off. From the shit I was 
working on it was a great situation: I coulc modu ate, I could 

play rhythms, I could play the numerical sequences I hear and 
construct myself — and still make it fit within the frame of what 
he's doing. I could enhance his thing and still keep the drums 
and the rhythms as melodic as possible Makirg the beat, 
without the time; like African rhythms, which talk about events 
and appearances in life, not time. 

This is when I realized that the stuff I'd been working on 
down at the 13th street basement — 'cause I'd been down 
there two whole years, right? — could really happen. And 
Cecil iked what I was doing. So we rehearsed every day, from 
about 2 till 7, just the two of us. I knew he liked what I was doing 
'cause friends used to call at certain times of the day. Cecil 
had a clock on his piano and if it was a particular time he knew 
someone regularly called at he'd pick up the phone, otherwise 
he'd let it ring and it might be from upstate or California or 
something, and Cecil would say " Listen to this" and go around 
taking all the phones in the apartment off the hook so that the 
whole space would be like a music chamber. Then he and I 
would play — maybe for 20 or 30 minutes — for these long 
distance calls and Cecil would pick up the phone again and 
say, "Did you hear that?" We had a ball. I have a whole library 
of cassette tapes cf cuos with Cecil. I've got alternate takes of 
things that are better than some of the stuff that's been put out. 
I'd only heard Cecil play once before I met him, very briefly at 
the Five Spot. And I hadn't heard Omette ether when I started 
playing with him, though we were supposed to be comrades, 
being from the same home town and all. I hadn't become 
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conscious of their music until I played with them. And I don't 
think I could have handled that if I hadn't been chanting. 

Everyone sees themselves as what they are potentially 
capable of doing. But I think society blocks all that. There are 
so many obstacles. People settle for whatever they're doing, 
instead of accomplishing whatever they want to do. The prac-
tice of chanting allows a person to look at and reflect on what 
they are and what they may become. By doing it every day, it 
reinforces this reflection. Since the practice requires action — 
it's action because it's vocal and rhythmical, which are actions 
themselves — you begin to accumulate more and more of 
your potential, whatever it is. Maybe you might want to be the 
best cab driver? Then you focus on all the things that would 
make people want to ride in your cab. But more than that, it 
makes you see that each person is an individual jewel... if they 
can take what they have and develop it. I've seen a lot of 
people fall by the wayside, who never got to where I am now 
'cause they never stopped to change what they were doing. I 
realized the environment I was in wasn't gonna get me to the 
place I want to go. I'd worked with Ayler and Mingus and Betty 
Carter but I'd gone back to working bar mitzvahs and parties. I 

him, he has reconnected himself to traditions that modern jazz 
has either ignored or put to its own more urban uses. If music is 
a hidden river every artist has to find within himself, Jackson's 
findings have led him back from the cluttered island of moder-
nity to the fruitful and murderous fields of America — its folk 
continuum, trembling wooden churches and football fields, its 
festivals in Congo Square and, ultimately, Africa. So we are 
talking about a larger landscape than the city allows and a 
shared, communal music in which there is no extraneous 
compulsion to be clever, nor any fear of the simplicity of things 
as they are. Jackson's technique may be extraordinary, he 
may dominate the bands in which he appears, but he does not 
communicate egocentricity. No matter how astonishing he 
gets, there is an implicit modesty in his work and a devotion to 
the music and what might come out of it. He communicates 
not "look what I can do" but "this is some of the power implicit 
in rhythm." 
The Jackson discography is small for the moment but 

impressive. Dancing in Your Head, nice start, is one of the 
(ahem) great recordings in the history of jazz, and the followup, 
Body Meta, still available on Artists House, bless 'em, comes 

Cecil would say, "Listen to this," and go around taking all the 
phones In the apartment off the hook so that the whole place would 
be like a music chamber. Then he and I would play — maybe for 20 
or 30 minutes — for these long distance calls and Cecil would pick 
up the phone again and say, "Did you hear that?" We had a ball. 

heard many things, but I didn't have the discipline to make 
them a reality. I was seeking, but I didn't know who I was as a 
person. And that's what chanting gave me. It broke down all 
the other characters and gave me me. I could sit in with 
anybody, anybody, 'cause I could play any kind of way — but 
not Shannon Jackson's way. When I was seven years old I told 
my mother that I was gonna become rich by the time I was 35 
but before that time I figured I might as well do everything; and 
David, I did everything. Believe me. About 99% of the things 
humans do, I did. And it's funny, the year before my deadline I 
began chanting, and became rich by another standard... 
Once Jackson put it together, he was unmistakable, one of 

the handful of drummers whose rhythmic identity is so strong 
that he changes every musician with whom he plays and the 
way you hear them. More than that, his inventions run so deep 
that you find yourself rethinking the American rhythmic tradi-
tion the way you had to, for example, when Elvin Jones came 
along. 
One afternoon up at Soundscape, the New York City music 

loft where he practices, Jackson showed me how some of his 
rhythmic figures were put together, the right hand, left hand 
and right foot playing three different configurations of the 
same phrase while the left foot chopped out a steady series of 
eighth-notes on the high-hat. The result was a fairly funky, 
unusually spacious second-line beat that reminded me of 
some of the things Zig Modeliste had done with the Meters, but 
when Jackson began developing his three lines independ-
ently of one another he moved beyond the strictures of a 4/4 
bar line into a rhythmic field in which any combination of 
polyrhythms was possible without any loss of beat. 
A number of jazz-rock drummers since Tony Williams have 

worked out similar coordinations, and studio aces like Steve 
Gadd have evolved their own specialities; the big difference is 
the way Jackson has made it feel. It's not just that he's made 
the free-jazz connection or brought a lot of his playing down 
from the cymbals and back onto the set or even that (like two 
other Coleman graduates, Eddie Blackwell and Charles Mof-
fett) he is an enthusiastic player of marches. The Jackson 
effect has more to do with musical essences than with new 
stylistic wrinkles or technical nuance; like Coleman before 

in a notch or two lower on the pole but still sets the spirit 
dancing. The four recordings with Cecil Taylor reveal Jackson 
as the most stately free-jazz drummer in the history of the 
idiom, a regal and thundering presence. The two New World 
issues, Cecil Taylor and 3 Phasis, are colossal enough; the 
three-record One Too Many Salty Swift and Not Goodby on 
hat Hut is positively Wagnerian (also has the most obliquely 
feelthy title of the decade so far). Live in the Black Forest, on 
PA USA, does not feature elves but does boast another shuffle 
and shorter, more easily assimilable pieces. Five stars to them 
all, or am I in the wrong magazine? Of the two albums with 
"James" Blood Ulmer, rock fans tends to prefer the Rough 
Trade import Are You Glad to be in America? (good God yes, 
especially now) for its raw, funk-punk spunk, but No Wave on 
Moers Music is my favorite for its unbridled energy and the 
way Jackson overpowers the already strong band of Ulmer, 
David Murray and Amin Ali with wave upon wave of rhythm 
(notice especially the stunning onslaught that opens the 
album). 

Clearly this was one drummer who would wind up leading a 
band. What's interesting about the Decoding Society's debut 
disc, Eye On You, on About Time records, is not that it threat-
ens to be the Next Big Thing (a designation apparently des-
tined for Ulmer, who has been signed by Columbia for more 
money than you thought they spent on jazz) but that it looks 
like the beginning of a real oeuvre. Jackson did all the writing 
for the date — eleven tunes, since the cuts are kept short — 
and has effectively extended his penchant for polyrhythm into 
the sphere of composition. Most of thetunesare written in more 
than one tempo, often with haunted, Ornettish melodies sus-
pended above faster, more driving rhythms, the orchestration 
thickly layered, almost sculptural in use of the two saxophone, 
one violin, two-guitar front line. Jackson is onto something, 
certainly a portion of Omettes harmolodic vision of the divine 
simultaneity, but also something all Jackson's own just begin-
ning to find its voice. I know where the rhythms come from, but 
why should the melodies and textures keep reminding me of 
China, Southeast Asia, Java, Chad ... Of course, when you 
begin to crack the code there's no telling what connections 
may turn up and what barriers may come down. The artist with 
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a thousand faces has always enjoyed chatting with himself 
whenever he can get his instruments working right. Jackson 
resumes: 

Cecil and Omette are like suns. Not planets, but light for 
other planets. From Cecil I learned construction, how to really 
structure my ideas in terms of melody. All that time I'd been 
working on the rhythms and I had to sit up and block the 
cliches. I had to de- program all of that and say: BLOOM, you 
don't have to go there no more, put in your own things. You 
don't have to eat hamburgers every night. BLOOM! BLOOM! 
You can have shrimp and garlic sauce tonight, you can have 
lobster — you don't have to play the same breaks and the 
same runs no more. You don't have to play it from time, you 
can play it from rhythm. And from the basic rhythm you can 
create a million patterns from that, and keep the whole thing 
flowing. To me, making Cecil's music swing means putting a 
beat there without actually playing it. I want the listener to feel 
the beat without the beat having to be there physically. The 
beat is in your body. 
As far as be-bop time, I love the way Kenny Clarke and Max 

Roach and all those cats set it up. But they played it when 
Charlie Parker was around and this is no longer the Charlie 
Parker era. It's been done. So I'm doing something different, 
playing time by just playing rhythms. If you ever saw the 
gatherings down South where people would start to dance and 
you'd see a person start to go in a circle 'cause the spirit hit 
them, and the moment it hit them might not have been on one, 
two, three or four. It might happen on five or six, or in between 
the two. Or the way the hearts beat: da-duh,da-duh,da-duh — 
that kind of pulse can be used in different tempos. I can set up 
a time, using sixteenth or eighth notes on the sock cymbal, but 
the pulse don't have to be,with that. The pulse can just come 
directly from life, or from the music that's being played. I place 
different rhythms, different numerical sequences together. 
And these rhythms aren't corporal — one, two, three, four, five, 
six, seven, eight; the rhythms of your heartbeat; a march 
rhythm — but rather they're spiritual, which can vary in their 
numerical sequence. That variation indicates a different pqlse 
movement. The foundation might be the type of beat you hear 
in a ritual ceremony in an African village. 

I go there in spirit all the time. I've been going there, as a 
matter of fact, quite frequently since 1975.1 can very easily go 
to a dance or a celebration. I often find myself there if I begin to 
read something and get off in my solitude and — BLOOM — 
I'm there, and it will take something startling to bring me back. 
The Decoding Society is an organization for decoding musi-

cal and spiritual messages. Melody itself, like poetry, comes 

Ronald Shannon Jackson's Drums 
I have a standard set, a set that was self- designed. I use 

Sonor drums and Paiste cymbals. The cymbals are the new 
dark sound cymbals, New Creations. Very much like the old 
K. Zildjians, which were handpressed in Turkey. 1 use two 
15" hi- hats, an 18" Chinese splash, a 21" flat ride, an 18" 
dark ride ( as a crash), and a 16" crash — 2000 series, and 
also 10" 2000 series interchangeably with a small gong-
like cymbal which was Tchaikovsky's which his son gave 
me. The drums are Sonor. Basically what I wanted was a 
heavier sound from the mounted tom-toms, a deeper, 
richer, lower sound from my left hand. One of the things I 
had in mind was piano design, where you come from the 
lower registers on up. I play more drums than cymbals, 
because I'm more interested in getting into the depths of 
drums in music — since to me, a lot of melody itself comes 
from rhythm. 

I use two different size sticks because the two hands are 
different. The two hands and the two feet are not evenly 
matched, though I've used a matched-grip for the past 7 or 
8 years. So in the right hand, 1 use a stick with some kind of 
round beater, to get the proper effect on both drum and 
cymbal, but of a lighter weight than the one for my left, since 
my right hand will always be a little stronger. 

from the spiritual world, and we serve as a medium for it. When 
I began to write melodies I wondered where they came from, 
they'd become locked in my head and I couldn't do anything 
about them until I wrote them down. That happens when I walk 
around certain parts of the city and it happens when I play the 
drums. In the middle of practicing the drums I naturally hear 
melodies. My whole life force now is directed towards present-
ing what I hear. 
Our society has gone as far as it can possibly go in the 

direction we've been programmed to go in. We're becoming 
conscious of the problem. I think people have begun to go into 
themselves, much more so than even three years ago, to find 
some spiritual solutions. I feel I've been blessed with an oppor-
tunity and I'm gonna do all that's within my power to carry it out. 
Perhaps it's just that certain people are given certain keys to 
carry out certain plans that already exist on a metaphysical 
plane. Beethoven worked on his ideas, but also on spiritual 
ideas. I'm trying to structure my life the same way. Sometimes 
now I wish I had more classical training, because with it, I feel a 
whole other feeling could be brought to music. I'd like to be 
able to present my music in totally orchestrated form. Not 
traditionally, but the way I hear it. I've had glimpses of it since 
my youth: to be able to present the music with such joy and 
warmth and giving that it will carry over into the person's 
regular life. In ten years I'd like to take a group, a small group, 
to anywhere in the world and play, perhaps supplemented by 
an orchestra on certain pieces. 
Rhythm is the pulse of life, and when you use those rhythms 

in the right way, in the positive way, it can carry your life into a 
sphere you might not experience unless you are deep into 
yoga or are charged with electro-telepathic impulses like a 
clairvoyant. There are melodies that come directly from the 
drums that I'd like to play that I don't get a chance to play: I've 
had to create in terms of producing the concert, getting the 
musicians together and rehearsing, putting out the flyers, 
helping organize, advertise, carry the whole thing through.. All 
of which doesn't allow for the leisure of just going and doin' it. 
Many times I hit on an idea but I don't have the resources to 
carry it out. I found myself the other day taking money I had 
allocated for food and the telephone bill, and buying music 
books with it, just so I could keep writing music. I have a lot of 
music I'm working on right now, but since I don't have a 
contract at the moment, I can't very well ask people to 
rehearse it all the time. Last year, About Time gave me enough 
money and a month to do it the way I wanted to do it. David 
Baker did a fantastic job recording the instruments. This type 
of music would be fantastic in Digital. You don't need Digital for 
disco or be-bop, but it came along at the right time for this 
music. I was told at CBS there wasn't enough money for it. But 
if they want to — "they" being the people who market it or 
rather create the market for it — they could sell this music. 
Hell, they can create a market for whatever they want to. They 
can go down the beach and pick up some rocks and sell 'em 
on television. "Get Your Pebbles, Get Your Pebbles!!" — put it 
on TV commercials and you'll have a run on rocks. That's the 
irony of them saying there's not enough money for something. 
They can sell anything if they want to. 

For a lot of people, my music is music they hear also. I know 
I'm not the only one hearing this music. If I'm hearing it, there 
are millions and millions of others hearing it in their own minds. 
And for those people my work would be a verification that 
they're not alone. I want my music to be a joy for people. The 
problem with it — since it's called "art" music — is that it 
doesn't get the same airplay as "commercial" music. And it's 
also not SupClub music, mine is not music to eat dinner to. It's 
more of a ritual. It's not "finger- popping-at- work" music, and 
it's certainly not " I- love-you-baby" music. But I don't ever 
want to be limited, 'cause my responsibility is not limited. Just 
because I've been associated with jazz, doesn't mean I'm 
limited to doing this or that. Hell, the first tune on my new 
record, Sortie, blends an Eastern- Africa feel with an overlay 
of a march, the kind of spiritual movement at a football game. 
As a young kid I used to sit behind the band at the football 
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games, and they used to spread such joy when there was a 
touchdown or someone caught a pass. I go there, to that 
feeling, when I play. My father used to take me to games when 
I was very, very small. And I would freeze, my feet would be 
frozen, almost frostbit by the time the game was over. But I was 
so into the music: they used to have some phrases everybody 
would sing, and the drummers, of course, would always be 
playing. That was where it was. 

The second piece on the album, " Nightwhistlers," is a blues, 
but it's like a person walking between buildings in New York 
and whistling and hearing the reflection of that sound bounc-
ing off the buildings and singing the blues all at the same time. 
He's humming the blues and whistling. In other words, coming 
out of the country and whistling in the kind of echo-chamber 
we have here in a big city creates that kind of thing. So I wrote it 
all down, and played it the way people feel in an environment I 
used to be a part of — where people worked all week picking 
cotton and corn, and worked in wheat fields and watermelon 
patches — when they'd get together, starting Saturday after-
noon puttin' all the ice on the beer, and then after the sun went 
down they'd get together and start dancin'. And I used the kind 
of beat they'd dance to, it would be goin' up and down at the 
same time, it would be like a volleyball beat. In "Apache Love 
Cry" I interlocked two melodies; one is the result of being at a 
West Indian Festival over in Brooklyn, the other comes out of a 
Bowery bar where I used to stop and get a beer after every-
thing closed. One guitar player plays the one — which is lively, 
happy, full of carnival gaiety — while the other guitarist plays 
the depths of despair. And "Apache" as a symbol for what this 
country is all about. They represent the true spirit of what this 
country was and still is; no matter how many bulldozers and 
buildings we put up you can still get the spirit of this country if 
you go check them out. "Shaman" is a tribute to Max Roach, 
who's a shaman. The first part, which has an African influence 
— and by that I mean a Southern Blues beat played in 6/5 — 
gives way to a drum solo and then a waltz-type thing. "Eastern 
Voices, Western Dreams" came through chanting. While I was 

Superior projection with unmatched tone and 

clarity is why Camber is becoming the 

#1 choice in Cymbals today. If you've got 

to " cut through" the band to be heard, 

cut through with Camber. 

For a color catalog, write to: 

CAMBER CYMBAL 
101 Horton Ave. 
Lynbrook, N.Y. 11563 

chanting an Oriental voice would speak to me and this is what 
the voice said. I just got up and wrote down specifically what 
the voice said. But I come from the West. I live in a western 
society. I think the two of them are beautiful and will come 
together in this country, which of course would only bring it 
back to where it was at first — the American Indians already 
had that kind of spirit. 

I do a lot of writing now from the piano 'cause I have one at 
my disposal, but everything on the record was written on the 
flute, or from the drums. For instance, "Dancers of Joy" was 
written on the drums. When I ride the bus and the subways I 
see a lot of people coming from dance classes. My thinking 
and feeling about that is, well, people want to dance the way 
they feel, not the way they're programmed to dance. If some-
one comes to you and says, "Here David, here's 50 $1000 
bills, no stigmas attached." You might not jump up and down 
right then, but when you get out the door and get by yourself, 
you start dancin' for joy. Pure delight. Gurdjieff tried to use — 
in fact, did use — dance in his teachings, right? When people 
dance another element comes in, the thing that has to do with 
pulse, because when you really dance, and let the mind-body-
spirit be itself then one's mental- logic-reasoning system is cut 
off and one goes into what the ritual of the dance can bring into 
a person, another dimension of the self. Whirling dervishes, 
right? I took the title from a Buddhist phrase, which talked 
about dancers of joy 3,000 years ago. 
"Theme For A Prince" has two melodies. I wrote it in Europe 

and America. The first I wrote on top of a hill in the middle of a 
cemetery in France. It was after midnight, I didn't have no 
money, and some Algerian dude hipped me to this place. 
Some famous French painter, Monet or somebody, painted up 
there. On top of the hill there's a bar with money from all over 
the world, every country that has paper money has a bill 
pasted to the top of the ceiling. And these people were in there 
enjoying themselves. Really enjoying themselves. It was like: 
to hell with the world, the world didn't even matter. The title was 
for the person I wanted to play it, that's al1.13 

Or' 
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Clash cont. from pg. 9 

listen or something. But now we want to give them something 
back in exchange. 
MUSICIAN: About that aggression and hostility that propelled 
you in the beginning, is that still behind it? Or has the rage 
turned into faith? 
JONES: Yeah, well I prefer the first, but I also think that if you 
apply it, you get the sort of thing where you get a lot of people 
who are just real angry and who just waste their energy being 
angry. It gets them nowhere. If you can mix the two things, 
right, then it can be worked out positively. 
MUSICIAN: Do you find you can mix the two things, rage and 
faith? 
JONES: You get more experienced, all the time. I'm getting 
older and I suppose I'm getting a bit more sense about me. The 

"You say, well, how come so 

many people are scared of 

you, because they shouldn't 

be really. But there's some 

crappy, evil people around 

and they should be 

scared of us. They mustn't 

think we're pushovers." 

same for all of us. On the last European tour, it was like totally 
overbalanced. It was just all rage and really violent. It was 
really a drag. A lot of violence was coming from the group. 
They were like branching out to the audience, to a certain 
extent. They would get off the stage and start fighting with the 
audience. And this kind of stuff cast us into confusion because 
our role wasn't clear, right? Because people were saying we 
were a rock band, and those were the people who said we sold 
out. 
MUSICIAN: I don't think you have to worry about turning 
commercial as long as you stick to your principles. 
JONES: But we always have to take it one step further. We're 
very masochistic. It seems that very often we exhaust our 
armory, y'know, we use everything we got, and all we got left is 
our naked selves. It got to the point on Sandinista! where we 
told them we were going to fuckin' kill ourselves. 
MUSICIAN: You told that to the record company? 
JONES: Yeah, we told them we were going to split up... it's no 
fuckin' good. We talked seriously about it and then they came 
around to the point of agreeing to put out a three- record set for 
the price that they did ($14.98 in U.S.). I mean they got every-
thing they could in exchange for it. They said we should 
release them in three yearly gaps...one at a time, I sup-
pose...so they could get three times as much. That's what 
they would have done. We told 'em they couldn't, that it was all 
or nothing. We insisted on a price ceiling. 
MUSICIAN: Were there any other proble)-ns? 
JONES: We just wanted to release the single, "The Call Up," 
and take the money we earned from it and put it back into the 
mobilization against the draft here and in England. We thought 
if we sold a lot it would be great, but the record company 
wouldn't even let us give the money away. It's like we were 
only allowed to give so much away and they wouldn't give 
anything. We were trying to say, why don't you give some, 
we're all heading to doom and let's stop it, and they told us not 
to tell them what to do with their money, we'll tell you what to do 
with your money. 
MUSICIAN: So did you give any money? 
JONES: Yeah, whatever we made. But we had trouble with 
them also on the release of " Magnificent Seven" as a single. 
They said America wasn't ready for a six- minute Clash song. 
We thought, it being rap-influenced and all, that it was what 
was happening in America. I saw it as roots music. We did it 
while we were in New York last summer. It was like the Jamai-
can thing, based on the bass, and although the guys who do it 

will probably deny it, it was real roots music, the same way they 
do "toasts" in reggae. We thought we came up with an Eng-
lishman's impression of America, deciphering that freak-freak 
y'all into like You- lot, and it was a great call. A real English 
bloke's idea of what was happening here, only we changed the 
lyrical content. First, because we were English blokes. And 
secondly, because we wanted the lyrics to mean something. I 
really like Kurtis Blow's "Throughout Your Years" because it's 
about this bloke whose dream is about to be a rapper. I could 
really empathize with that. The song had a great sound to it but 
they passed on " Magnificent Seven" and that really put us off. 
MUSICIAN: Was Sandinista! your biggest risk? 
JONES: Yeah, it was. But we can't keep compounding our 
cash forever. All the royalties made off London Calling we 
put into the recording of Sandinista! We've been doing that all 
along since we signed a record contract. I'm 25, now, and I've 
been doing it since I'm 20. It went pretty fast. I hardly know 
what happened. 
MUSICIAN: Do you see yourself doing this at 35? 
JONES: No. 
MUSICIAN: Do you see the Clash together in five years? 
JONES: No. Maybe. I really can't see it. Both Joe and I will be 
thirty and maybe in five years we'll be completely somewhere 
else at that point in time. There's loads of people who go 
around saying the world is going to end before that anyway. 
MUSICIAN: Why do you guys make things tougher on 
yourselves? 
JONES: Self-discipline. You got to have discipline. You 
believe that ... right?... but we're unruly as well. Say we have 
discipline in the studio, we have none on stage. Or on a tour, 
our lives in general are nuts. It's like going to war. It's like we get 
into our vans and go put helmets over our balls, so to speak. 
MUSICIAN: Is that the lifestyle or is that induced? 
JONES: It's sort of cause and effect. Sometimes we're a little 
scared and sometimes we're real brave. Sometimes we're real 
stupid. It's like one thing causes the next thing to happen. 
There are also side effects, so along with what may seem to 
the public to be this meteoric rise to fame, there's also a 
picture of Dorian Gray somewhere. That's why I say the Clash 
can't go on forever. I live with it but that's why I try to distance 
myself from it. I like producing new bands, working in the 
studio, and I'm getting good at it to the point where I feel I can 
record anywhere and come up with a good product really fast. 
But when I try to part myself with the Clash, it's real hard. The 
Clash is a real powerful thing, y'know. 
MUSICIAN: Does it scare you? 
JONES: Sometimes, because when you're in it... it's like Eng-
land. It's real hard to get away from it. It's like you can't get out 
of it. That's why we have to keep control of it, because it has to 
be a good thing...and not an evil thing. Then it would be 
spoiled. It would be a real shame. 
MUSICIAN: Would it be decadent? 
JONES: It is decadente•A lot of the time it is. There's a lot of 
things you don't know about... right?... which we try to keep 
under control. There's a lot of that. It exists. We don't make 
such a big deal about it, but some groups exploit it. Like for 
instance, this group doesn't go for groupies because we have 
respect for women. We really try and have that, because 
everybody says we can't write about women. They don't know. 
We could be the greatest Casanovas travelling the Earth for all 
they know. Believe me. I'm in the position to be if I wanted to 
be. 
MUSICIAN: Do you get frustrated with music because it 
really can't change the way things are? 
JONES: People can change through it. I did. It doesn't make 
change. It's a social thing. People change, and if they change, 
the culture changes. I'd like to think the Clash has had some-
thing to do with it all. People say, oh it's great, the Clash aren't 
rip-off artists. It makes them feel better. It's easy for them to 
say, but I'd like a lot of people to try it. People can find out for 
themselves like we have. Maybe we've done it a bit and maybe 
we can just go and get a load of money and bleedin' settle down 
in Beverly Hills. D 
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Ellen Foley 
Spirit of St. Louis (Epic/Cleveland 
International NJE 36984) 

This is a hard 
record to swal-
low but I seem 
to have man-
aged. A few 
scant sum-
mers ago Ellen 
Foley was fox-
ing Meatloaf 
into a life of 

misery for a glimpse of paradise. Just a 
year or so later she was an also-ran in 
the leopard skin spandex sweepstakes. 
I can understand not wanting to co-star 
with Mr. Loaf or slosh around in the wake 
of Pat Benatar forever, but to resurface 
as a Clash- backed Common Market 
chanteuse singing torch cum art songs 
for romanticized resistance forces of 
yesteryear requires an extraordinary 
leap of faith from all concerned, espe-
cially the listener. 

Flying bravely through the weather 
toward Paris, Spirit of St. Louis seems to 
pose the question: what might La Pas-
sionara have sounded like in 1981? Not 
your usual rock ' n' roll question, but then, 
this isn't your usual rock 'n' roll LP. Cre-
dited ( rather coyly) as produced by 'my 
boyfriend" ( Clash guitarist Mick Jones, if 
you haven't kept up with Ellen's love 
life), S. of St. L offers the full Clash cast 
with the happy exception of Mikey 
Dread. Foley sings with great poise and 
style and without excessive self-
dramatization ( and with some of these 
songs that's a blessing, indeed.) 
Strummer and Jones, who wrote half the 
songs, are sworn overreachers and 
make me wince more often than I nor-
mally sit still for, but they are also daring, 
energetic, and endlessly resourceful. 

Rather than looking westward for 
some New World exotica, Foley and 
Jones turn eastward (and backward) 
toward the political turmoil and melodra-
matic cabaret and boulevard life of pre-
war Europe. In "Torchlight" a marimba 
floats over a sharp backbeat as the resil-
ience and passion of political commit-
ment is evoked: " Never mind, my 
friend/We'll go on tonight/We can see 
through the dark/By torchlight." " My 

Legionnaire," a shameless dramatic, 
quintessentially Gallic Edith Piaf song of 
a vividly remembered night with a now-
dead latooed soldier ( I'm not kidding) is 
saved — and well served — by a spare, 
clear interpretation. "The Death of the 
Psychoanalyst of Salvador Dali" (these 
folks shy away from nothing) is a kind of 
Chien Andalou for the ear. For the great 
headaches of the 20th century there is 
always R&B relief, here in the form of 
Tymon Dogg's " Beautiful Waste of 
Time" and an unexpected ( everything 
about this record is unexpected) and 
wonderfully phrased cover of Nancy 
Wilson's "How Glad I Am." 

Obviously, this is an album that loses 
something in the translation. Through 
the efforts of Jones and engineer Bill 
Price it sounds great throughout — a 
shimmering wall gives dimension to 
each of the carefully constructed tracks. 
Infelicities abound, but what are a few 
infelicities between close friends, espe-
cially when they're attempting some-
thing so unusual. I've been listening to it 
more than I could ever have imagined 
and I've begun recommending it. I gua-
rantee you won't hear anything remotely 
like it fa, quite a while. — Jeff Nesin 

David Lindley 
El Royo-X (Asylum 5E-524) 

Over the past 
10 years, multi-
instrumentalist 
David Lindley 
has earned a 
reputation as 
rock's ultimate 
accompanist. 
Backing the 
likes of Linda 

Ronstadt, James Taylor, Crosby- Nash 
and, more notably, Jackson Browne, 
Lindley has proved himself an extremely 
flexible player while remaining highly 
individual and easily identifiable. Be-
cause of this, his debut solo album, El 
Rayo-X, suffers from none of the stig-
mas ordinarily associated with sideman-
goes-solo LPs — lack of direction, weak 
vocals, endless soloing. Instead, the 
guitarist has crafted a cohesive, highly 
original record consisting of twelve com-
pact catchy tunes ( all vocals) with very 

little soloing for the sake of showing off. 
Despite Lindley's eclectic tastes and 

talents ( he can play just about anything 
with strings on it, in about any idiom on 
the planet), he purposely didn't make a 
"Whitman's Sampler." The diverse influ-
ences are all there, but are filtered 
through Lindley's "Topanga Canyon 
reggae" sound, as he calls it — a little 
like Ry Cooder's Bop Till You Drop 
(which David played on) but a lot more 
focused. 

There's an "up" feel to virtually every-
thing on the album — from the ska version 
of "Twist and Shout" to the calypso-
flavored title cut to the Cajun waltz " Petit 
Fleur" ( featuring Lindley on fiddle). The 
beautiful reggae arrangement of "Bye 
Bye Love" could be a strong candidate 
for a hit single; and the funky "Your Old 
Lady" would make a perfect soundtrack 
to a slow, deliberate cruise down 
Sunset. 

Despite his ties to L.A.'s " mellow 
mafia," Lindley manages to exhibit res-
traint without getting too laid back. Bar 
after bar of "Ain't No Way," "Don't Look 
Back" and "Bye Bye Love" go by with 
the band simply playing the changes, 
adding no unnecessary fills and frills. 
When Lindley does decide to step for-
ward, as on " Mercury Blues," he kicks 
out the jams but good. (The combination 
of his wailing lap steel, Ian Wallace 's 
massive drumming on Bob Glaub's 
freight engine bass reportedly fried one 
recording console during the taping of 
this track.) 

Lindley's oddball sense of humor 
shines through on more than one occa-
sion — his falsetto outburst on "Ain't No 
Way," the Spike Jones percussion 
breaks on "Tu-Ber-Cu-Lucas and the 
Sinus Flu," his overall choice of mate-
rial — but never at the expense of good 
taste. Three tunes, including "She Took 
Off My Romeos" were composed by 
Lindley ' s friend Bob " Frizz" Fuller. If you 
thought Warren Zevon was weird... 

Although a veritable who's who of 
rock star headliners volunteered their 
services when word spread that Lindley 
was going into the studio, the core of the 
band on all cuts is made up of solid 
supportive players who are top-notch, 
albeit little-known. Drummer Ian Wal-
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lace and a Rastafarian percussionist 
named George "Baboo" Diere comprise 
the rhythm section, along with either 
Bob Glaub or Reggie McBride who alter-
nate on bass. William "Smitty" Smith 
plays organ, and, with a few exceptions, 
Lindley plays everything else — gui-
tar, lap steel, fiddle, 6- string bass, 
banduria, Turkish saz, and Irish penny 
whistle. Co-producer Jackson Browne 
(who supplies some tasteful vocal har-
monies with Baboo) has outdone most 
of his own efforts, in terms of sound and 
production ( thanks also to engin-
eer/producer Greg Ladanyi). 

Four stars. It probably deserves five, 
but I'll reserve the extra one for Lindley's 
follow-up. There's a lot more music where 
this came from. — Dan Forte 

Robert Fripp 
The League of Gentlemen (Polydor 
PD- 1-6317 

David Byrne/Brian Eno 
My Life in the Bush of Ghosts Sire 
SRK 6093 

1 
Awright, every-
body, get on 
your dancing 
shoes, but don't 
forget your 
thinking caps, 
'cause it's... 
rhythm 'n con-
cept time! To 
get things 

started, here's Boppin' Bob Fripp with 
his happy feet, his crazy fingers, his 
audio collages and his avant-garage 
League of Gentlemen (named after a 
gang of 19th century Wall St. crooks). 
The League's laying down that basic 
punk groove, which Fripp's gonna 
embellish with some guitar dissonance 
(not to mention the cognitive kind) and 
some polyrhythmic complexities so you 
can hear the kind of textures all those 
three-chord bashers were hearing in 
their heads but couldn't play. Meanwhile 
the Roches, M,P&L contributor Chip 
Stern, and the late J.G. Bennett are 
going to explain how to dance, how to 
rock, and how to change the world. Bel 
you didn't know thinking on your feet 
could be this much fun did you? 
Whew! Tired of pogoing already? Well 

let's get down with David and Brian, the 
friendly ghosts in the machine. They've 
got some piping hot Afro-funk grooves 
ready for ya, plus they've thrown in some 
taped radio voices and ethnic record-
ings, a little tape manipulation, and some 
of those neat little " accidental" things 
that always seem to nappen when Eno 
gets near a tape recorder. What's the 
concept? Oh, background's as signifi-
cant as the foreground, Third World's as 
"cultural" as the West, the body's as 
important as the mind, all the good 70s 
stuff. Dig the way that Lebanese moun-
tain singer blends in with the African 
rhythms, and the way Eno's synthesizer 

continued on next page 
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The Fallen Gods of Guitar 

IT he year is 1981 and rock ' n' roll 
is feelirg no shortage of either 
guitars or gu:tar players. But 

where have all the heroes gone? Young-
bloods like Keith Levene of Public Image 
Ltd. and Andy Gill of Gang of Four are, at 
best, anti-heroes, rebellious if pioneer-
ing spirits intent on blowing up the walls 
of the rock and roll Jericho erected in the 
late 60s and early 70s. Color Robert 
Fripp and James B'ood Ulmer experi-
mental isolationists, not oblivious to but 
certainly work ng in the shadows of their 
public acclaim. 
What of the rock guitar godz of olde? 

Father Time and the Punk Putsch of 
1977 took care of hat. Hendrix, Duane 
Allman, and row Mike Bloomfield are 
dead Jeff Beck blew a jazz-rock fuse. 
Jimmy Page and Led Zeppelin are in at 
least temporary eclipse. Johnny Winter 
prefers :o -keep a ow traditional blues 
profile. And Er c Clapton? As one of the 
original guitar heroes, his has been the 
most conspicuous fall from grace, 
heightened by his deliberate debunking 
of his own myth ("Clapton is God," saith 
London subway walls circa ' 65) with a 
series of mostly sleepy sophisto-blues-
rock records of which Another Ticket is 
the latest. 

Actually, as recent Clapton albums 
go, Another Ticket is hardly the unmiti-
gated bore Backless. Slowhand, and 
last year's double live Just One Night 
were. Of the two obligatory blues work-
outs here, the version of Sleepy John 
Estes' " Floating Bridge" !s one of his 
best in years, the tragic poignancy of the 
words underlined by the tortured whine 
of Clapton's voice, the brittle crack of his 
and Albert Lee's guitars, and the artful 
understatement of the arrangement. His 
relatively straigntforward reading of 
Muddy Waters' "Brow Wind Blow" is 
pedestrian by comparison. 
Amid the dross, the mellow jello of 

"Something Special" and the title track, 
the melodramatic pleading of "Hold Me 
Lord," there is some damn good rock ' n' 
roll to be found — a feisty shuffle called 
"I Can't Stand It." the high-speed " Rita 

By David Fricke 

Mae," and a boisterous funk-up, "Catch 
Me If You Can," co-written by Clapton 
with former Procol Harurr singer /pianist 
Gary Brooker. But Tom Dowd's produc-
tion is antiseptically clean, the otherwise 
excellent band — Lee, Brooker, keys-
man Chris Stanton, ace U K. session-
eers Dave Markee and Henry Spinett — 
never really cuts loose, and if Clapton 
himself has any enthusiasm at all for 
what he's doing, it rarely shows in his 
singing or playing. In fact, the only thing 
you can say about Another Ticket is that 
it sounds like another Eric Clapton 
album, nothing less but, then again, 
nothing more either. 
The problem with Cru/sin' for a Brui-

sin is that people are likely to see it for 
what it most certainly is not — Mike 
B!oomfield's epitaph. Recorded last fall 
ir San Francisco, the LP is not the worst 
album Bloomfield ever made (that 1onor 
goes to the one album he did with the 
'ess-:han supergroup KGB): it's merely 
ndicative of his recent work. Like his last 
Takoma release Between the Hard 
Place and the Ground, it consists mostly 
of loosely arranged ard lazily performed 
blues and R&B covers. Norman Day-
ron's production is unlorgiveably 
shoddy, Bloomfield's singing amounts to 
little more than a tuneless cough 
(always his Achilles heel as a solo 
artist), and the metallic shriek of his gui-
tar is often obscured not only by the 
turgid sourd quality but also his 
depressingly mediocre band. 

Only once, on the instrumental groove 
"Winter Moon," does that guitar cut 
tnrough, Bloomfield letting his trigers do 
the *.alking with a spirited but dignif ed 
eloquence recalling his tr umphs with 
Butterfield, Dylan, and or the Super Ses-
sion LP. True, his best work was long 
behind him when he died, but Bloom-
field's only crime was that ne didn't live 
up to everyone else's expectation o' 
him. That his early records still stand up 
as his best is testimony enough to his 
genius. 

In the rock guitar hero game, Briton 
continued on next page 
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Robin Trower has been pinch-hitting for 
Jimi Hendrix ever since he left Procol 
Harum for commercially greener solo 
pastures. Whether he's merely a compe-
tent imitation or a real experience all his 
own is a matter of taste. But on B.L. T. 
(the B stands for guest singer/bassist 
Jack Bruce, the L for drummer Bill Lor-
dan, and the T for you-know-who), 
Trower has come up with a really thin 
sandwich. 

Or make that curdled Cream. The ten 
songs here — I use the term loosely — 
are every Anglo blues- rock cliche come 
to life, leaden riffs stretched out for three 
or four minutes with Bruce and Lordan 
dragging their rhythmic feet while 
Trower goes over the same improvisa-
tional ground over and over again in the 

vain hope of hitting a few transcendent 
licks. With the sole exceptions of the 
simple atmospheric ballad "Won't Let 
You Down" and the grungy metallic 
dirge "No Island Lost," the material is 
hopelessly lame (former Procol poet- in-
residence Keith Reid wrote lyrics to 
eight of the songs), crippled by a paper-
thin sound (Trower, as producer, has no 
one to blame but himself), Bruce's 
uninspired bawling, and guitar solos of 
little or no consequence. A super-
session in concept, B.L.T. is a superdrag 
in execution. 
The most disturbing thing about these 

three albums is that Clapton, Bloomfield, 
and Trower sound all played out, as if the 
challenge — the thrill — is gone. Maybe 
it was just the sheer joy of jamming or 

IT'S THE MARK OF GUITAR EXCELLENCE 
The "Captain' returns with a 
skillful crew of old friends and 
great musicians who really know 
how to play the Lee Ritenour way. 

Richard Tee, Don Grusin, Chuck 
Findley, Alex Acuna and others 
should know too - they go way 
back to when Lee Ritenour 
first earned the title of 
"Captain Fingers"-
Guitar Virtuoso. 

RIT, the new Lee Ritenour album, 
is produced by Harvey Mason, 
David Foster & Lee Ritenour 

featuring the wices of 
Bill Champlin &EricTagg. 

that old bugaboo peer pressure. But 
when former Deep Purple axeman Rit-
chie Blackmore, his old guitar teacher 
and session pro Big Jim Sullivan, and 
the aforementioned Albert Lee — a big 
name on the studio circuit — got 
together in 1971 in a London studio to 
record the eight jams on Green Bullfrog, 
they came out gunning for each other. 
And the result on this album — originally 
released with the players listed under 
pseudonyms and recently reissued after 
nearly a decade out of print — sounds 
like Shootout at the Six- String Corral. 

Okay, the material runs from the sub-
lime to the ridiculous, including takes of 
"My Baby Left Me," Joe South's "Walk a 
Mile in My Shoes," and "Makin' Time," a 
minor hit for 60s U.K. band Creation. The 
singing ( by a guy named Earl Jordan) is 
serviceable at best and the strings and 
horns are a damn nuisance. But there 
are more hot solos on this album than on 
the other three albums combined. And 
on the seven-minute breakout " Bull-
frog," everybody gets a turn to show 
what they're made of — first Sullivan, 
pealing out with Lee and his revved-up 
country chops yapping at his heels and 
Speed King Blackmore coming in last 
but certainly not least, firing volleys of 
inverted blues licks at 78 RPM. Too bad 
nobody makes records like that any-
more. 

follows her microtonal style. The Global 
Village People, all right! 
Woah, what'samatter, where ya 

going? The monotonous repetition of 
dissonant one-chord riffs creates aural 
ugly wallpaper? Look, this stuff is art, not 
entertainment. You miss the solos, the 
emotional expression of the individual 
voice? You must have missed the Byrne 
and Eno interviews in the last issue — all 
that stuff is out now. These are the blue-
prints for the music of the 80s, so forget 
about all that self-indulgent, freedom of 
expression stuff. These times demand 
brilliantly hollow intellectual exercises 
that you can dance to.. if you really 
wanna. — Chris Doering 

Sarah Vaughan 
Copacabana — Exclusivamente 
Brasil, (Pablo Today 2312 125 

I was crazy 
about / Love 
Brazil (Pablo 
Today 2312 
101) — in fact 
it's my favor-
ite Sarah 
Vaughan al-
bum — be-
cause of 

all the strings and flutes, because of a 
song so deft in its pantheism that it 
began "Just think of things like daffo-
dils/and peaceful sheep on clovered 
hills," because while Vaughan was sing-
ing another song about "Roses and 
roses and roses and roses" a voice 
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WE SAY SYNCLAVIER HIS 
UNDETECTABLE Rfflol-REAL INSTRUMENTS. 

Synclavier ll's 30 minute srereo 
demo record will blow you away. 
The violins and cellos ore so true, you 
can hecr the rosin on their bowstrings. 
The Hammond B-3 sound is undis-
cernable from a real B-3.The trumpets 
bell like real trumpets. The xylophone 
gives you the distinct sounclof mallets 
hitting the wooden bars. The cathe-
dral bells are so resonant, you can 
feel the overtones. The kick drum 
and wood blocks have the snap of 
real life. The human whistling sound 
even captures subtle changes in 
breathing. 
And once you have a sound on 

Synclavier II, there's 
no limit to what you 
can do with it. Syn-
clavier II offers more 
real time control 
than any other syn-
+hesizer in the world. 
You can alter the 

bow stroke of your 
violin for each sep-

THE INCREDIBLE 
SOUNDS OF 

S7EREO • 
SYNCLAVIER li 

SIDE 

o 

BUT YOU DECIDE. 
arate note during a live perform-
ance You can adjust the amount of 
breath blowing across the sound 
hole of your flute to create double 
tongueing and overblowing. You can 
bend your guitar notes and change 
the vibrato depth during solos. And 
only Synclavier Il gives you an abso-
lutely real snare drum that lets you 
increase or decrease the amount of 
snare on the drum. 
Synclavier II comes prepro-

grammed with over three dozen real 
instrumerts. In addition, there are 
over 100 unique sounds, many of 
which have never before been pos-

sible on any synthesizer. Each of These 
sounds can be instantly recalled 
with the touch of o button. And this 
is just the beginning. 
You can modify all of tnese prepro-

grammed sounds any way you wish 
and then store them. Or create 
sounds from scratch and store them 
as well. The number of sounds you 
can store is unlimited. 
We irvite you to listen «ro a startling 

sarnp'e of the incredible sounds of 
Synclavier II. Better Sil down when 
you listen. 

For a copy of Synclavier Ils stereo LP send 
your address plus $1.00 
to: New England Digital 
Corp, Main Street, 
Norwich. VT 05055, 
(802) 649-5183. 
Western U.S. N.E.D. Rep., 
6120 Valley View Road, 
Oakland, CA 94611, 
(zi15 339-2111. 
Please allow 4 weeks 
for delivery. 

• 
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—Dave Kiswinev 
Ted Nugent bit5; ntaii 

"That's why I'm telling every bass player I kno 
about my new Victory Bass. It's a Gibson, man. 
You can tell by the balanced feel, the superior 

craftsmanship...and stage-to-studio 
performance that leaves the 

others way behind. 

When a bass gets down 
like the Gibson Victory, 
you've just got to spread 

the word. And 
the sound." 

P.O.Box 100087 
NashwIle,TN 37210 

Ralphe Armstrong 
(lean LucPonte) 
Ochre Mdaughlin) 

Rob Moore 

Fo ça poster size reprint of this ad, send 
$0 for postage and handling to Gibson 
Lit !attire. Dept. DK. 



the title cut and " Genesis ( In The Begin-
ning)," McLean's plain-speaking, neo-
folkie roots are more apparent, but 
during a couple of actual rockers, the 
singer projects a pleasantly easygoing 
familiarity with rockabilly, most espe-
cially with his cover of Gene Vincent and 
the Blue Caps' " Lotta Lovin'." 
James Taylor continues to record 

with the cream off the top of the LA stu-
dio scene and Peter Asher at the pro-
duction helm. JT's been a big-time 
soft- rock star long enough now that 
many of his lyrics reflect the problems of 
life in a permanent passing zone, and 
there's a question here of just how inter-
esting that lane is to me, John Q. Lis-
tener. On the one hand, songs like " Hour 
That The Morning Comes," "Hard 
Times," and "Believe It Or Not" sound 
more personal — especially as regards 
marital problems — than anything he's 
committed to wax in years. On the other 
hand, soul-baring as sole inspiration 
doesn't always make for a fabulously 
interesting album, and even for a James 
Taylor LP, this one's got some serious 
lulls. What the singer does put across 
convincingly here is a sense of anomaly, 
loneliness and upheaval, with a momen-
tary ray of sunshine portrayed in the 
nicely Carib-flavored "Summer's Here." 
As usual, the Rick Marotta-Leland Sklar 
drums/bass combo lays down wonder-
fully tight and tangy funk in the grooves 
whenever the songs themselves sound 
a little too lugubrious. The album's by no 
means a musical disaster, just a little 
sad at its emotional core. 
Jesse Winchester's songs have been 

frequently covered (Joan Baez, the 
Everly Bros., Jimmy Buffet), but since he 
quit America in '67 to avoid the draft and 
become a Canadian citizen, his own 
albums have been sporadic. The truth is 
that Winchester is a natural-born South-
erner ( raised in Shreveport, La. and 
Memphis), and Talk Memphis teams 
him with Willie Mitchell, the brilliant 
Memphis-based trumpeter-arranger-
producer. The result is a slightly quirky, 
quietly melodic, R&B-flavored set that 
sounds a bit like Al Green meets Elvis 
Presley at a little country church (they 
drive into Memphis and have a drink with 
Booker T. and the MG's). Mitchell is at 
his best supplying tracks like the one on 
"Let Go," which could be an outtake 
from Al Green's Let's Stay Together LP, 
the funk simmering on the back burner. 
Winchester's at his best on songs like 
"Sure Enough," where he sings " it's too 
late to save my soul, so come on help 
me spend it..." Talk Memphis may be 
mellow in the extreme, but it's also 
genuine Memphis R&B-tinged pop, and 
Winchester's songs and vocal delivery 
reveal a comfortably familiar, earthy wis-
dom. He may not have Don McLean's 
perfectly-tuned pipes, but if he keeps it 
up, Jesse Winchester just might end up 
having the same problems plaguing 
James Taylor, vis-a-vis success. — 
Crispin Cioe 

CK 111 RO 
AN'T 

A IRRESISTIBLE NEW ALBUM 
ON C I OL RECORDS AND OA SETTE eg.;e'ie 

Produced by Wet & Billy tigs, cAp,ro, peco-ïn), 
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"When I was asked to design a 
horn, I decided I'd combine the 
best features of every horn 
made and eliminate all the bad 
features. And I did. You can 
start out playing Mozart, then 
Brahms, and finish with 
Wagner." 

Distinguished Professor Professor of Music 
Indiana University 

HOLTON 

Ulmer and Jackson's New Fusion 

his stuff will take the top of your 
head off. ( One suspects it was de-
designed. in part, to do just that.) 

Either it will take the top of your head off, 
or you're already dead. 

Certainly, such a quality is one trade-
mark of music effecting even a minor 
revolut,on. Its differentness must strike 
with stunning 'orce, and ts new vocabu-
lary — coined because the old one has 
proven inadequate for the current mes-
sage — will by necessity sound foreign, 
even alien. It remains to be seen just 
how deep this music will cut the main 
body of jazz, but there can be no doubt 
that guitarist Blood Ulmer here on Are 
You Glad to be in America (Rough 
Trade) and No Wave (Moers Music) and 
drummer Shannon Jackson with Eye On 
You (About Time) — especially Shan-
non, whose vital presence is heard on all 
three of these discs — are helming a 
new wave. Its crests are intense multi-
rhythms. blasted harmonies, unexpec-
table structures. Just as bebop offered 
the musical correlative to the rhythms of 
postwar New York, this music should 
pace the 80s. 
The music's so new, it has yet to be 

named. When it was first performed the 
term "punk jazz" was used for descrip-
tion, but that covered only part of the 
story. The rubnc was accurate in the 
sense that the music heard here offers a 
brash and startling sound and sensibil-
ity, as did punk rock; indeed, Blood's 
Rough Trade LP is in several ways an 
updated "jazz fusion," incorporating the 
piledriver energy of the late-70s rock 
rather than the melodious beat of the 
late 60s. 

But the real source of what's happen-
ing here is the mid-70s music of Omette 
Coleman. In 1976, Coleman played on 
both of them, and Blood has worked 
often with Coleman both before and 
since those records. From Coleman, his 
former sidemen have taken the Har-
molodic Theory, an intricate method of 
blurring the line between melody and 
harmony, as well as structuring improvi-
sation; I can't say I fully comprehend it, 
but its presence is clearly heard in the 

By Neil Tesser 

large ensemble statements on Are You 
Glad to be in America (Rough Trade) 
and Eye On You. 
What's more, there is a manic, at first 

rootless rhythm to those Coleman 
albums, and it has been extended even 
further on the more recent recordings. 
Shannon Jackson is writing a new chap-
ter in polyrhythmic drumming; he states 
and implies so many deerent beats, 
which seem so at odds with each other, 
and with such fluidity, that the core is 
completely obscured — and yet, a regu-
lar tempo and flow are somehow main-
tained, so that even non-traditional 
concepts of " swing" must be re-
assessed. (Shannon fools the mind, but 
not the body.) As the title to one of his 
tunes suggests, he is a shaman: not 
since Sunny Murray has so radical an 
approach to drumming come along. 
Because of this, it would be easy — and 
incorrect — to ignore the rhythmic con-
tributions of Blood's guitar work, which 
seems to seek out the main thrust of 
Shannon's time and then play against it. 

I find Are You Glad very difficult listen-
ing, which is a good thing; still, its dis-
turbing freneticism might easily wear 
one down. The ten tracks all but jump 
from one to the next; the tandem drum-
ming of Shannon and G. Calvin Weston 
is recorded almost in parody, with 
booming bass drums and sizzly snares; 
both Oliver Lake and David Murray take 
sax solos that bespeak a gracious mad-
ness. Are You Glad serves as a mani-
festo, offering the new music in a 
demanding array of tempos and moods 
best summed up on The tune "Time 
Out:" impossibly busy with rhythmic pro-
pulsion, at times totally anarchic, it pres-
ents sheer sound as a physical 
presence. 

Blood's own guitar work is hot, hard, 
and loud — the notes are bricks. On a 
tune like "Pressure" — a fast- shuffle 
oddball march — he solos in a frag-
mented, splayed style. It's as if he had 
taken a Grant Green solo and driven 
b'amboo splints into it. "interview" is an 
updated exploration of the AACM min-

continued on next page 
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CLASSIFIED INFORMATION 
REGARDING MOONLIGHT RECORDS 

PURPOSE: UNCOVER MOONLIGHT RECORDS' SINGULAR STRATEGY TO 
SUBVERT GLOBAL RECORD BUYING HABITS. 

BACKGROUND: SINCE MAY 1ST, 1979, (N.B. MAY DAY:), MOONLIGHT 
RECORDS HAS BEEN SILENTLY PRESSING AND SELLING 
LITERALLY TENS OF THOUSANDS OF RECORDS. STRANGELY, 

THE NATIONAL PRESS HAS HARDLY MADE MENTION OF THIS 

QUESTIONABLE ACTIVITY: 

PROFILE: LOCATED IN A LITTLE KNOWN PROVINCE IN AN AREA CODE 
NAMED THE TRIANGLE, MOONLIGHT RECORDS HAS TO DATE 
COVERTLY RELEASED THE FOLLOWING ALBUMS: 

1. "THE CONTENDERS" BY THE CONTENDERS (MR 001) 
2. "THE BOUNTY HUNTER" BY MIKE CROSS (MLR 1002) 
3. "CHILDS PLAY" BY CHILDS PLAY (MLR 1004) 
4. "HOW TO ROCK" BY THE BLAZERS (MLR 1005) 
5. " RAINMAKER" BY THE JOHN SANTA BAND (MLR 1007) 
6. "CHRIS FRANK AND HIS ORCHESTRA" BY CHRIS 

FRANK (MLR 1000) 

ACTION 
0 BE TAKEN: 

MOONLIGHT RECORDS IS SECRETLY PLANNING TO UNLEASH 

ON AN UNSUSPECTING PUBLIC FOUR (4) TWELVE INCH 
(12") REDUCED PLAY DISCS ( FOUR TO SIX SONGS PER 

RECORD). SPECIFICALLY THEY ARE: 

1. " SECRET SERVICE" BY U.S. SECRET SERVICE (MLR 

1009) 
2. " BIG BOYS' DREAM" BY THE X-TEENS (MLR 1010) 
3. "THE RUSE" BY MATT BARRETT 6 THE DADS (MLR 

1011) 
4. "THE FABULOUS KNOBS" BY THE FABULOUS KNOBS 

(MLR 1012) 

THESE ARE RECORDS OF SUBVERSIVE VARIETY: THE 
AMERICAN PEOPLE AND MUSIC ESTABLISHMENT MUST BE 
WARNED: THEIR MINDS ARE AT STAKE. THESE RECORDS 
REPRESENT THE FIRST DOMINO IN A LONG LINE OF 

DOMINOES. 

THEY MUST BE SOUGHT: 

THEY MUST BE DESTROYED: 

BURN AFTER READING. 
THE CHAIRMAN. 

Moonlight Records • P. 0. Box 184 • Chapel Hill, N.C. 27514 



strelry; "T.V. Blues," an alteread riff tune 
with a layered funk lope; while " Light 
Eyed" conjures up an Omette Coleman 
melody from '62. But at no point can 
even a casual listener escape the bar-
rage of multiple time. 

If Are You Glad is the manifesto, the 
album from Blood's Music Revelation 
Ensemble gives him the chance to 
expound upon the fine points. For it is on 
No Wave that the new vocabulary yields 
accomplished poetry. With only a 
quartet — Murray ( tenor and bass cla-
rinet), Shannon, and the all-important 
Amin Ali on bass guitar — Blood pres-
ents only four tunes, allowing more free-
dom and depth. On one of them, the 
opportunities are squandered; the oth-
ers are gems. Most impressive is " Big 
Tree, " redolent of American Indian 
music with its stately tom-tom pulse and 
dark melody of wide intervals; Murray's 
bass clarinet harmonics move from solo 
to rhythmic backing for Blood, and 
Shannon's accenting drum rolls are fre-
quently astonishing. The theme of 
"Baby Talk" provides more amazement 
— it is actually two themes, played in 
different tempos as well as different 
meter. 
To Blood's image as manifesto-

waving firebrand, we can compare 
Shannon who, by virtue of the flawless 
Eye On You, reveals himself as the 
brainy theoretician, codifying, contain-
ing, and structuring the raw material 
presented by Omette. On his own 

album, Shannon's drums are mixed 
lower than on the others — it is his writ-
ing, and his firm control of this explosive 
music, that are front and center here. 
Like Are You Glad, Eye On You is an 
armful — 11 tunes in all — but it is infi-
nitely more varietal, and beautiful as well 
as fierce. 

Part of the credit goes to the Decoding 
Society, which Shannon has structured 
to contain two guitars, two saxists 
(Charles Brackeen and Byard Lancaster, 
both bright and superb), and the crown-
ing touch of Billy Bang's violin. When he 
solos over the weirdling theme of "Sha-
man," Bang is a butterfly; on several 
other tunes, he is a vital part of the 
rhythm section. And his pizzicato open-
ing to " Ballet de Omphalos" — which 
turns into the LP's most enveloping 
showcase of ensemble intensity — 
symbolizes Shannon's ability to see the 
individual flowers among the forest of 
rhythm he has created. As good as the 
other two albums are, Eye On You is on 
another plane, and it demands that we 
all keep an eye on Shannon. Shannon 
has shown us possibilities for his music 
that only he could have guessed at: on 
one tune, this vibrant whirlwind of a per-
cussionist plays no drums at all. 

I find some interesting parallels 
between this new music, at the turn of 
the 80s, and the music that erupted at 
the turn of the 70s. With fusion, Miles 
Davis stood at the eye of the storm; with 
this latest development, a similarly 

established giant (Omette Coleman) 
laid the groundwork. Miles' guitarist, 
John McLaughlin, went on to make the 
hardest, most angular music of any of 
Miles' proteges; Ornette's guitarist, 
Blood Ulmer, is following a similar 
course. And completing the analogy, 
Shannon Jackson and the Decoding 
Society can been seen as the new 
Weather Report, transcending their 
genre's apparent limitations to rise 
above category. 
Whether this new "fusion" will have as 

wide an impact, I don't know; I tend to 
doubt it. But this much is certain: if you 
really listen to Blood and Shannon, you 
won't ever hear music the same way 
again. — Neil Tesser 

AKO 

033011T 

 AKG 

The Who 
Face Dances (Warner Bros. HS 3516) 

There's a folk 
saying that 
warns "if you're 
not an anar-
chist at 20, you 
won't have the 
energy to be 
village fire 
chief by 30." 
Pete Towns-

hend, when he reached 30 in 1975, was 
trying to douse his cynicism on The Who 
By Numbers. Since then, there have 
been at least 12 important deaths in his 
extended family — Keith Moon and 11 
kids in Cincinnati — and he's earned the 

The design objective of our new 
D300 series was to put the world's 
most advanced microphone 
technology right into the palm 
of your hand. The patented suspension system shown here allows for 
the first time ever, a combination of the famous AKG studio quality sound with the 

ruggedness and dependability expected from an " on-the-road" vocal microphone 

And, this is just one of the many unique design features you'll find exclusively in our 

D-33OBT, D-320B and D-310 microphones 

Once your AKG dealer puts all the advanced 

features which distinguish the D300 series into 

the palm of your hand we're confident you'll 

decide to go on-tour with AKG 

AKOn 
OCOUSCICS 

AKG ACOUSTICS INC. 
A NORTH AMERICAN PHILIPS COMPANY 
77 Selleck Street Stamford, CT 06902 
(203) 348-2121 
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ELECTRO 1E1 HARMONIX SALE 
All ELECTRO.HARMONIX devices are on sale at WHOLESALE PRICES it leading music stores throughout the world. Shop 
arouna Get the best sounds at the best prices. If none of the stores in your area have these units on sale then buy them direct using 
the coupon below with a 10 day money back guarantee if the units don't blow you away! 

MODEL PRODUCT NAME LIST SALE MODEL PRODUCT NAME 

0225 SLAVE 200 Rackmount 200 Watt 
%AS Power/Slave Amp 

0300 VOCODER 14 Matched Band Rack-
mount Unit 

0400 MINISYNTHESIZER 2 lbs . 5 oc-
tave range. full performance capabilities 
in a battery operated keyboard 

0410 MINISYNTHESIZER WITH ECHO 
Same unit as Mini but has battery oper-
ated echo and oitch-glide bar 

2001 LPS-1 Power Booster Can boost 
your amp power up to 10 times Make 
your small amp sound like a Marshall 
Stack 

1001 LP11.2 Power Booster Same as 
•LPB-1 but in a foot operated unit 

1005 SCREAMING TREE Treble Booster 
Adds razor sharp bite that cuts 

1010 SWITCHBLADE Channel Selector 
Instant switching between accessories or 
amp channels 

1300 RTO Random Tone Generator 
Mellow random scientific music Par-
ticularly effective with Memory Man 
echoes 

2008 MUFF FUZZ Distortion Fuzz with 
edge 

2010 SX Junction Mixer Input/Output 
Mixer 

3001 CLONE THEORY Chorus effect with 
Vibraflange. Sensational on bass guitar. 
A fluid orchestral effect 

3003 BIG MUFF PI Dstortion Sweet vio-
lin- like sustaining sound used by Jimi 
Hendrix 

3004 ATTACK EQUALIZER Makes your 
Gibson-type guitar sound like a Fender 
Strat 

3053 DELUXE BIG MUFF Big Muff & Soul 
Preacher in one box. AC powered. 

3060 GRAPHIC FUZZ Noiseless, dynam-
ically sensitive distortion combined with 
graphic EQ 

3075 HOT TUBES Vacuum tube overdrive 
simulator 

3800 VOLUME PEDAL Great for tape re-
verse simulation 

4100 DOCTOR 0 Envelope Follower-For 
involuted mellow funk lines 

4250 BASSBALLS Twin Dynamic Enve-
lope Follower For Bass Guitar 

4300 SILENCER Noise Gate/Line Noise 
Eliminator 

4500 SOUL PREACHER Sustainer/Com-
pressor for long undistorted sustain 

4600 SMALL CLONE Sensational micro-
chorus effect for guitar, keyboards, or 
voice. 

4800 SMALL STONE Phase Shifter The 
#1 selling phase shifter)n the world 

4909 AC/DC 9 VOLT BATTERY 
ELIMINATOR 

5100 ELECTRIC MISTRESS Flanger 
Shimmering comb filter sweeps 

5150 DELUXE ELECTRIC MISTRESS 
Flanger Used by Pink Floyd 

5200 ATTACK DECAY Creates a variety of 
bowed and plucked sounds 

5500 SOLID STATE REVERB No springs 
or moving parts. 

5800 BAD STONE Phase Shifter 
5950 DELUXE OCTAVE MULTIPLEXER 

Octave Divider Great for voice or guitar 
7100 POLYPHASE Studio phase shifter 

with envelope following mode 
7300 GOLDEN THROAT II Voice box with 

mouth tube 

$399 ni $ 168.00 7600 10 BAND GRAPHIC EQUALIZER 
with footswitch 

799 00 299.00 7451 DRM.15 E-H Digital Rhythm units with 
7460 DRM-32 15 and 32 beats respectively 

249 00 169.00 Programmed by the slickest. most soulful 
Motown and NYC R&B studio musicians 
in hundreds of session hours 

399 00 299.00 7660 MINI MIXER Four mixable inputs 
7700 POLYCHORUS With flanging, cho-

rus, slapback echo modes and 
25 00 18.50 companding 

7811 MEMORY MAN Stereo Echo/Chorus/ 
Ambitron 

7850 DELUXE MEMORY MAN Echo with 
33 50 24.50 Chorus. Vibrato and Companding 

7860 ECHO 600 600 millisecond delay-
33 50 24.50 Echo/ChorusNibrato 

7900 MICROSYNTHESIZER A sensa-
2 50 16.50 tional multiprocessor for guitar Outsells 

all brands of guitar synthesizers in the 
world combined 

89 00 36.00 7950 BASS MICROSYNTHESIZER De-
signed specifically for bass guitar 

8000 GUITAR SYNTHESIZER Used by 
Steve Howe of YES 

34 00 23.50 9203 DOMINO THEORY Sound sensitive 
light tube 

14.00 9.50 9390 3 PHASE LINER Electronic 
Necklace 

126 00 79.50 9550 CORONA CONCERT Gas Flask 
9620 STEREO AMBITRON plus reverb. 

Converts any mono source or record to 
58 00 39.00 stereo or any stemo to auad 

89 95 29.50 

130.00 89.00 

139 00 100.00 

94 00 

85 00 

55 00 

91 95 

79 00 

89 00 

109 00 

89.00 

14.95 

109.95 

129 00 

199.00 

299.00 

58.00 

59.50 

33.75 

39.95 

39.50 

49.50 

64.50 

42.50 

9.95 

69.75 

83.50 

67.00 

138.00 

99 95 58.00 
199 00 119.00 

199 00 139.00 

149 00 109.00 

ELECTRONIC DRUMS 
5300 SPACE DRUM Popular oisco effect 

now also used in Reggae 
5310 PANIC BUTTON Assortment of po-

lice siren sounds 
5320 SONIC BOOMER Tuneable drum 

over 10 octave range 
5330 ROLLING THUNDER Low fre-

quency noise bursts 
5350 SUPER SPACE DRUM Space drum 

with modulation capabilities used by the 
CLASH 

5360 CRASH PAD Variety of pink noise 
sweeps 

5370 CLAP TRACK Hand clapping drum 
with tape reverse options 

5380 SEQUENCER DRUM 8 variable 
tones in a unique percussion controlled 
memory unit 

5385 CLOCKWORKS Controller & Percus-
sion Brain 

Please ship at SALE price: 

Model # Produc*. Name 

LIST SALE 

123 95 79.50 

$229 00 $139.00 
299 00 174.00 

99 00 69.50 
215 95 139.00 

269 00 159.00 

349 00 219.00 

399 00 339.00 

299 00 189.00 

299 00 189.00 

1 495 00 595.00 

49 95 29.50 

39 95 15.90 

195 00 79.00 
479 DO 185.00 

99 00 59.00 

89 00 35.00 

89 00 35.00 

89 00 35.00 

129 00 79.95 

129 00 87.00 

149 00 92.00 

199 00 119.00 

229 00 119.00 

Visa DJ MasterCard CI Check or Money Order 

Card #  

Signature_ 

Name 

Address  

City  

total 

MPL-2 

Sale Price 

 FxpiraUor, 
Date   

State Z p  

ELECTRO-HARMONIX•27 W23 ST•NY-NY•10010 
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long look in the mirror that Face Dances 
represents. In the accelerated gypsy 
reel " Daily Records," he says he knows 
by now he'll never change. But he's cap-
able of learning something from watch-
ing his two real- life daughters growing 
up: "Got to admit that I created private 
worlds/Cold sex and booze don't 
impress my little girls...When you are 
eleven the whole world's out to lunch." 
A man of 37, then, living on the banks 

of the Thames and thinking aobut his 
wife and his work. He knows he and the 
wife have passed the point of no return, 
and the intro of "You Better You Bet" 
heralds that realization with a plangent 
keyboard chord, building synthesizer 
line, and harpies' chorus of schoolboy 
voices. It's a song of mature but slightly 
twisted love, talking sometimes obs-

curely, sometimes roguishly ("You work 
on me with open arms and open legs") 
but breathing warmth through its 
cliches: "You better love me all the time 
now/You better shove me back in line 
now." 
Auteur Townshend is determined to 

have his husbandly say, and the follow-
ing song, " Don't Let Go the Coat," tests 
how far the faithful will follow his logic. " It 
ain't really true rock and roll," he says, 
"Unless I'm hanging on to you when I 
hold it next time...1 won't let go of the 
coat." This ambivalence between his 
liking for domesticity and his love for his 
job out there in teenage wasteland has 
become Townshend's most interesting 
ache ( putting to rest the obsessed, Leo-
pold Bloomian figure behind songs like 
"Squeeze Box" and "My Baby Gives It 

PATCH 
THIS IN AND 
GET MORE 
SUB111[IXES 

OUT. 
Cue mixes, monitor mixes, echo mixes. The Teac 

Model 1 lets you expand the capability of your own 
system. So you won't have to spend a fortune on a 
new mixer. 

You won't have to spend a fortune for the 
studio-proven Model 1 either. It costs less than a high 
quality microphone. 

And that's a small price to pay to get more 
sub mixes 
out of your 
system. TEAC Production Products 

TASCAM CREATIVE SERIES 

@ 1981 TEAC Corporation of America, 7733 Telegraph Road, Montebello, CA 90640. 

Away"). The soldierly essence of his 
rocker's creed seems to be a line from 
"Don't Let Go the Coat" that singer 
Roger Daltrey slips in with newly deli-
cate inflections — " But you've got to 
finish everything you've started." 

Daltrey's vocals, always colored by 
the phrasing of Townshend's demo 
tapes, have never sounded so much like 
the vocals on Pete's solo albums. Face 
Dances, it seems odd to realize, is the 
first Who studio LP since Moon's death. 
In place of Moon's pummeling we have 
Kenney Jones' spirited precision, and 
the entire effort is more controlled. ("The 
production of our records has nothing to 
do with sound," Pete complained to Jon-
athan Cott in a 1970 interview, " It's got to 
do with trying to keep Keith Moon on his 
damn drum stool and keeping him 
away from the booze.") 

Reports from the Who's recent U.K. 
tour have Townshend and Daltrey feud-
ing onstage, which may be healthy, 
because this LP is disciplined to a fault. 
While I enjoy the subtler expressiveness 
of Daltrey's singing — his reading of 
Pete's "How Can You Do It Alone" 
seems to reflect every gyration of the 
fitful Townshend mind — I also miss the 
animal extravagance of his delivery of, 
say, "Sister Disco." 

Nor is this record brimming with hot 
guitar. The band is leaving a lot of the 
busy work to Rabbit Bundrick's key-
boards, and I think that shortcut is one of 
the things that makes this album's dis-
appointments — "Did You Steal My 
Money," "Another Tricky Day," and 
"You" ( by Entwistle) — as wooden as 
they are mean-spirited. Bundrick's exer-
tions sound just great underneath "You 
Better" ' s rich mix, or drilling through the 
subterranean thunder of Entwistle's 
"The Quiet One" — but they can barely 
pull you from verse to verse of the dia-
tribe songs. 
What Face Dances comes down to is 

that Townshend is a lot more compelling 
talking about his wife than his work 
these days. While that may not make 
him ideal fodder for the next mass 
audience of tough boys, it does mean 
he's still honest enough — and when he 
bears down, musically powerful enough 
— to keep their faith. — Fred Schruers 

Anthony Davis 
Lady of the Mirrors (India Navigation 
1047) 

At first hear-
ing, this solo 
piano album 
struck me 
as a virtuosic 
contempor-
ary master-
piece, yet 
somewhere 

,411 in my sub-
conscious a voice whined, " It's too struc-
tured; contaminated by the evil influ-
ence of European art music." But those 
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The best lust got better! 
Our XR-600 has been the largest 

selling compact mixer/amp for quite some 
time now But the best just got better! 

Each channel of the new XR-600B 
features balanced low impedance inputs in 
addition to the usual high impedance 
inputs. To the best of our knowledge, this 
professional feature is found on no other 
similar unit. 

The XR-600B's master section has a 
new contrdl that we call "Reverb Return To 
Monitor." Now you can blend reverb into 
your monito- system! 

To provide the output power and 
headroom 30 necessary for today's 
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performing requirements, the power 
amplifier sectbn has been totally 
redesigned and is now capable of 
delivering 210 watts RMS into 4 ohms and 
a whopping 300 watts RMS into a 2-ohm 
load! This means that you can add extra 
speakers without overloading the power 

amp. 

We invite you to compare features and 
performance with any other competitive 
unit. .We're convinced that you will 
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compact mixer/amp available. Write today 
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details. 
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very structural considerations — the 
fragmented motifs and textures set in 
vital contrast and logical repetition in 
works like " Lady of the Mirrors," " Five 
Moods from an English Garden" and 
"Under the Double Moon" — began to 
conjure images and feelings in such a 
striking and unique fashion that I found 
myself captured. That's when I began to 
realize what a natural and successful 
expression of his musical personality 
Davis could make through these struc-
tures, and how completely he has deve-
loped from a composer of prodigious 
talent into one with the maturity and 
taste to match. Taken with his recent 
octet performance at the Kitchen, this 
album represents Davis at the heights of 
his creative powers. Not only is he an 
increasingly important composer but, as 
this release clearly illustrates, he is a 
piano virtuoso of seemingly limitless 
technical and expressive resources, 
and while this album may not quite 
reach the romantic elevation of his octet 
music, it certainly brings you delightfully 
close to the powerful structures behind 
his compositions, and closer to the mind 
and soul of the man who creates them. 
With Ellington as his acknowledged 
inspiration, what a future this young 
Afro-American composer/pianist has! 
— Cliff Tinder 
Halveti-Jerrahi Dervishes — Journey 
to the Lord of Power, Inner Traditions 
International 1001. And now for a record 
that dwarfs every other album released 
this and most other months, an 
unusually fine stereo recording of the 
Halveti-Jerrahi dhikr, "an ancient Sufi 
ritual of remembrance." If you've lost the 
sense that music has the power to 
change men's lives, regain it here. This 
carefully sequenced ceremony combin-
ing chant, prayer, dance and music fea-
tures, among others, the greatest living 
player of the ney (a Turkish end-blown 
flute whose only rival for elegance and 
spiritual penetration is the shakuhachi of 
Japan), Niyazi Sayin, who seldom 
records; a handful of the finest cantors in 
Turkey, although the legendary blind 
Kani Karaca is not on hand; percussion-
ists and a chorus of dervishes whose 
commitment to the dhikr is audibly abso-
lute. Highlights include Sayin's opening 
ney solo with kemence obligato by I hsan 
Ozgen; the parabola of rapid La ilaha 
illallah's over which a cantor impro-
vises a thrilling, whirling, incendiary solo; 
the low powerful cries to Hu (Him) as if 
the world were sustained by them; the 
motoric exhalations of Ya Hayy (The 
Living One) that propel a series of poly-
phonic hymns and further incantations; 
and the way the depth of prayer is car-
ried right through a series of climaxes to 
the very end. This simply makes most 
other music sound silly and the effect of 
most other music seem superficial, 
almost remote. I mean it. The rest is 
silence. ( I.T.I.; 377 Park Ave. South; New 
York, NY 10016.) — Rafi Zabor 
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Now! from MORLEY 
extraordinary new effect boxes 
extraordinary performance 

extraordinary quality 
Compressor 
• wide compression range 
• voltage regulator 
• rapid attack and release time 
• high input signal level capability 
• low noise and output impedance 

Phaser One 
• regeneration control 
• voltage regulator 
• no distortion 
• high input signal level capability 
• low noise and output impedance 

Deluxe Phaser 
• 1080 degrees of phase shift 
• travel and regereration controls 
• no distortion 
• voltage regulator 
• high input signal level capability 
• low noise and output impedance 

Noise Gate/Line Drive 
• no distortion during gating 
• variable boost and decay controls 
• super gating action without bounce 
• low noise and output impedance 

(ordinary prices) 

All Morley Extraordinary boxes feature: 

• both battery and AC capability with opt,onal adapter 
• two LED indicators to show: 

when the effect is on 
when the power is on but the effect is not 

• heavy duty, die cast metal box for protection 
• non-skid corner anchors for stability 
• premium quality switch and control knobs 

/r. 

CA°R1Eil 

Flanger 
• excellent tone 

• voltage regulator 
• flanging range 40-10000Hz 

• low noise and output impedance 
• regeneration control 

Distortion One 
• wide distortion range 

• long sustain 
• loudness control 

• distortion range control 

Deluxe Distortion 
• extra wide distortion range 

• super long sustain 
• voltage regulator 

• bass and treble boost control 
• volume boost control 

• high signal to noise ratio 

and low output impedance 

ABY Switch Box 
• selects A or B channel separately 

• enables both channels to be 
used simultaneously 

• LED's shcw active channels 
• handles high power outputs from 

speakers and amps 
• all channels can be input or output 

It's not extraordinary for these to be superior boxes when you consider 
we've been making the world's finest effect pedals for 10 years. 

These boxes boast the same levels of performance, quality, reliability 
and durability that recording and performing musicans tell us they 

must have fo • professionalism. 

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

6855 Vineland Ave., No. Hollywood. CA 91605 ( 213) 760-3140 

FREE catalog and crazy bumper sticker 

MORLEY — 6855 Vineland Avenue 
North Hollywood, California 91605 

NAVE 

ADDRESS 

CITY STATE  ZIP 
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The Jam sound off, the 
Searchers look good, and 

Midnight Flyer never takes off. 
LKJ goes rub-a-dub-dub, but 
Leon Russell should stay off 

the bluegrass. 

By David Fricke 

HORT TAKES 
Midnight Flyer 

The Jam — Sound Affects (Polydor). 
What the Clash now take two and three 
albums to do the Jam still do in one, if 
you don't count the free single included 
in early copies. And where the Clash 
often sound forced by their own frustra-
tion with the punk form to jump on every 
musical bandwagon that passes by, the 
Jam accept the limitations of their basic 
sound — Who-ish three-piece thunder 
— while adding effective dabs of tonal 
color ( horns, keyboards, even dub-wise 
mixing on the instrumental "Music For 
the Last Couple") in those spaces left by 
Paul Weller's pithy, poignant songwriting 
pen. So what if " Start!" is a fearless cop 
of Beatle George's "Taxman"? Have 
you ever heard the one about "My Sweet 
Lord" sounding like... 
Abba — Super Trouper (Atlantic). Even 
at its sappiest (the tearjerking "The Way 
Old Friends Do" that closes this album). 
Abba's polar pop is good for what ails ya. 
as refreshing as the Nestea plunge. 
Bjorn and Benny add a few new wrinkles 
here and there as well, like the Devo-
phoric overtones of "On and On and 
On." The winners take it all, again. 
The Searchers — Love's Melodies 
(Sire). Moon Martin, John Fogerty, Will 
Birch of the Records, Motorsman Andy 
Mc Masters, and Alex Chilton are just a 
few of the ace tunesmiths who get the 
Searchers treatment here — crisp 
resonant Byrds-y guitars, snappy 
rhythms, and heavenly choir-like har-
monies. Sure, you've heard it all done 
before. But rarely is it done better. 
Leon Russell and New Grass Revival 
— The Live Album (Paradise). The so-
called "Master of Space and Time" 
spins his wheels in an abortive fusion of 
New Grass Revival's infectious organic 
boogie and his own overbearing rock-
gospel pretensions. Could have been 

Leon Russell 

worse, though. He could have done 
what he did on his last live album — 
made it a three- record set. 
Joe Ely — Musta No/ta Gotta Lotta 
(South Coast/MCA). The best Joe Ely 
album since the last Joe Ely album. Why 
this killer Texan — with his 180 proof 
blend of rock 'n' roll moxie, honky-tonk 
soul, and Tex-Mex jive, not to mention a 
band as hot as homemade chili — isn't a 
star is a mystery. With any luck, this 
album is the solution. 
Good Rats — Great American Music 
(Great American). This band, a Long 
Island rock 'n' roll institution, seems to 
suffer from the same jinx bugging Joe 
Ely. But like the little bar band that could, 
the Rats keep plying their trade and with 
this album (their seventh) their time may 
finally have come. Singer Peppi Mar-
chello writes vigorously catchy songs 
with clever lyrical twists ("New York Sur-
vivor," "Audience," "Rock and Roll Point 
of View") and the band grinds them out 
with neo-heavy metal fervor. So why let 
Long Island bars have all this fun? 
The Jags — No Tie Like a Present 
(Island). Just because this English 
quintet replaced a couple of members 
for their second album doesn't mean 
they don't still sound like third-rate Elvis 
Costello clones. 
Robert Rental and the Normal — Live 
— West Run/on Pavilion (Rough Trade 
US). There's music on only one side of 
this twelve- inch disc ( it sells for about 
the price of a disco single) and that one 
side sounds like it was recorded in a 
New York subway tunnel. But there is 
something morbidly fascinating, even 
hypnotic, about the manic application of 
abstract sounds to primal electronic 
composition — a kind of musique con-
fused — by these two English eccent-
rics ("the Normal" is one Daniel Miller, 

The Searchers 

best known for his dirge "Warm Lea-
therette"). Not for the faint of ear. 
Pere Ubu — The Modern Dance 
(Rough Trade US). A reissue of this 
experimental Cleveland band's classic 
first LP. If you've had trouble dealing with 
their later, more demanding records like 
New Picnic Time and The Art of Walking, 
then this 1977 album — a no less inflam-
mable combination of Beef heartian 
clamor and otherworldly melodies but 
firmly grounded in 20th century rock — 
is a good place to start. In Ubu's world, 
you've gotta learn to dance before you 
can walk. 
Stiv Bators — Disconnected (Bomp) 
Former Dead Boy vocalist cools the 
Iggy-isms in favor of a more competent 
hard- rock approach on his first solo 
album. The result is a young, loud, and 
snotty Torn Petty, which is actually quite 
refreshing considering how many ersatz 
Iggys are crawling around L.A. these 
days. Add ten points for a bullish cover 
of the Electric Prunes' " I Had Too Much 
to Dream Last Night." 
Various Artists — I.R.S. Greatest Hits 
Vols. 2 & 3 (I.R.S.). New wave entre-
preneurs, the International Record Syn-
dicate, pat themselves on the back with 
this • two-record sampler of acts and 
tracks they've released over the last two 
years. Obvious selling points are the 
$9.98 list price and rare tracks by the 
Police (their debut 45 " Fall Out"), John 
Cale, and the Cramps, but then you also 
get an inexpensive chance to savor the 
eccentric joys of Skafish, Wazmo Nariz, 
Fashion, the Fall... 
Various Artists — Rising Stars of San 
Francisco (War Bride). Of the eleven 
Bay Area hopefuls, at least four of them 
could qualify for this label's "Greatest 
Hits" in a few years. The Kingsnakes 

continued on page 96 
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Maybe you're ready for Ramsa. 
You get to the point where profes-
sional equipment makes a serious 
difference. Where anything less 
holds you back. And when that 
day comes, you're ready for 
Ramsa — the new sound reinforce-
ment equipment from Panasonic 
Professional Audio Division. 

With Ramsa, you can choose 
the system that works best for you 
with mixer-amps, mixers and line 
array speakers, all designed for 
fast setup, with a minimum of lines 
and clutter 

Take our extremely versatile 
mixer-amp (WA-140). In addition 

to its two 60-wort channels  (from 
20Hz to 20kHz into 8 ohms with 
(13% THD), the WA-140 gives you 
a 4 mike mixer, 5 point equalizer, 
2 phono and 2 aux inputs. Add 
the Ramsa line array speakers 
(WS-130 or135) which resist burn-
out even when you're really 
cooking. 

There are also Ramsa line 
array speakers with bu: If- in amps 
(WS-160 or165). When hooked 
up to our portable mixer (WR-130), 
this system is versatile enough for 
both sound reinforcement and 
recording. And both. speakers 

employ horn dryers for wide dis-
persion and extended high 
frequency response. 

Add Ramsa hand-calibrated 
unidirectional microphones with 
floating suspension and double 
windscreens to produce a sound 
that won't let you down. 

So when you think you're 
ready for Ramsa, call 800-447-
4700 (in Illinois, 800-322-44CC) and 
audition the new name in sound 
reinforcement. 

Panasonic 
PROFESSIONAL AUDIO DIVISION 



his Rollins bag than usual. The album is 
spiced by the Brazilian Cliffordian Cau-
dio Roditi and Eddie Blackwell on drums 
(why don't more people record with 
him?). Schnitter was the tenorist in Bla-
key's last band but one, and its leading 
soloist. The album's okay. Schnitter 
shouldn't sing. To come full circle, two 
early Messenger dates are reissued 
cheap on Columbia this month: Art Bla-
key and the Jazz Messengers (37021) 
and Hard Bop (36809). The first features 
the second Messenger unit with Donald 
Byrd replacing Kenny Dorham on 
trumpet, Mobley, . Horace Silver and 
Doug Watkins. Prime melodist is Silver, 
and the album is noteworthy for the first 
recordings of his " Nica's Dream" and 
"Ecaroh." The second album stars a 
young Jackie McLean in excellent spir-
its and the first performance of his " Little 
Melonae." Towering over both albums is 
the leader, drums roaring like a lion. 
They haven't recorded it yet, but I under-
stand his current Messengers are the 
best in many a year. 

Pianissimo 
It's hard to realize in retrospect how 

many inventions Bill Evans was 
responsible for. He created a new lan-
guage for introspection in jazz, broa-
dened the music's harmonic and 
emotional palette, reinvented the piano 
trio for the post-bop era and provided a 
model for several generations of white 
musicians genuinely looking for their 
native land in the continent of jazz. His 
historical importance has yet to be satis-
factorily assessed; his artistry, like any 
worthy of the name, was inestimable. 
His loss is painful still. You Must Believe 
in Spring (Warner Bros. HS 3504) is not 
the last album he recorded but a session 
with Eddie Gomez and Elliott Zigmund 
from 1977. It's hard to imagine why it 
wasn't released then — it's one of the 
finest Bill Evans albums of the decade 
and, in the aftermath of his death, heart-
breakingly beautiful. It wasn't a perfect 
trio, mind you, but on this date Gomez is 
at his least skitterish, Zigmund content 
to remain discreetly on brushes most of 
the time, and Evans luminous beyond 
words. If you haven't listened to him in 
some time, listen here. An extraordinary 
album. Hail and farewell. 

If the Evans influence needs tracing, 
Gary Peacock's Shift in the Wind (ECM 
1165) is ready to hand. Art Lande is on 
piano, Zigmund on drums and the mas-
ter bassist at center stage for an album 
which, if it does not approach the level of 
the Evans date, has fragile beauties of 
its own. An authoritative pre- Evans trio 
appears on the reissue of Bud Powell's 
Portrait of Thelonious (Columbia 
36805), comprising Powell, Kenny 
Clarke and Pierre Michelot, recorded 
live in Paris, 1961. The manner is typical 
of Powell's audibly troubled later years, 
but the four Monk tunes are definitive 
tributes, especially " Off Minor," Powell 

trading all his speed and brilliance for 
clarity of line and disturbing depth. They 
doused him with ammoniated water in 
mental hospitals and he died in a door-
way in Brooklyn. 

There's some indecently vigorous 
stride piano from The Ralph Sutton 
Quartet (Storyville 4013) and a solid, 
two-fisted solo album from Sir Roland 
Hanna, Swing Me No Waltzes (Storyville 
4018), and both are recommended, but if 
you want to find pianism approaching 
the Evans level this month you'll have to 
go to the inexcusable and unusually 
flamboyant brilliance of Steve Kuhn on 
Bob Moses' Family (Sutra 1003), which 
also features some expansively swing-
ing Dave Liebman and the unique bass-
work of Steve Swallow, but good grief, 
Kuhn was having a day for himself, with 
sparkling, eccentric lines, bizarre and 
perfect harmonies, and all his technical 
and emotional command in full battle 
array. Moses' writing is excellent, espe-
cially " Portsmouth Figurations," and his 
one drum solo is terrific. 

And Much, Much More 
Until I heard the Mingus Dynasty 

Live at Montreux (Atlantic 16031), I won-
dered what Jack Walrath was so pissed 
off about in the liner notes to the Dannie 
Richmond Quintet (Gatemouth 1004), 
but now I see that the Dynasty is getting 
topheavy with tribute and, despite the 
continued presence of Jimmy Knepper, 
very unMing. You can't play "Ysabel's 
Table Dance" again, period, and though 
I'm grateful for the two rare Mingus 
tunes on the disc, I heard Mingus on his 
last tour and the version of "Cumbia & 
Jazz Fusion" on Richmond's album is 
just the way it was, and unforgettable. 

Folks really began to take notice of 
Mingus' tenor alumnus Booker Ervin 
with the release of The Freedom Book in 
'64 — that Byard / Davis / Dawson 
rhythm section was a revelation, and so 
were the tunes — but Booker was in 
classic form long before that. You 
should have heard him blow the VSOB's 
away at the New York jam sessions I 
went to in my youth, or with Roy Haynes' 
working band. Roy Haynes/Booker 
Ervin, Bad News Blues ( Prestige 
MPP-2504), brings back those days of 
yore, and mine, with great, high-cry 
Booker, continuously brilliant drumming 

from Haynes, the great title blues, and 
an unexpectedly definitive pure jazz ver-
sion of " Under Paris Skies," all for $5.98 
list. Buy, buy, buy. Also in the new Pres-
tige series of onefers is the best Dexter 
Gordon you'll hear this month, The Bal-
lad Album (MPP 2502), recorded just 
before all the hero-worship began and 
better than anything since. Not all bal-
lads, either. "Tangerine" goes by at a 
good clip and two other tunes bounce. 
Bonuses? How about two tart Thad 
Jones solos and one lush Freddie Hub-
bard? Purchase, purchase. 

While we're in tenor heaven, stop to 
consider the two-tenor tandem fronted 
by drummer Idris Muhammad on Kab-
sha (Theresa 110): George Coleman is 
unnaturally fleet and Pharoah Sanders 
is a flawed but primal force, and the 
no-nonsense, kick-ass rhythm team of 
Muhammad and bassist Ray Drum-
mond put the album over with room to 
spare. Sanders cuts loose once, Cole-
man consistently. Good, honest album. 
Sonny Stitt (Sonny's Back, Muse 5204) 
is probably still out there in the bars of 
America sneering down an unworthy 
house rhythm section, but on this disc 
he blows tenor terror Ricky Ford to a 
standstill — bastard refers to Ford in the 
liner notes as "a promising little musi-
cian" — with a loping generosity of 
swing and a fecundity of ideas you won't 
soon find elsewhere. Why not get this 
foxy character into a studio with Rollins? 
If he can't shake off Newk's studio chill, 
no one will. Stitt's got a raw deal. He 
should be rich and famous and he 
knows it and it hurts. 

With all the hard-bop elegance and 
precision of this month's releases, the 
engagingly ragged ensembles of David 
Murray's Ming (Black Saint 0045) 
came as a contemporary shock to 
these reminiscing ears, but the album's 
a winner, and Murray manages not to 
get blown away by his formidable 
cohorts Olu Dara, Henry Threadgill, 
George Lewis and Anthony Davis. This 
scaled-down version of Murray's big 
band is neat, folks, and the writing is 
good, particularly the title ballad. Murray 
runs his personal gamut from Ayler 
squeals to straight blowing (where he's 
best, sez I). Obtain, obtain. Steve 
Lacy/Don Cherry, Evidence (Prestige 
MPP 2505) is another welcome addition 
to the $5.98 reissue trend (though I hope 
the next Prestige batch comes with 
recording dates and maybe liner notes, 
they can use the old ones, like Colum-
bia). Lacy has always been adept at 
finding partners to set off his spare, 
proto-Braxtonian style. Now it's burning 
Steve Potts, once it was flamboyant 
Roswell Rudd, here it's the skittish, 
multinoted Cherry in fine, fine form. Not 
all Monk tunes but all good, Billy Higgins 
on board to reinforce the Ornettitude, a 
forgotten near-classic returns and Lacy 
is alive and well in Paris. As veteran 
bores like Bob Blumenthal and I never 
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Man ifacturers of high fidelity components, 

microphones. sound systems and related circuitry. 
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Ogg0 
brings a new dimension 
to a hand-held 
condenser microphone 

This new high technology Shure microphone w II chan.ge 
the way people think of condenser microphones. The 
SM85 is desigrec: especially for on-stage. hanc-held use. 
Its sound is unique— far more tailored to the special needs 
of the vocalist sizzling highs and a shaped mid-range for 
superb vocal reproduction, and a gentle bass rolloff that 
minimizes handling noise and "boominess" associated 
with close-up use. Wra-lcw.distortion electronics make the 
SM85 highly immune to stray hum fields. An integral., dual-
density foam windscreen provides built-in pop, protection. 

What's more. tie SM85 Condenser Microphone must 
pass the same ruggedness and dependability tests 
required of Shure dynamic m crophones. As a result, the 
SM85 sets a new standard of reliability for hard-held 
condenser microphones. 

The SM85 is ex,trernely lightweight, beautifully balanced 
—it feels good, looks good on-stage, on-camera, on-tour. 
Ask your dealer for a aemonstration of the new SM85 PRO 
TECH Sound, or write us ( ask for AL664) for full details. 

SM85 
Cardioid Condenser 

Hand-Held 
Professional Microphone 



See us at NAMM 
Booth 519 
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FOR 

A FREE 

BROCHURE 

ANDA LIST OF 

PROFESSIONALS 

RECORDING AND 

TOURING WITH THE 

STEINBERGER BASS 
Write or Phone: 

3meo  

148 SULLIVAN STREET, BROOKLYN 

NEW YORK 11231 212/ 447-7500 
Dealer Inquiries Invited 

• 
1981 Pro-Line Guide 

• A comprehensive 64 pg. color guide to al 
Carvin Pro-Line equipment including illustra 
tions, technical information and specifica 
tions with Special Direct Prices. 
• Carvin's new products for the 80's include; 
double neck guitars, modular power amps up 
to 700w RMS. Recording and road mixing 
boards, JBL Pro speakers, bi-channel tube 
guitar amps, Parts, plus much, much more. 
• As we introduce you to the finest Pro Equip-
ment available, you'll appreciate Carvin's 
policy of selling Direct for exceptional values. 
Write:CARVIN Dept. MP80, 155 Industrial Ave., 

Escondido,CA 92025. Phone: (714)747-1710 

CARVIN FREE CATALOG 

Name   

Address   

City 

State Zip MP80 

Jazz Shorts cont. 
tire of pointing out, Bobby Hutcherson 
is one of the unfailingly brilliant improvis-
ers on planet Earth and if he played 
something other than vibes billions, tril-
lions, zillions would worship him, honest. 
Medina (Blue Note 1086) is an intense 
and fertile session from '69 with a quintet 
of soulmates: Joe Chambers, Harold 
Land, Reggie Johnson, Stanley Cowell; 
and Columbia, having done Hutch the 
favor of deleting all his albums, has 
come out with The Best of Bobby Hut-
cherson (37093) but Medina is better 
than the best, and not an attempt to pop. 

Back in the cheap reissue depart-
ment, Carmen McRae Sings "Lover 
Man" and Other Billie Holiday Classics 
(Columbia 37002) is a most welcome 
return — Carmen sings even better 
today, but doesn't get material of this 
caliber ( Norman Granz, please sign her) 
— but the vocal album of the month is 
Billie, Ella, Lena, Sarah! (Columbia 
36811), featuring just who you'd think it 
does, turn and turn about, 1935-50. It's 
mostly Billie, and the strangest transition 
is from Holiday to Horne, from sexuality 
to sensuality, fact to fancy. Instructive 
Americana, at the very least. One of the 
most engaging hard-bop albums of the 
month looks like an avant-garde pack-
age, Folks, by drummer Doug Ham-
mond, Idibib 104, featuring a host of 
New York all-stars including Angie Bofill 
doing an Annie Ross take, lots of bright 
original compositions, Muneer, Abdul 
Fattah, Byard Lancaster, Cecil McBee 
and an inventiveness and consistency 
that commends the date to your enlight-
ened attention. ( Order from Daybreak 
Express, 169 7th Ave., Brooklyn, NY 
11215.) There are literally dozens of fine 
albums — by Blue Mitchell, John Col-
trane/Ray Draper, Charles Mingus/ 
Thad Jones, Lambert, Hendricks & 
Ross, Eric Dolphy, Rufus Reid, and a 
host of others — BUT WE HAVEN'T 
GOT THE SPACE and I feel compelled 
to say something acid about The 
Lounge Lizards (EG 108), buncha 
ofays in white shirts and narrow ties 
passing themselves off as objay dars 
purveying "fake jazz," like a band for a 
Saturday Night Live takeoff of a beatnik 
50s cafe. Not even cute. When better 
men can't make a living playing real jazz 
I have zip sympathy for this spineless 
and untalented twaddle. Since art can 
do more than recirculate the images and 
detritus of a dying culture — in fact it 
can create new possibilities, new lives, 
new human beings — these ineptly 
played, smartly conceived " Harlem 
Nocturne" tunes are an insult and a 
cheat and diminish us all. Have I 
responded according to type? Good. 

Erratum: Last month we inadvertantly 
left off James Newton's record com-
pany that put out his outstanding album, 
The Mystery School.. Find it on India 
Navigation #1046. 

Rock Shorts cont, from pg. 90 
feature two former Flamin' Groovies, 
which should be explanation enough. 
Debra Knox of the Fun Addicts sings 
"You Don't Care" with all the lust and 
vigor of a punky Ann Wilson. New 
Romans contribute a bouncy "She 
Doesn't Play ( With Yo-Yo's)" and the 
sorely underrated Readymades check 
in with the bold menacing pop of "Run-
ni' Too Fast." Songstress Holly Stanton 
and another ex-Groovie Roy Loney, also 
included here, have War Bride LPs of 
their own out now worth checking out as 
Linton Kwesi Johnson — L.K.J. in Dub 
(Mango). Reggae poet Johnson and his 
pen take a vacation while co-pro-
ducer/mix-master Dennis "Blackbeard" 
Bovelle cooks up a dub-ble bubble stew 
of rhythms culled from Johnson's last 
two LPs Forces of Victory and Bass Cul-
ture. Johnson's powerful way with words 
is conspicuous by his absence, but 
Bovelle's way with the music is sheer 
Midnight Flyer (Swan Song). The pro-
duction by Mick Ralphs of Bad Com-
pany is punchy, the band (ex-Foghat, 
Whitesnake, among others) competent, 
and celebrated Scottish throat Maggie 
Bell has a magnificent set of Joplin-
esque pipes. Why, then, doesn't Mig-
night Flyer ever get off the ground? 
Because most of the songs are tired, 
overworked Anglo blues- rock cliches. 
Exceptions: the jazz-tinged " In My 
Eyes," a dramatic ballad called "Rough 
Trade," and "What Ever I Want," which 
is best described as heavy metal 
Hawks (Columbia). This fresh-faced 
five- piece, hailing from deepest darkest 
Iowa, uphold the Midwestern tradition of 
British Invasion classicism ( Rasp-
berries, Blue Ash, Cheap Trick, Shoes) 
with style and taste. They can't help 
drawing on the same '60s pop cliches as 
their predecessors, but their cranked-up 
rock ' n' roll drive, flawless instrumentar 
mesh, and winning harmonies make all 
the difference in the world. 
Ian Gomm — What a Blow (Stiff/Epic). 
This former Brinsley Schwarz singer-
guitarist-tunesmith's brand of sophisti-
cated pub-rock goes down just as nice 
and easy here as it did on his first solo 
album Gomm With the Wind. There is 
nothing here as immediately memorable 
as his 1979 hit " Hold On." Still, the mel-
low shuffle "Here It Comes Again (That 
Feeling)," the Bo Diddley-style bouncer 
"What a Blow," and his version of Jack 
Tempchin's "Slow Dancin" (very much 
like the way the Brinsleys might have 
done it) come real close. 
Ted Nugent — Intensities in 10 Cities 
(Epic). He sings like a hyena in heat, 
plays his Gibson like an instrument of 
war, and the closest thing to a ballad on 
this live album of mostly new material is 
the Nuge's nuking of " Land of a Thou-
sand Dances." True, if you have one 
Nugent album, you've basically got 
them all. But don't kid yourself. Ignoring 
him won't make him go away. In 
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Independents conf. from pg. 27 
ground floor of our loft building in 
Chinatown. 

From then on our experience was 
probably like every other young band's 
who've only been in a demo studio or 
two, and dealt with surly club soundmen. 
We looked for a " professional," i.e. more 
than eight-track, place to record, and 
someone who knew the ropes to pro-
duce us and help get us heard. In both 
cases we lucked out in some ways and 
screwed up at the same time. The 16-
track was cheap and beautifully 
equipped, but very new, and the engi-
neer/owner managed to somehow ruin 
several perfect takes. Lesson #1 to pro-
spective independent discers: in any 
recording situation, a good engineer 
means everything, and is much more 
important than fancy h -tech stuff, espe-
cially if you want to knock off something 
simple, spontaneous, and energetic in a 
short (cheap) amount of time. 

Our producer was a space case with 
a few good ideas. He knew everyone 
and everything about records, promised 
the moon, and delivered zip. Lesson # 2: 
forget "producers." Know what you want 
beforehand soundwise, delegate group 
authority to one or two members, and 
deal strictly with engineers. The same 
idea holds true for any business after: 
trust yourselves, or get a manager who 
really believes. 

Finally, we got a cheap deal in the 
mastering (that's where the "mother" 
and "stamper" discs are made, from 
which come the vinyl copies) and press-
ing, and ended up with 500 seven-inch 
EPs that were all slightly warped and did 
not sound like our final master mixed-
down tape. Lesson # 3: find out who does 
this stuff reliably, and insist most forcibly 
on a test pressing, which we were prom-
ised but did not get. 
What did this cost? Including the 

rather charming black and white picture 
sleeves we cut and glued by hand, and 
the liquor bill, it set us back about 1000 
bucks for a reasonably distinctive bit of 
wistful glory. Was it worth it? Well, even 
though there were only a few ignorant 
and stumbling attempts to get them into 
shops ( Rough Trade actually took a few 
off me when I went to London later that 
year) once every so often an acquain-
tance will find our EP in the New Wave 
bin someplace we least expected, or 
someone will remember or have heard 
of us. Yeah, it's worth it, even if only to 
show to your descendants: "What did 
you do during the Punk Rock explosion, 
Gramps?" 

A record doesn't mean anything 
unless it's heard. Useful info: Rockpool 
is very open minded. Send them an 
advance copy of yours at 66 Delancey 
Street, New York, NY 10002, #(212) 
777-1132. Rough Trade is now operat-
ing in America, releasing records ( by 
Pere Ubu, Joy Division, A Certain Ratio, 
among others) at domestic prices. They 

most urgently want to collaborate, learn 
from, and work with other organizations 
involved in new music. If you are inter-
ested, or have a retail outfit and want to 
deal directly with them, or if you are just 
an ordinary person who wants their 
mail-order catalogue (they import a lot 
of rare neat stuff; enclose an 18- cent 
stamp), write to 1412 Grant Ave., San 
Francisco, CA 94133, # ( 415) 548-9211. 

Following is the pick of the recent 
indies. These are not quaint oddities; as 
a DJ, 1 assure you that each is a literal 
gem, better than 99% of the official pro-
duct. Consider it a personal guarantee. 

Our Daughter's Wedding — Lawn-
chairs/Airline Design Records 45. This 
is near- perfect electropop, a bit like 
Gary Numan, but much more loony and 
perky. Faster, in a word. O.D.W. are three 
guys who play a variety of synths, key-
boards, rhythm boxes and electronic 
percussion devices. Of course, the song 
makes no sense: "lawnchairs are every-
where, they're everywhere in my mind... 
Are you sleeping with someone special 
tonight? Does she drink tall drinks? does 
she make you feel right?" Delicious, idi-
otic dance music. Order from Rockpool, 
attn. D. Heaps/O.D.W. $3. 
Pylon — Gyrate DB Records LP. This 
brilliant debut album was mentioned 
most favorably a few issues back in 
MP&L.1 can only reiterate that is resem-
bles an ideal crossbreeding between 
the wild free noise of Public Image 
Limited and the toetapping machine riffs 
of the B-52s. Really, Pylon are true origi-
nals: exultant modernists who make you 
want to screw and fight and dance, all at 
the same time. American music, Man-
son and marshmallows. Order from DB 
Recs., 432 Moreland Ave., North East, 
Atlanta, GA 30307. $6.98. 
The Bongos — Hunting/In The Con-
go/Mambo Sun Fetish Records 12- inch 
EP. Mix Yardbirdsy proto-metal, some 
sun and surf prettiness'n'angst, and a 
little bump and grind, and you get this 
from Jersey's own beatboys, beautiful y 
packaged and superbly big sounding. 
The songs are somehow affecting'y 
innocent, even a little sad, despite the 
fact that this is smart purepop: lots of 
singalong high tenor choruses, brisk 
tempos, very clean. "Mambo Sun" is an 
old T Rex tune, delicately raunchy. 
That's a clue. Order from Fetish 
Records/Bob Singerman, 611 Broad-
way, Suite 214, New York, NY 10012. 
$3.50 plus $1.40 shipping ( UPS). 
Bush Tetras — Too Many Creeps/ 
Snakes Crawl/You Taste Like the Trop-
ics 99 Records 45. The NYC (read 
downtown Manhattan) indie of the past 
six months, mostly because of 
"Creeps," a song you might hum while 
strutting through the Lower East Side, 
polishing your blade and your look. 
Three women and a guy, the Tetras play 
arty, dissonant ultrafunk, and they play it 
very well indeed. An instant classic of 

1980's bigbeat urban shriek. Order from 
99 Records, Lower Level. 99 Macdougal 
St., NYC, NY 10012, Attr. Ed. $3. 
The Outsets — I'm Searchin' For You/ 
Fever Contender Records 45. Outsets 
include master players Ivan Julian, ex-
guitar in R. Hell's Voidoids, and Vinne De 
Nunzio, ex-drums for Feelies and 
Richard Lloyd. "Searchin'" is a genuine 
teendream lovecry a la Hollies, but 
pushed hard enough — the edgy, fur-
ious pace, the burnt, bitter tone of the 
guitar solo — to hint at maddened pain 
(though it's mesmerisingly melodic). 
"Fever" is the old Peggy Lee torcher, 
done like the Stones in '64. A sleeper, 
and a delight. Order from Contender 
Rec., Box 776, Philadelphia, PA 19105. 
$2. 
The Colors — Jealousy/Growin' Up 
American/West End/Have You Seen 
Her/Rave It Up Infinite Records 7-inch 
EP. Blondies drummer Clem Burke pro-
duces and plays on this, which means 
the boomboom is great, just to begin 
with. One side's 33 and the other's 45, 
and it's some weird value: insanely 
sixties-ish intricate ditties, at least two of 
which ("Jealousy" and "Have You See 
Her") could be Top Ten somewhere, 
anywhere. This is not progressive but it's 
very groovy, and better than any of the 
insincere major- label powerpoppers 
you've heard. Order from Infinite 
Records, 208 Mercer St., NYC, NY 
10012. Include $2.50 (some deal!). El 

Double Play. 
Enjoy the Summer in a Guild 
T-Shirt or Jersey. Order yours today. 

T-Shirt: $5.95 Jersey: $8.95 
1) Enclosed please find $  

for D T-Shirt S, M, L, XL (Circle Size) 
E Jersey S, M,L, XL (Circle Size) 

2) Send me literature on Guild 
E Acoustics E Electrics 

Ax-cessories 
Name   

Address   

City State Zip  
New Jersey residents add 5% sales tax. 

Offer good only in U.S. 

P.O. Box 203 
Elizabeth, N.J. 07207 

MP681 (201) 351-3002 
CA/ 
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THE 
NEW 
PLASTIC 
GUITARS 
By J.C. Costa 

T
he words -plastic" and "guitar" 
have seldom, if ever, been used 
together without eliciting a twinge 
of embarrassment. The luthiers 

art has been traditionally tied to the mys-
tical domain of wood — from exotic spe-
cies like Brazilian rosewood, African 
ebony or Hawai an koa to rugged North 
American hardwoods like maple, alder 
or ash. The thought of using plastic, inert 
and dull as the decade which heralded 
its seemingly limit ess potential, to make 
resonant musical instruments is still 
heresy for those rooted in the enduring 
mystique of acoustic and electric 
guitars. 

Early contact with plastic guitars 
recalls those snappy little "Cartoon" 
specials down at the local five and ten 
which featured garish colors, adven-
turous body shapes and nylon strings 
attached to arthritic tuning pegs. Their 
admittedly low and fast action was 
undercut by an extraordinarily limited 
tonal response and a total lack of pro-
jection. Obviously useless for anyone 
seriously committed to the guitar, these 
"instruments" eventually found their 
niche as props for precocious rock ' n' 
roll poseurs. 
A variety of cneapo plastic Fender 

Strat imitations surfaced on both sides 
of the Atlantic during the late fifties and 
early sixties. Bizarre interpretations of 
Leo Fender's stearnlined prototype with 
Art Deco in extremis bodies and rows of 
extraneous switches, these guitars are 

As new materials are applied in 
guitar construction, wholly different 
instruments with their own unique 
sound and touch are appearing 

that are more than trendy 
replacements for wooden ones. 

still unplayable and exlst mainly as "light 
relief" items in electric guitar colections. 
Always the innovator, Dan Armstrong 

made the first serious attempt at building 
a plastic electric guitar with his Lucite 
solid body in the late sixties. Lucite, a 
trade name, is an acrylic resin or plastic 
which comes in chunks that can be 
carved like wood. Besides a certain ri-
gidity and density typical of many plastic 
materials, its main attribute s a novel 
appearance. Polished to a high gloss it 
becomes a perfectly transparent, glass-
like substance. Armstrong's guitar was 
actual y a hybrid instrument with a 
wooden neck and trendy features like 
instantly replaceable pickups, and was 
sporadically used by players like Keith 
Riciards who appreciated its unusual 
looks and grungy, down-to-earth sound. 
Unfortunately, its ponderous body 
weight overwhelmed most players and it 
soon became a curiosity item. A few 
modern companies like Guterman, who 
build custom guitars for Chic and solid 
body violins for Indian virtuoso L. Shen-
ker, still use Lucite because of its visual 
appeal, but it has been largely passed 
over as a legitimate acoustic alternative. 
The first all-encompassing effort to 

incorporate plastics into acoustic guitar 
construction came from Charles Kaman, 
founder and president of Ovation Instru-
ments. His extensive background in the 
aerospace industry — he also owns 
Kaman Aviation — and affinity for the 
instrument made him the perfect candi-
date to break new ground in what had 
always been the most conservative area 
of guitar manufacturing. He developed a 
round-backed bowl as a substitute for 
the traditional "wooden box" made of 

Lyrachord, a combination of fiberglass 
and polyester resins originally used as a 
shell for spruce rotor blades to prevent 
warping in tropical climates. Lyrachord 
was well adapted to guitar construction 
because of its light weight, strength and 
consistent vibration patterns through-
out. Even more important was its 
"repeatability," an inherent advantage 
most plastics have over wood which 
allows their specific mass and density to 
be controlled and recorded so the 
manufacturer can insure consistency 
from one guitar to the next and exactly 
duplicate any given instrument years 
after it comes off the line. 
The Ovation "acoustic / electrics" 

have been a popular item with musi-
cians because of their durability, effi-
cient transducer pickups that eliminate 
feedback in live applications and dis-
tinctively crisp tonal characteristics 
never intended as a re-creation of 
wooden guitars. But Kaman's master-
work is the Adamas guitar. Taking plas-
tics one step further, he created an 
instrument with a Lyrachord body and a 
carbon graphite top. The only conces-
sion to conventional materials is a thin 
layer of birch veneer sandwiched 
between two pieces of graphite to soften 
and deepen the sound. 
To strengthen the necks of their 

instruments, Ovation uses a technique 
called resin impregnation wherein the 
wood (American black walnut) is first 
vacuumed then injected with a clear 
monomer resin all the way to the core to 
add strength and stiffness while retain-
ing the original appearance of the wood. 
Carbon graphite strips or "extrusions" 
are also used to reinforce the necks on 
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Plug it in. Play it. You'll experience 
a new presence thats unlike any-
thing you've ever heard. 

Like our other guitars, the 
Ovation stereo acoustic-electrics 
use six, individual piezoelectric 
crystal pickups. When stressed by 
mechanical energy like vibration, 
the crystals emit an electrical 
impulse. A coating on the top of 
each crystal collects the impulses 
generated by the vibrating string 
above it. A coating on the bottom 
collects the signals produced by 
top vibration. The combination of 
top and individual string viibration 
gives you efficient, accurate and 
distortion-free reproduction of the 
acoustic guitar sound. 

Your sound, with a new dimension. 
On stereo models, the pickups 

are wired in pairs of three. Strings 
6,4 and 2 play in one channel. 
Strings 5, 3 and 1 play in the other 
channel. With proper amp:ifier 
separation, stereo gives your 
sound a -third 

65 4 5 4 3 1 

For the club player, it means 
being able to fill the room. For the 
recording artist, it means unlimited 
mixing possibilities when going 
direct to the board. 

Built-in flexibility. 
To shape the pickup's output, 

there's a built-in stereo F.E.T. pre-
amp. Excess midrange frequencies 
can produce a muddy, "electric" 
sound. The stereo preamp func-
tions like an equalizer to filter-out 
unwanted midrange. You get the 
clean, full sound of an acoustic 
guitar— in stereo. Master tone and 
volume controls on the guitar give 
you complete flexibility. 
The Ovation stereo acoustic-

electric guitar. In nylon (the Electric 
Classic) and steel (the Electric 
Custom Legend). At your Ovation 
dealer. 

The 
Stereo 
Acoustic-
Electric 
Guitar 

Ovation 
New Hartford, CT 06057 
A Kaman Company 

Send $1.00 for a complete catalog. 
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selected electric models. Recent devel-
opments include the UK-2, an electric 
solid body made with Uralite ( urethane 
material) on an aluminum frame. 

Certain manufacturers like Kramer 
and Charles Fox (GAD) have opted for 
phenolic (a highly compressed laminate 
of resin and other materials with a subtle 
fibrous structure) fingerboards as a 
more stable and consistent alternative 
to ebony or rosewood. In order not to 
alienate the purist and maintain a tenu-
ous connective link to the original wood, 
Kramer has come up with the name 
Ebonol. Fox, who is working on a limited 
series of state-of-the-art rock ' n' roll gui-
tars, feels that phenolic is superior to 
wood both acoustically and practically, 
"because it doesn't have a life of its own. 
It doesn't shrink or swell, there's no wear 
between frets and the inlays and binding 
won't pop out because of warping. You 
can float along the fingerboard without 
experiencing the features of the wood 
where the topography asserts itself. Its 
stiffness and consistency on the neck 
becomes a key acoustic factor because 
people actually play a neck when they 
play a guitar." 
The jury is still out on the Gibson 

"Sonex," a solid body guitar made of a 
composite resinwood on a wood core 
designed to compete with lower priced 
electrics. Hartley Peavey, whose com-
pany was the first to use numerical con-
trol and sophisticated machining 
equipment for wooden instruments to 
streamline production and keep costs 
down, has been experimenting with a 
low priced electric guitar (T-25) made of 
Sustanite, a combination of urethane 
and styrene plastics. He started this 
project as an attempt to find a lower 
priced alternative to wood but since pe-
troleum- based products have been run-
ning at roughly a five percent premium 
over inflation, Peavey is going back to 
readily available woods like maple as an 
economically viable base material. 
These experiments have left us with 

some basic conclusions about thermo-
plastic materials. More controllable and 
stable than wood, they offer no dramatic 
acoustic improvements over the original 
except in specific applications like phe-
nolic fingerboards. There is a plentiful 
supply of domestic hardwoods, explod-
ing the myth that plastics were devel-
oped to "replace" wood. Skyrocketing 
oil prices have greatly reduced cost-
effectiveness and the actual resonant 
properties of solid plastic guitar bodies 
are still a hotly debated issue, so we are 
left with an interesting half-step with a 
somewhat cloudy future given the cur-
rent economic picture. 
Carbon graphite seems to embody 

the wave of the future in reinforced plas-
tics. A thermoset ( unlike the previously 
mentioned thermoplastics which change 
and become soft when heated, thermo-
set is permanently bonded once the 
chemical reaction has taken place) 

which costs around 80 to 100 dollars a 
pound for lower and medium grades, 
graphite is made up of long carbon fib-
ers that approximate wood grain and 
offer ten times the stiffness of Lucite or 
other acrylics and more tensile strength 
than steel. The almost supernatural stiff-
ness of this material, specifically when 
applied to guitar necks, is the corner-
stone for a new approach to acoustics 
totally divorced from wood. 

Geoffry Gould, former aerospace 
engineer and bass player, was an early 
proponent of molded graphite necks for 
guitars and basses. His company, 
Modulus Graphite Products, makes a 
wide variety of replacement necks for 
Fender-style guitars and basses and the 
necks for many of the Alembic basses. 
Made up of graphite bonded to an epoxy 
matrix material, this reinforced plastic's 
extraordinary stiffness-to- weight ratio 
guarantees the stability of the neck 
while providing a smooth, clean sustain 
with a completely distinctive aural per-
sonality of its own. Again, the Modulus 
approach is a hybridization since the 
graphite necks are generally used in 
tandem with wooden bodies. 

With all of this, it took a young design 
engineer from Brooklyn named Ned 
Steinberger to take the use of plastic 
materials, as part of a total design con-
cept, to its most advanced evolutionary 
state. Working with Bob Young, a pio-
neer in the construction of fiberglass life-
boats, he has created the radically new 
Steinberger bass guitar. With a one 
piece molded body and neck made of 
graphite reinforced with fiberglass, the 
bass has no peghead (strings are att-
ached to the end of the neck with direct-
pull tuners located on the body behind 
the bridge) and uses a strap support 
plate which pivots at the exact center of 
gravity so it can " be played at any angle 
in perfect balance with full access to all 
24 frets." The rigid structure of neck 
eliminates the need for a truss rod sys-
tem and, combined with Steinberger's 
massive bridge configuration, produces 
a very clear, brilliant sustain light years 
beyond conventional wood-oriented 
terms like "warmth." 

Already being used by session musi-
cians like Tony Levin and Russ Kunkel, 
the Steinberger Bass works because 
reinforced plastic is an integral part of a 
total design package owing nothing to 
wooden antecedents. It is not necessar-
ily better or worse than wood, just differ-
ent. The fact that Steinberger has 
created an instrument whose strengths 
are based on the reinforced plastic 
material used to build it and an entirely 
fresh and new set of tonal characteris-
tics gives us a glimpse into the future. To 
view plastics as a substitute for wood is 
beside the point. Ideally, these efficient 
and controllable substances, used the 
right way, can open up an exciting new 
chapter in the ongoing development of 
guitar construction. 
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At CF MARTIN we have never compromised 
the integrity of our craftsmanship. Regard ess 
of the size of the instrument, quality has been 
our continuing commitment. 

The Martin pursuit of quality 
continues with our Seven 
Series. The 7-28 and 7-37K 
:meet the needs of musi-
cians who require: a small 
guitar with dreadnought 
styling but insist on 

artless 
size... 

Quality 
craftsmanship 
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Mart n quality. Patterned after the D-28 and 
D-37K. the Sevens commard the attention 
to detai that has become the Martin heritage. 

Martin instruments, regard-
less of styiing, are more than 
a collection of exotic woods. 
They're a philosophy. sup-
ported by a heritage of quality 
craftsmanship, that cates 
nearly 150 years. 
C.F. MARTIN & CO. NAZARETH, PA. 18064 
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RECORDING 
WITH 
THE STUDIO 
By Mark Silag 

Because we're addressing a medium 
where the state of the art changes with 
the tides and updated hardware is 
revealed in the light of each new moon, 
playing catch-up is part of the game for 
studio owners and engineers, economic 
conditions notwithstanding. Theoreti-
cally, the recording studio is an environ-
ment that is never completed; it could 
change tomorrow and probably will. Too 
often, the danger of keeping abreast of 
technology's winds of change is that 
new equipment is installed or used for 
the same reason the mountaineer 
climbs the proverbial mountain, because 
it's there. 
Each new device or technique that 

pops up in the studio can not only effect 
the engineer's approach to the task at 
hand, but can also have a marked 
impact on the approach the player takes 
in laying down his or her tracks. The 
plethora of studio effects and tricks 
available to today's player would fill a 
hefty volume or two. The player familiar 
with the technology stands to fare better 
in the studio if the equipment and engi-
neering techniques have been incorpo-
rated into his playing skills. Spend a little 
time at the bar in Possible 20, a favorite 
watering hole of New York's studio elite 
and you'll hear talk of the newer con-
soles, a computer mix "written" at a ses-
sion earlier that day or a new piece of 
outboard gear utilizing micro-computer 
technology. From the tone of such con-
versations one might reasonably assume 
he was eavesdropping on people who 
hold respectable engineering positions. 
Fact is, those "technicians" talking 
about the 3M Pulse Code Modulation 
format are musicians. 
The state of the art ten years ago may 

seem primitive by today's standards, but 
it undoubtedly produced some great 
records. In what ways have working 
musicians assimilated the develop-
ments of the last decade into their play-
ing style and approach to sound 
reproduction? The answer is a complex 
one involving artistic talents, technical 
understanding of the medium and eco-
nomic considerations during a time 
when employment is not taken for 
granted by the professional musician. 

Musicians of some stature readily 
agree that the studio is a major compo-
nent of what they play and how they play 
it. Just as the guitarist uses a pick, and a 
drummer a pair of sticks, session musi-
cians and studio artists consider the stu-
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To Steve Jordan, getting the right sound 
for a drum track is as important as playing 

dio an extension of their instrument and 
an aid to trie construction and arrange-
ment of musical compositions. With 
some studios offering as many as 48 
tracks or more, the sheer quantity of out-
board equipment available to augment 
or even st..pplant a particular instrument 
is staggerng. Remaining "current" can 
be a full time job and few musicians take 
the time to "study" new technology, but 
each of the players we spoke to had an 
innate sense of what was what in the 
studio environment and why it was 
there. For the most part, these musi-
cians have absorbed this knowledge as 
they've bounced from one studio to the 
next over th q years. 
Hiram Bullock, whose burning Strato-

caster has fired up sessions for Bob 
James, Billy Joel and, most recently, 
Steely Dan, explains his relationship 
with the studio. " For me, the studio is a 
learning device in many ways. A lot of 
the effects and outboard equipment 
available force me to study the idiosyn-
cracies of my playing. The first time I 
plugged into an envelope follower I 
became more aware of the dynamics of 
my playing because the unit responds to 
how hard or softly I strike a note or 
chord." 

Bullock also points out the benefits of 
understanding as much as possible 
about how the studio works and which 
effect will give you a particular sound. 

How can musicians become 
more intimate with their 

recorded sound, making the 
studio an extension of their 
instruments? Steve Jordan, 

Hiram Bullock, Darius Brubeck, 
Buddy Williams, and Neil 

Jason, all studio journeymen, 
supply answers. 

"It's a given fact that session guys have 
to read well, but if you're doing a jingle 
date and the producer's looking for a 
particular sound on the guitar track, I'm 
more valuable to him if I can get the 
sound quickly with little or no experimen-
tation. By the same token, if the pro-
ducer is at a loss for an idea, knowing 
the full range of the effects available lets 
me serve him up something he'll like. If 
knowing how to get certain sounds like 
that keeps me working, then I guess 
you'd say the studio's affected my play-
ing." Hiram also explains how the studio 
has actually changed his entire per-
spective of playing music. " In the studio I 
become much more aware of each 
facet of the piece we're playing. I'm not 
just thinking about the guitar part. The 
studio opened my eyes in that respect. 
Because it's so easy to isolate every-
thing in the studio, I'm much more aware 
of the whole." 

Darius Brubeck, known more for his 
work with Two Generations of Brubeck 
than as a session player per se, consid-
ers multi-track recording facilities indis-
pensable to his music and composition. 
"Multi-tracking allows a keyboard musi-
cian to play more efficiently, to play less 
on each track with a greater variety of 
sounds. What I might write as a big band 
arrangement can be compressed into 
the essential lines and textures of a 
piece on six keyboard tracks." Brubeck 
is " completely aware" of the recording 
studio as a musician's tool and teacher 
and suggests that musicians who do 
session work regularly become better 
players because they must adapt to so 
many different styles; like playing a jin-
gle date, then doing a soundtrack or per-
haps a session for Roberta Flack, all in 
the same day. 
An established studio drummer on 

both coasts, Buddy Williams agrees with 
Brubeck. " Playing sessions exposes me 
to all kinds of music, other people's proj-
ects, jingles, that kind of thing. As I play 
more dates, all the different things I play 
creep into my work when I play live 
dates like Saturday Night Live. As for the 
studio itself, I don't just play, I'm aware of 
the technical thing too. I use effects now 
and then, like the Eventide Harmonizer 
to fatten up the bass drum or to put a bit 
of phasing on the hi- hat track, little 
touches like that are interesting. Effects 
should be used with moderation, it's 
easy to overdo it. I'm a Hendrix fiend 
from way back. On Axis Bold As Love 
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— at a price you can afford! 

The new Lexicon PCM41 Digital Delay... with -the 
sound that makes the difference-

You're a performer ready to move up. Oryou have 
a smalt studio — and big ideas. Performer or studio owner, 
you'be ready for sound that's better. And that means Lexi-
con... the digital delay top performers insist on ... the same 
delay you'll find in world-class studios 

Only now you. can get it for a lot less dollars with 
our new PCM41. 

This new Lexicon system is based on the same 
PCM technology that goes into the big Lexicon systems. 
You get a broad repertoire of creative effects double 

tracking, flanging, vibrato/tremolo, arpeggio, doppler pitch 
shift, slap echo. All the big-system stuff plus some dramatic 
new goodies. Like articulated sweep in The VCO Envelope 
Follower that automatically tracks the attack of your 
sound for dramatic new effects. Only Lexicon has it! Plus. 
infinite repeat for background rhythm and counterpoint 
effects. 

All major functions can be foot-switch controlled 
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sound! Listen to Lexicon's PCM41 for yourself at your 
pro-audio or instrument dealer. Ws different. And it can 
make a big difference for you! 
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Drums u»limited 
Since 1962. Percussion Merchants to the World 
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The MESA Engineering The Ideal 6L6  Thus, since all tubes are 
(MESA/Boogle) 6L6 output individually chosen only 

tube is the result of two years' The MESA STR 415 when meeting this ideal spec, 
cooperative effort with the leading manufac- it is not necessary to match them in pairs. The 
turer to produce a premium quality, high per-
formance and ruggedized power tube made 
especially for guitar amplifiers with integral 

speakers. The MESA 6L6 has earned its own 

classification (STR 415) and features among 
other things: slotted grid rods, triple mica 

spacers and heavier cathode supports. In ad-
dition each tube is individually tested 
and screened on a Precision Bridge befose be-

ing selected as a MESA STR 415 type 6L6, 

problem with pair-matching is that the pairs 
differ — some are stronger and amplify more 
— and replacing a single tube is not feasible. 
The MESA STR 4 I5's on the other hand are all 
matched to one premium standard of max-

imum amplification power and weaker tubes 
are entirely rejected rather than matched with 
other equally weak ones. What new strings do 
for your guitar, these tubes can do for your 

amp. 

The MESA/ Boogie legend is above all else built on a reputation for superior quality and inno-

vation, delivering what you want and standing behind it. These tubes will give outstanding perfor-
mance from your Boogie (or Fender) and are guaranteed for the heaviest use. Any tube that fails 
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Studio cont, from previous page 
and Electric Lady/and, Mitch Mitchell 
was running cymbal tracks backwards! 
Now that was hip and I was into it. I think 
Jimi was the first to record with the stu-
dio instead of just in it." Williams, though 
well- versed with the technology avail-
able in the studio, insists it is up to the 
engineers to work with the players to use 
everything the studio has to offer. Buddy 
plays his basic tracks then collaborates 
with the engineer in the mix to get the 
sound he's heard in his head, using the 
particular effect that suits his needs. 
We broach the touchy subject of the 

"click track" ( electronic rhythmic back-
ground pulse) to Williams, comparing 
his comments with those of Steve Jor-
dan, drummer with the Blues Brothers 
band. At the mere mention of the term 
both drummers recoil in mock terror, 
quickly regaining their composure and 
spewing forth a number of technical 
terms better left to the imagination. Jor-
dan uncurls his upper lip long enough to 
comment: "The first thing a drummer 
thinks when they tell him they're using 
the click track is 'Why'd they bring me in 
at all?' But a lot of people use a click 
track on their dates and it's indispens-
able if you have to sync up the audio to a 
film or video clip." Williams reluctantly 
agrees with Jordan, "The click track is 
part of the gig, I doubt if anyone's going 
to throw it out of the studio. It makes you 
play stiffer because it's not a human 
instrument, it's a machine and you have 
to go with it! It's like the drummer sud-
denly becomes the conga player color-
ing the time within the click track." 
Working at home with his Teac 

4-track cassette recorder, Jordan tries 
various effects until he gets what he's 
looking for. " If I can get the sound at 
home, I know I can get it in the studio. 
The main thing is realizing the sound I 
hear in my head. A lot of times I take 
what could only be called a musicologi-
cal approach. On the Blues Brothers 
sound track (Steve did not appear in the 
movie because of schedule conflicts) I 
wanted to have a drum sound just like 
the one you hear on the Coaster's tune, 
"Charlie Brown." I knew exactly how my 
drums should sound so I had to use the 
studio to duplicate a recording done 
over twenty years ago. I really take my 
sound personally, one reason why I 
don't play as many sessions as I used to. 
I like to use every bit of the studio to get 
the tracks right." 
One thing the musicians we spoke to 

agreed on is the benefits reaped 
from mixing on a computerized con-
sole. The computerized mix has 
become a fundamental studio tool, 
reducing the burden of mixing twenty-
four or more tracks as you mix and 
"write" the mix section by section. They 
also have some provocative comments 
on the effect " new wave" rock ' n' roll has 
on recording techniques. It seems more 

continued on next page 
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Few musical opportunities offer as muck, 
variety as playing for your country in a 
United States Army band. 

An Army band is a parade band. 
A concert band. A dance band. And various 
combos and ensembles. 

The benefits are right in tune, too. 
If you qualify, you'll enter the Army at 

an advanced pay grade. 
You'll attend the School of Music. You'll 

perform with a first-line professional-quality 
instrument. You'll have a chance to travel. 

And a chánge to earn up to 30 days vacation 
the first year. 

You'll also have plenty of opportunity to 
do the only thing that's more fun than watch-
ing a parade. 

Play in one. 
For more information send attached 

postcard or write: Army Opportunities, P.O. 
Box 300, North Hollywood, CA 91603. 

JOIN THE PEOPLE 
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Studio cont, from pg. 106 
and more great recordings are done on 
fewer tracks without overdubs. Hiram 
Bullock feels this approach "keeps a 
player more honest. Make a mistake and 
you do the entire take over again. I don't 
think you can say one way is better than 
another. Twenty-four tracks give you 
more isolation, and with drum sounds 
that's important. 

"You can actually date a record by the 
sound of the drums. As more tracks 
have been added over the years the 
drums have really begun to stand out 
The drum sound is the foundation for 
that record's total sound. I'm not saying 
you've got to have twenty-four tracks to 
get a good drum mix, you can get a good 
mix with four mikes if you know what 
you're doing." Steve Jordan concurs, 
"Knowing how to mike the drums is 
important. I use two mikes on the snare, a 
(Shure) SM 57 on the bottom and a 
Sennheiser 421 on top. I also like the 
sound of an AKG 414 on the hi- hat and 
tom mikes depend on the tune. I'm using 
those PZM plates for overheads in the 
studio, I think Crown makes them. They 
sound real crisp." 
The underlying attitude in a'l of our 

conversations is that the studio, unlike 
playing live, places the musician's style 
under a microscope. Neil Jason, cur-
rently working on a Nils Lofgren project 
in California, is one of the most active 
bass players in New York session cir-
cles and has this to offer about playing 
well in the studio. " If you play live a lot 
and suddenly enter the studio without 
taking into account the technical fact 
that your instrument is being recorded 
and every little nuance can be picked 
up, you'll have a hard time getting a good 
sound on the tape. Playing in the studio, 
I've sort of " semi-adjusted" inside my 
fingers, so to speak, knowing what it's 
going to sound like when it comes out on 
tape. It's something that becomes a part 
of your style." 
We asked Jason about the future of 

recording technology. Will it ever level 
off? " I don't think so. Sixteen track 
recording held on real well for a couple 
of years and it still means a lot to certain 
people. There's a certain cleanliness 
with twenty-four and forty-eight track dig-
ital recording that's not good for all types 
of music. For classical music, digital 
might be the greatest thing that ever 
happened. But if you're recording a rock 
'n' roll band and you want them to sound 
like they're in a club, digital could be the 
worst thing you could use. Sixteen track 
tape has a certain sound that lends itself 
to the sound of a rock 'n' roll record. 
"When things started to turn towards 

disco and heavy over-dubbing, forty-
eight tracks seemed to be the viable way 
to get the thing done. You could set 
down each individual piece, track by 
track, completely isolated from every-
thing else. Which was one of Pie main 

things that brought on the onslaught of 
technology in the seventies. Engineers 
became producers and producers 
became engineers. The fine line 
between everybody's job in the studio 
became finer. If music goes back into a 
heavy rock ' n' roll period it could change 
the way records sound again. It's hard to 
say what's going to effect what first, if the 
technical end is going to grab the music 
or the music is going to grab the technol-
ogy. I tend to believe the music will direct 
the technical end." 1:1 

$$ Quartet cont. from pg. 15 
But there's nothing at stake in this 

music. These are rock and roll pioneers 
all right, but they're relaxing, not trail-
blazing. When Perkins cuts loose with a 
hot rockabilly solo in the midst of "Down 
By The Riverside," it's shocking, the one 
and only reminder of who we're really 
dealing with here. 

Almost anything any of these men 
recorded officially for Sun (and literally 
everything that Elvis did there) is dis-
tinctly superior. This doesn't demean 
the legend of The Million Dollar Quartet 
(especially since at least another hour of 
it, probably with Cash, remains 
unheard). But, like all legends, the 
Quartet needs to be put in perspective. 
Great rock — great anything — isn't the 
result of accidental cloud- bursts of 
primitive talent and nature. Rather, great 
music is made by the combination of 
such talent and instinct with all the craft 
and technique that a performer can 
command. Rock and roll isn't a contra-
diction of this truth; it's the most bizarre 
and elaborate proof of it. 
One final note: Since I have gone on 

record as opposing the release of ran-
dom junk from the Jimi Hendirx 
archives, because it distorts the histori-
cal record of deliberate record making, it 
may seem strange that I complain 
above of RCA's obstinate refusal to 
issue The Million Dollar Quartet. But 
Presley's career is anomalous, both 
because RCA and Col. Parker have paid 
his artistry so little regard, and because 
Elvis himself did. Chances are, Elvis 
would have been all for an album of old 
vocals with new backing tracks, since it 
would have saved him a lot of effort. So 
interested parties are entitled to the leg-
itimate trivia, too. CI 

Martyn cont. from pg. 22 
man to drink. As a matter of fact, it did. 
To get through any number of dismal 

tours, John began drinking heavily and 
indulging in excess, earning himself a 
reputation as an erratic and trouble-
some performer who might go through 
an entire set of odd electronic gyrations 
for an audience composed of folk 
purists, treat rock and roll fans to an 
evening of traditional and acoustic bal-
lads, talk in Celtic tongues, and occa-

sionally fall over drunk. Island had 
recorded a live album at Leeds, which 
shows the other side of the coin: Martyn 
in front of an enthusiastic crowd, 
backed by Danny Thompson on bass 
and John Stevens on drums, in fine 
voice and in full control, weaving intri-
cate patterns. For some reason they 
decided against releasing it, so Martyn 
pressed it himself ( with, apparently, 
Island's help and blessings) and distrib-
uted it from his home in Hastings. 
One World, Martyn's last record, 

released in 1978, was produced by 
Island president Chris Blackwell, in the 
hopes that this would finally establish 
John as a major artist in America. A 
moody and meandering album, it almost 
insured the opposite: despite several 
beautiful songs and delicate instrumen-
tal passages, it was insular, self - 
reverential, and weary — the perfect cult 
album by the perfect cult artist. 
Grace And Danger, Martyn's newest 

album, is exactly the opposite — fresh, 
open, and self-assured, it draws on all 
his past work and reassembles it, re-
shaping the sound in small ways, and 
re- shaping the sense behind the sound, 
as if, after all this time, he remembered 
why he began listening to music and 
playing music in the first place. With 
Martyn leading a quartet that features 
Tommy Eyre on keyboards, John Giblin 
on bass, and Phil Collins on drums, the 
record has the strength and directness 
that only came through in performance 
and on the live album in the past. His 
voice is less slurred, more evocative 
and horn- like than before, and his 
phrasing is both more natural and more 
startling in its rightness (the way George 
Jones and Smokey Robinson make 
every turn, every breath seem just right, 
just so). 

Mining the same territory as Dylan's 
Blood On The Tracks, it chronicles the 
deterioration and disintegration of Mar-
tyn's marriage with a heartbreaking sim-
plicity. Martyn's songs and music have 
always conjured up and evoked a dream 
world, a world of spirit and half-light, so 
to hear him confront the loss of a dream 
and see what is left at the back of the 
heart in full light of day% a chilling and 
sobering experience. The second side 
of the record, from "Sweet Little Mys-
tery" through "Our Love," is the most 
difficult, most fully- realized work he has 
ever recorded. 

Our love 
Once was deeper than the darkest 

blue could be 
Now I have lo search my mind 
To find the smallest trace of you in me. 

—John Martyn e 1980 UFO Music 

The new album may or may not make 
him a star over here, but that's not the 
point. Anyone who can look their past 
and their life squarely in the face and 
sing with their eyes wide open can prob-
ably do anything in the world they want. 
Grace and danger to you, John. a 
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THE FUNK MACHINE 
The computer- based technology o4 the new Korg KR-55 marks a 
major break-through in rhythm devices. The KR-55's sophisticated 
microprocessor storage packs an incredible 48 diifferent rhythms 
into a compact unit weighing only 4' lbs! 

The KR-55 creates 22 of today's most up-to-date disco and 
rock beats each developed from top studio drummers. 

But Korg knows that even the widest variety of rhythms won't 
impress you unless they all sound real. That's why the KR-55 
utilizes the latest " synthesizer" technology to create 12 authentic 

inst-ument scxunds. There's even a 6 channel mixer so you can 
adji.st the voume of eacn sound sepa-ately. 

Other creative Rhythm features include "Swing Beat" for 
syncopation; 16 " Intro" and 16 " Fill- In" patterns (footswitch or 
front panel controllable); and a programmable Interface system 
to control external devices. 

There may be lots of rhythm machines on the market, 
but the Korg KR- 55 is the one 
machine wCi soul. 

Unicord 9 FROST STREET WESTBURY, NEW YORK 11590 KOR 
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BOOKS 

JIMI HENDRIX-GUITAR TRANSCRIP-
tions: A spiral bound booklet containing complete 
tablature of 12 songs - Purple Haze - Foxy Lady 
- The Wind Cries Mary - Third Stone from the Sun 
- All Along the Watchtower - Manic Depression 
- Red House - Star Spangled Banner - Little 
Wing - Untitled Instrumental - Hey Baby ( New 
Rising Sun) - Message to Love. "Sound like the 
real thing." Send $6 & $ 1 postage and handling to: 
Transcriptions, P.O. Box 03035, Portland, OR 97203. 

KLACTO JAZZ MAGAZINE pulls no 
punches, kisses no corporate asses! $4 / year. sam-
ple copy $1- counts toward subscript:on! MIKE 
BLOOM, 916 McCully, Honolulu, Hawaii 96826. 

"IMPROVISE: A Step- By- Step Approach" by 
Alan Swain - The most organized, thorcugh book 
on keyboard improvisation. Spiral bound - 90 
pages - 30 solos. Record included. $13.45. Jas-
mine Music Publishers, P.O. Box AA152, Dept. M, 
Evanston, IL 60204. 

ADVANCED BASS BOOK, Etudes for the 
Bass Guitar, A modern method for the skilled bas-
sist $ 5, Beyond Help Publications, Rt 1, Falleaf 
Drive, Copan, OK 74022 

INSTRUCTION 

DJ- NEWSCASTER-TV CAMERAMAN-
Sportscaster-Announcer-Studio Technician. Fi-
nancial aid and VA benefits. American Academy of 
Broadcasting. 833 Chestnut St., Philadelphia, PA 
19107. ( 215) 922-0605. Call collect 

GUITARISTS! CHARLIE BYRD Cassette. 
Learn directly from the legendary jazz finger-stylist. 
Byrd's greatest arrangements - Hits and stan-
dards on cassette with music/tab, playing tips. For 
info: Guitarist's Forum, 373 Fifth Ave., Suite 1008M. 
New York, NY 10016. 

PLAY LEAD GUITAR 
APRO! 

NEW Sup, II Sound method 

show. you how to play • Il etYle• 

Rock Heavy Metal Pop 

Proposes... Blum PLUS 

Secrets of Specw1 Effects 

Thoe revoluoonery method hke 

hawng • Lead Guma, teacher of 

your own horns 

NOW YOU CAN LEARN TO 

PLAY FAST AND EASY, 

WITHOUT READING MUSIC' 

SO AND HEM!! FOR YOURSELF JUST HOW IT WORKS. SEND 
JUST $ 2 00 ( refunded * L. a* bef cow. F011 0011 SAMPLE 

11(0105 saocHual IFS DON EDWARDS MUSIC fr 
STUDIO 33/6710 wmi ELF., CT MINICe, 08.0 5..060 

INSTRUMENTS 

AWAKENER GUITAR & BASSas played by 
Rick Zunigar ( Stevie Wonder guitarist). Available on 
custom order. $1 for catalog of all custom instru-
ments. Lakefront Instrument, 602 State, Mossville, 
IL 61552. 

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

Company,151 Calif.Rd., Yorktown Heights,NY 10598 

LEFT-HAND GUITAR SHOP: New, Used & 
Vintage;complete access. Write 6615 Backlick Rd., 
Springfield, VA 22150. ( 703) 451-0752. 

MISCELLANY 

BANDS/MUSICIANS - get top paying gigs, 
proven methods, without agent hassles. Send $1 for 

info: PK Productions, P.O. Box 70, Johnston, IA 50131. 

SKINNY NECKTIES. 100% polyester with a 
satin finish. Pink, Pink- Red, Red, Orange, Yellow, 
Green, Sky- Blue, Navy- Blue, Beige, Brown, Dark-
Brown, Black. White. Send money order for $4.50 
each to: Ties, P.O. Box 1814, Pacoima, CA 91331. 

MUSICIANS 

MUSICIAN! 
GET WITH IT! 
WHY WRIT FOR THE RIGHT GROUP OR RIGHT 
MUSICIANS TO FIND YOU? YOU CAN FIND THEM 

CALL US! THE MUSIC INDUSTRY'S 
LARGEST NATIONWIDE REFERRRL 

GET THINGS ROLLING - NOW! 

IFIEE:iS eSLOMeNli 

CRILTOLL-FREE: ( 800)328-8660 
62 825 6848 5, 5' • 

PM - R Subsidiary of BOYD HUNT ENTERPRISES ' 

PHOTOS & POSTERS 

ROCK/COUNTRY COLOR PHOTOS! 
Allmans, Beach Boys, Bee Gees, Buffett, Cars, 
Chapin, Chicago, Cross, Dire Straits, Doobies, 
Eagles, Elton. Engelbert, Jan/Dean, Journey, Kan-
sas. Loggins, Mandrel's, Oaks. Rogers, Waylon. oth-
ers. Catalog/Sample $1. Mention favorite. " SMILE." 
Box 15293-M, Chesapeake. VA 23320. 

SPRINGSTEEN OR RONSTADT SAMPLE 
Professional Color Photos of every rock band 
including top female performers. Fast service! High-
est quality! Catalog $1. Dorian Boese, MS-Box 2413, 
Scottsdale, AZ 85252. 

RECORDS & TAPES 

REGGAE • SKA 
and rock steady recordings from 
Jamaica, U.S. UK Wide selection of 

current and classic LP's, 45's Illustrated 

catalog listing records, T-shirts, 

and more-50` Retail/Wholesale 

SINBAD 
POB 701 N1 Athens, Ohio 45701 

JAZZ MAIL ORDER SPECIALISTS. impors, 
domestic labels, independents, budgets. Send 
$2.00 for Master Catalog. 88 pages of jazz and 
blues. Fast service. Foreign orders welcome. Write 
Dept. M, Daybreak Express Records, P.O. Box 250, 
Van Brunt Station, Brooklyn, NY 11215. 

FREE WEEKLY RECORD AUCTION 
Lists: LPs, 45s, 78s. Also wanted to buy - older LPs 
in good condition. Elmwood Record Sales, Box 
10232M, Elmwood, CT 06110. Tel 203-523-9529. 

THE COMPLETE STORE FOR THE 
Serious Record Collector. Extensive selection. 
New, used, discontinued ( classical, opera, jazz, 
shows, popular, etc.) TOP DOLLAR PAID for your 
collection. PRINCETON RECORD EXCHANGE, 20 
Nassau St., Princeton, NJ 08540. ( 609) 921-0881. 

TOP DOLLAR PAID for good condition LPs all 
types. We'll travel for quantity. Nuggets - Boston. 
(617) 536-0679. 

LIVE ROCK-CONCERT TAPES. Available 
on reel, cassette, cartridge tapes. Send stamp for 
catalog. MD Tapes, RD 2 Box 306, Milford, NJ 08848. 

WORLD'S LARGEST RECORD COLLEC-
tors magazine - Goldmine. Over 50.000 records 
offered each monthly issue. Sample $3,00 ( US). 
Free music book catalog - rock, jazz, oldies. Gold-
mine. Box 187-MU, Fraser, MI 48026. 

IMPORTS & JAPANESE AUDIOPHILE 
LPs - Largest selection in the East of British. Euro-
pean. Japanese. and Reggae LPs. Many domestic 
titles available on superior Jap pressings. New arri-
vals daily. 45s tool Same day service Frustrated? 
Try us first! Send for free new catalogue. Pure Pop, 
115 S. Winooski, Burlington, VT 05401. Tel 802-

658-2652. Home video cassettes also 

RECORD COLLECTORS BEWARE!! 
Buying cut-outs elsewhere means paying more! 
275k pages of LPs and tapes. $1.00 for catalogs 
(refundable). SQUARE DEAL RECORD CO., P.O 
Box 1002P. San Luis Obispo, CA 93406. 

FANTASTIC SELECTION of imported LPs, 
45s, EPs, limited editions and rarities. Deluxe illus-
trated catalogue $1. Rock Record Imports. P.O. Box 
7787-M, Chicago, IL 60680. 

T-SHIRTS 

CHARLIE PARKER T-SHIRTS! Also Elling-
ton, Coltrane, Holiday ( also women's shirts), 
Dolphy, Monk, Miles, "Bebop Lives," Mingus, Bud 
Powell, Dizzy. Dexter Gordon. Original designs, sat-
isfaction guaranteed. S- M-L- XL. $7.00. BIRD LIVES, 
P.O. Box 87M, New Lisbon, WI 53950. 

DRUM T-SHIRTS.. Ludwig, Zildjian, Tama, 
Gretsch, Remo, Premier. $8 each. Send money 
order to: JUST DRUMS, 52 Main, Pittston, PA 18640. 
(717) 655-6365. Call or send for catalog. 

DIRTY OLD GUITARIST', DIRTY OLD 
Drummer', Dirty Old Piano Player* T-shirts with 
humorous silk-screened design. Quality 50/50 
tees! Red or light blue in sizes S- M-L-XL. $6.98 plus 
$1.25 postage. Send check/m.o. to * Rainbow 
Designs, 11 Peeptoad Road, Warwick, RI 02888. 

GUITARISTS! Just in time for summer! 
Guitarist's Forum's handsome guitar logo now 
available on high quality T-shirts. Bright red on blue, 
50% cotton/polyester. Specity S-M-L- XL. $6.95 
plus . 75 postage/handling to Guitarist's Forum, 373 
Fifth Ave.. Suite 1008M, NY. NY 10016 

MUSICIAN T-SHIRTS 
Your choice of black regular or fancy 
French cut black or beige. All with a bright 
blue Musician logo emblazoned shame-
lessly across the chest. 

Please send me shirts. 

Blk Regular CIS DM CIL OXL @ $5.95. 

Blk French OS DM DL C1XL @ $7.95. 

Beige French OS DM DL CIXL @ $7.95. 
French shirts run small, order one size up. 

Please add 75C postage each. 

Total $   

Detach and mall with your name, address 
and check to Musician, Player 8 Listener, 
P.O.Box 701, Gloucester, MA 01930. 

CLASSIFIED: $ 1.25 per word, $25.00 min-

imum. DISPLAY: $ 100 per column Inch. 

Frequency discounts available. Call Laura 

at (617) 281-3110. 
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SEALED WITH A Meg 

A THREE- RECORD SET 
SIX SIDES OF THE PICTURE AT A SPI:CIAL LOW PRICE 
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CB700 Percussion announced 
the arrival of their "Circle of 
Sound" Concert Toms featur-
ing 9- ply shells, self-aligning 
tension casings, triple flanged 
counter hoops. With fully ad-
justable stands, the "Circle of 
Sound" sets are available in 
Jet Black, Pure White, Wine 
Red as well as Metallic Blue, 
Red, Gold ard Silver finishes. 
For a catalog of the CB700 
Percussion line, contact 
Coast Wholesale Music, 200 
Industrial Way, San Carlos, 
CA 94070. 

Anvil offers Anvilite cases in 
hundreds of sizes for their entire 
line-up of drum and percussion 
cases As with Anvil's already 
widely accepted fibre drum 
case design, maximum util-
ization of space is made. 
Heavy duty steel handles are 
used to insure maximum 
strength coupled with the 
new mar-resistant and rugged 
Anvilae material. Color options 
are Anvil blue and black. Pro-
tective foam interior cushion-
ing is optionally provided to 
guard against scratches and 
dents. Anvilite Cases now 
join Anvil's already complete 
line of Fibre drum and per-
cussion cases, Forge drum 
ana percussion cases, and 
Anvil's renowned A.T.A. ap-
proved line of drum, percus-
sion . and musical instrument 
cases. Anvil Cases, Inc., 
4128 Temple City Blvd., 
Rosemead, CA 91770. 

est Puys 

Lakefront Instruments here 
displays their Awakener De-
signer Series Guitar featuring 
such elerrkents as a 24 fret 
elaborately bound finger board, 
inlaid with mother-of-pearl, 
Schaller or Spurzel tuning 
machines and a Bad-Ass 
Bridge. The body is of Ameri-
can Walnut with contrasting 
laminations towards the body 
joint. Pickups are Seymour 
Duncan specially wound to 
match the parametric EQ 
which is used in place of two 
passive tone controls and is 
one of the distinctive features 
of this axe. Lakefront Instru-
ments, Box 48, Mossville, IL 
61552. 

Carvin has just released their 
new "X" Series Guitar ampli-
fiers which featurg all-tube 
design, "Seriesed" pre-amp 
tubes for natural sustain, nor-
mal to sustain channel switch-
ing, studio quality 3 spring 
Hammond reverb system, 
graphic equalizers, plus many 
more up-to-date features. 
The warm tube sound is avail-
able in three power levels, 30, 
60, and 100 watts and in a 
variety of models featuring 
12" or 15" MagnaLab, Electro-
Voice, or JBL speakers. 
Carvin, 1155 Industrial Ave., 
Escandidor CA 92025. 

Fender is now offering speak-
er enclosure options with the 
new Fender 75 amplifier: a 
choice of four 10" or two 12" 
special design speakers in a 
single enclosure. Offered as a 
'family" package with the Fen-
der 75 amp top, they give 
unusual flexibility to this dual-
mode 75 watt unit. 

Features of the system 
include: lead and reverb 
switching with separate chan-
nel controls, foot switchable, 
effects looping, high/low 
power switch with option of 
75 watts RMS or + 15 watts 
RMS, and the advantage of 
tube sound from the Fender 75. 

Additionally, the unit offers 
output tube matching, hum 
balance control, pull boost 
switches on separate bass, 
mid, and treble controls. CBS 
Musical Insts., 1300 E. Val-
encia Dr., Fullerton, CA 92634. 

Kramer recently announced 
the introduction of their new 
"XK" Series of solid body 
electric guitars and basses. 
The four new models, two 

basses and two guitars. were 
formally introduced at the 
February N.A.M.M. Show. 
They will be advertised as the 
XKG-10, XKB-10, XKG-20, 
and XKB-20. 
The XKG / B10 models will 

have a suggested retail in the 
U.S. of $449.00 and the 
XKG / B-20 will be $549.00. 
Cases are extra and all mod-
els will be available in any of 
Kramer's eight dazzling new 
vibrant Decorator Color selec-
tions at no extra cost. BKL 
International Distributing Corp., 
148 S. Northwest Highway, 
Suite 107, P.O. Box 242, Bar-
rington, IL 60010. 

As of January 1, 1981, the G. 
Leblanc Corp has had the 
exclusive rights for the United 
States and Canadian distri-
bution of the Yanagisawa 
artist saxophones. Included 
will be baritone, alto, straight 
and curved soprano and 
sopranino saxes. The Yana-
gisawa company was the first 
in the world to make a so-
pranino in production and 
whose instruments are played 
by some of the world's fore-
most saxophonists. Leblanc, 
7019 Thirtieth Ave., Kenosha, 
Wisconsin 53141. 

Deltalab Research is proud 
to introduce its latest product, 
the DL- 5 Harmonicomputer, 
a special effects pitch shift-
ing device featuring key-
board - type controls for 
precise musical intervals. 

The Harmonicomputer pro-
vides high quality pitch-
shifting suitable for the record-
ing studio and performing 
musician and extremely sim-
ple to operate. The unique 
front panel consists of an 
arrangement of rocker switches 
set up to simulate a key-
board. This configuration 
allows the user to control the 
desired harmony in common 
musical intervals. The record-
ing engineer has the option of 
disabling the keyboard con-
trol and using the fine tune 
control as a full two-octave 
continuously variable sweep 
pitch control. 
A feedback control, which 

recirculates the harmony, is 
used to create chords and/or 
an arpeggio effect and is 
even more impressive when 
used with an external delay. 
Deltalab Research, 27 Indus-
trial Ave., Chelmsford, MA 
01824. 
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DIFFERENT STROKES 

Today, Hohner keyboards are everywhere, performing 
everything from old standards to New Wave. 

Drop in on a recording studio, anc you're bound to hear 
the classic sound of a Hohner Clavinet. Take in a Chick Corea 
concert and you'll recognize the breakthrough sound of a 
Pianet/Clavinet Duo. 

Gig musicians use our String Performer to create every 
sound from synthesizer and strings to piano and bass. School 
stage bands fill in their Pass lines with Hohner Bass 3s. 

Rock bands get the sound of a big Hammond B-3 from 

our new C86, a 50-pound portable organ that uses the latest 
digital technology. Others mix its piano and bass sounds 
and 15 organ presets for both oldies and new releases. 

Piano students practice with our portable Planet T. 
While songwriters have started calling it the " sorgwriter's 
typewriter." 

In music, it takes different strokes for different folks. 
Hohner understands. That's why we offer the industry's widest 
selection of electronic ard electro/mechanical keyboards. 
Check out the entire line at your music dealer today. 

Hohner understands. 

HOMER 
M. Hohner, Inc., Hicksville, NY / Hohner Canada, . nc., Don Mills, Ontario 



John Lennon 
Lennon's handwriting is the right 

"Graphology: The study of handwriting, especially as a 
clue to character, aptitudes, etc." Webster 

Paul McCartney 
An evolved, intelligent hand-
writing, yet the handwriting of 
someone subject to moods and 
whose response to emotional 
stimuli ( or reaction to action) 
will vary greatly. This is evi-
denced in the fluctuating slant 
of the up- strokes ( measured 
from where the stroke leaves 

the baseline to where it peaks>. Note how the letters ndy of 
"Cindy" almost lie on their sides in places ( impulsiveness) 
while the first up- stroke of the o in the world " love" is almost 
vertical ( objectivity) and the second is decidedly back-
handed (emotional withdrawal). This, by-the- way, has nothing 
to do with the fact that McCartney is left-handed. His handed-
ness is revealed in the right-to- left beginning of the Tin"To." 
The letters in the word "Cindy" begin large and steadily 

decrease in size which is a form of diplomacy.., someone who 
can assert himself, then back off, giving those around him the 
opportunity to digest what he has just said or done. 

Paul is basically a loner ( no lower loop on the y) and impa-
tient with people (the exaggerated, pasty punctuation). The 
disintegrating endings of his words ( Cindy, McCartney), in this 
case, are indicative of someone who is thinking much faster 
than he is writing. Notice too how those same endings seem to 
scoop- up the space to the right of the word...an achiever, 
voraciously taking on what is set before him. Although these 
traits will bolster his impatience, this capacity for instanta-
neousness, almost involuntary mental dexterity is one of 
McCartney's strongest assets. 

kteu.e-
Phoebe Snow 
This handwriting is a little sur-
prising. For someone who could 
best be described musically as 
a stylist, her handwriting is any-
thing but stylized. Very middle-

ground... soft, rounded, patient, vulnerable, honest, trusting 
and unpretentious...the traditional, conservative handwriting 
of someone looking for the traditional, conservative things out 
of life. Destined for motherhood. I see her as being somewhat 
overwhelmed by the music industry. Phoebe is not con-
structed out of whatever it is that enables a person to effec-
tively deal with the business/promotion/hustle aspects of the 
business. She is, I'm sure, very much at the mercy of her 
management. Some years back, shortly after the release of 
her first album, I happened upon an article entitled, "Sound 
Systems of the Stars..." It pictured one "star" with his 40 
thousand dollar equalized whatever, another "star" with his 
nuclear powered digital somethingelse and, at the end, there 
was a photograph of Phoebe, sitting at a table with a vase of 
flowers and her "sound system" ... your basic $15 transistor 
radio. That says it all. 

By Karl Schaffenberger 

"along") and 
single letter. 
The wedges in the middle zone (h in "who" and m in " me") 

are intellectual curiosity and the open ovals (o in "for," a in 
"Karl," o in "who" and the a and o in " along") are talkativeness. 
I can't imagine him ever being bored. I'm sure he could find 
amusement in the mundane and delight in the everyday. 

Although Lennon was certainly a capable person, I don't 
believe he was particularly motivated or ambitious...a dream-
er ( his word). Down strokes from the baseline are personal 
determination.., the longer, straighter and stronger the stroke, 
the greater the determination. Lennon's are short and curved 
(the g's in "strung" and " along"). Plus his T- bar ("strung"), 
though it is well placed on the T-stem, is nothing more than a 
dot. This is a lack of enthusiasm in oneself. He was a go- with-
the-flow type, someone who would take advantage of an occa-
sion if it arose...an opportunist in a good sense of the word. 

It is a great writing ... one that reinforces the witty and versa-
tile picture we have collectively painted of the enigmatic " I've 
got blisters on my fingers" member of the Lennon/McCartney 
songwriting team. 

combination of fluidity, spon-
taneity, originality and dash... 
the skeletal, no- frills writing of a 
person gifted with the ability to 
see situations as they are.. to 
mentally separate the wheat 
from the chaff, the important 
from the unimportant. Notice 
how he has reduced the com-
plex Palmer- method G into a 
simple S formation ("strung" and 

combined the letters n and x ("thanx") into a 

Robert Gordon 
An angular handwriting...the 
sign of activity and aggression, 
both mental and physical. De-
liberate ( well-formed letters, con-
sistency in size and spacing, a 
round, well- placed I- dot) yet 
flowing. A demanding person, 
both of himself and of others. 
Downstrokes ending bluntly at 

the baseline are positiveness.. like stamping one's foot. Sev-
eral of Gordon's downstrokes (the two t's and the n) pass 
through the baseline, into the lower zone and are augmented 
by sharp terminal barbs (tenacity). A demonstrative combina-
tion of strokes. assertiveness in the extreme. Note the con-
stricted ovals. Not too much daylight in those a's, os, d's and 
es, Bob. This is a form of closed-mindedness. Gordon has his 
own ideas about things... he knows what he likes. You may get 
him to listen, but forget changing his mind. I see him as being 
very much in control in the studio. The lower loops hooking 
back to the left (the past) are interesting. They are uncharac-
teristically soft ( rounded) in comparison to the rest of Gordon's 
writing and may very well be a graphic illustration of his love 
affair with an era gone by. 
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Total Harmonic Control. 
The new Distortion II gives you maximum control over harmonic distortion while preserving 
the characteristic sounc of your inst'ument. 

MXR has managed to trick solid state circuitry irro reacting aud bly like tubes. yielding' a 
warm sound with increaibly smooth and elastic sustain. For lower volume levels, we've 
incorpora*.ed a resonance control to add low frequency punch, characteristic of a spea•cer 
cabinet driven at high volume levels. A variable fi ter controls the upper harmonics for 
smoother, more "tapered- distortion while a drive control varies the amount of sustain and 
harmonic content over a wide, usable range. MXR's noiseless orcuitry allows you to regulate 
gain from your instrument without annoying hiss and pops. 

No bells, whistles— just total control in a compact, indestructible package. Try the 
Distortion II at your MXR dealer and discover the world of total harmonic control. 

MXR Innovations, Inc. Dept. L 
740 Driving Park Avenue Roches-ef, New York 14613 ( 716) 254-2910 

[ivixR Musical 
Products Group 
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For the performer 
who has everything. 

Microphone Top artists 
wa obe rdr we listened. Our most sought-

told us what they wanted, and 

after vocal dynamic microphone, 
repeated in gold plate and selected matte colors. With 

matching cables and a professional carrying 
case. Vivid. Exciting. And definitely 

not for everyone. audiolechnica. 
1221 Commerce Drive, Stow, Ohio d4224 




