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KORG TECHNOLOGY DELIVERS THE SOUNDS OF THE LEGENDARY
B-3 ‘“TONE WHEEL ORGAN’’ AND THE FAMOUS 147 ‘“‘ROTATING SPEAKER"’
IN ONE COMPACT, PERFORMANCE PACKAGE.

To get that Tone Wheel Organ/Rotating Speaker sound, musicians had no choice but to lug around
oversized, over-weight equipment.

That is, before the New Korg CX-3 Combo Organ.

The CX-3weighs just 23 pounds, and yet it delivers the full sound and the feel of the real thing. Afull
five-octave keyboard; nine drawbars plus presets; “feather touch” electronic switching; “overdrive” and
“key click” effects; plus the traditional B-3 percussion, variable volume, decay, bass and treble controls.

Plus, the Korg CX-3 features a built-in rotary speaker effect that “‘speeds up and slows down" the
simulated upper and lower baffles at different rates! It even operates like the real thing...from the key
board or from a remote footswitch.

You already know Korg for making things better.
This time we made it better. .. by making it lighter. “ n Rﬁ

NOW AVAILABLE! KORG BX-3
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DOWN BELOW
THE BOARDERLINE

WAITING FOR COLUMBUS ®

€ garage tapes, the live tapes, the tapes that fell behind the sofa, the studio
es that didn't sink into Baltimore Harbor, the radio tapes.
eteen songs, from demos to diamonds that got lost on the way to their once-
ed albums, along with several previously-released classics and two great new recordings.
5 13 years of Little Feat’s previously missing links, precisely assembled in a luxurious two- album
which includes a 12-page brochette chock-full of Little Feat stories, pix and fax.
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“oder’s guitar energy was laced
oII 1hrough the first three Steely Dan
albums and changed the Doobie
Brothers into a new band Now he's back
full time in the land of the studio

with his hands behind the board

and his ears at the ready

have a lot to say
obouf the special quality of live
improvised discovery, as well they
should Jerry Garcia, Bob Weir, Bill
Kreutzman. Mickey Hart and Phil Lesh
have been doing it longer and better
than any rock ‘n' roll band., Vic Garbarini
hears some Dead memaories and
converses at length with Jerry Garcia

this year's version of the
Newport Jazz Festival, went down in
Manhattan in an action-packed week
Miles came back Max Roach
generaled Omette blew mountains and
many others had floats in the summer's
biggest parade Musician flooded the
city with reporters who got every M'Boom
and ghssando while Ernie Santosuosso
got a few words with Miles

Lefters

Music Industry News

Rock ‘n’ Roll Conspiracy/Dave Marsh
Beyond the N.Y. Dolls/Roy Trakin

Australian Rock/David Fricke

Avant-garde in the Kitchen/Jon Pareles

Buck Hill and Von Freeman/Neil Tesser
Faces

Record Reviews

Rock Shorts/David Fricke

Jazz Shorts/John Pareles

Kid Crede and the Coconuts/Geoffrey Himes
Skunk Baxter/Dan Forte

In Search of the Grateful Dead/Vic Garbarini
Hard Pop/J.D. Considine

Nights at the Koolathon/Various Commentators
Two Orchestral Stupidities/Frank Zappa

Shucios

All Star Guitar/Larry DiMarzio

Post-Punk Guitarists/J.C. Costa

Sound at the Savoy/Marc Silag

Classifieds

Best Buys

118
122
128
134
136

Cover: Grateful Dead by Steve Smith, Jeff Baxter by Terry Miller
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"he potential for creating
tounds has never been
jreater than on the Jupiter-8.
“he sixteen stable VCOs go
=vell beyond the norm to offer
s5ix different waveforms and
he broadest range of
controls. Syncing is possible
vith modulation by both the
-FO and ADSR. and Cross
“™odulation is provided for
>omplex sounds or ring
nodulator effects.

"he LFO features three
waveforms. polyphonic
sample and hold, and
Soland's unique
Jrogrammable delay for
1atural vibrato. The Filter

d

Section features a Low
Pass Filter that can be
switched between 12 and
24dB/octave settings. and
a separate Hi Pass Filter
Another unique feature of
the JP-8is a Key Follow
function on the ADSR that
allows notes lower on the
keyboard to ring slightly
longer than those on the
top. for lifelike piano and
other patches.

All controls on the Jupiter-8
are continuously variable
rather than pushbuttons
which limit the controls’
flexibility and sound
possibilities

A key to the Jupiter-85
unsurpassed performance
ability is an advanced
computer-assigned
keyboard that can operate
in a number of ways. The
keyboard can assign one
patch over its entire length or
itcan be split with one patch
on the upper three octaves.
and another on the lower
two. The Dual Mode literally
layers two patches on top of
each other for unique patch
combinations.

The Solo Assign Mode
allows the keyboard to
perform as if it were
monophonic for lead

word, while a Unison

Mode assigns all sixteen
oscillators to a single key
press. and divides them as
more keys are played. Two
Poly Assign Modes respond
to allow either all notes. or
only the last notes played.

to reach their full release
length

The Arpeggiator allows the
sequencing of autornatic
arpeggios hve off notes
played. shifting harmony in a
way no sequencer can. The
Arpeggiator can also be
assigned to the lower half of
a split keyboard. leaving the
top free for other work




Subject

Polyphony,
Programmability,

and Creative Potential
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» Extensive Programmer Section

Performance Control Options

Another key to the flexibility
of the Jupiter-8 is its large
programmer section. Every
synthesizer function
including Volume is
programmable into any one
of sixty-four memories —
more complete
programming than on any
other instrument. The Patch
Presets call up eight
programmable patch
combinations to a split
keyboard.

Any program can be edited
simply by changing the

desired control, even in live
performance. The new edit

will not be written into
memory unless the JP-8is
instructed to do so. Any
program can be afforded
two levels of Memory
Protection to prevent
accidental edits.

If more than sixty-four
programs are necessary, the
JP-8 can dump programs
onto any tape recorder for
later recall. Partial loading or
dumping is also possible,
and any program can easily
be shuffled to another
memory location.

The Jupiter-8 features an
extensive performance
control section including a
center-sprung Bender that
always returns to exactly
where it began. The Bender
has separate controls so that
the amount of oscillator or
filter sweep can be preset
and switched in or out for
exactly the effect desired. A
separate touch pad brings
in LFO modulation of the
VCO or VCF completely
independent of the Bender
or programmed LFO.

Polyphonic portamento can
be assigned to the entire
keyboard, or just the

upper half.

Other peripheral
performance functions of the
Jupiter-8 include CV and
Gate QOutputs off the highes
note. for connection to othe
synthesizers or sequencers
and Clock or Trigger jacks
so the Arpeggiator can be
synced with instruments like
the Roland TR-808 Rhythm
Composer.
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A BIRD, A PLANE, A GOD!

I cannot understand how such a good
magazine could publish such an awful
article on the Greatest Man, Poet, Per-
former, Philosopher of our times, James
Douglas Morrison.

Please remember the Doors aren’t
just a group — they are a Religion, a
Belief and a Way of Life. You are either
Morrisonesque or you're not. | am quite
concerned with keeping Jim’'s memory
alive. | want young people to like the
Doors and have the right impression.
Your article was not what the young
people should think about Jim.

Let's not forget for one moment that
James Morrison was the Greatest Man
of our time. | feel lucky to have seen him
in concert; | thank God every day of my
life for that. Anyone who doesn't believe
had better go back to the Moronic
Beatles.

Sandra Kerwath
Des Moines, |10

POOR LESTER

You people topped yourselves with
the special issue on Jim Morrison. With
the exception of the article by Lester
Bangs it was probably the best stuff |
have read on Jim. The articie on David
Lindley was superb. One of rock's most
underlooked musicians.
Brad Hughes
Independence, LA

THE BUSH DEFENDED

I don't claim to be a psychefunk fan or
whatever, but what exactly did Chris
Doering expectfrom a New Wave's fore-
fronter’s first actual bona-fide dip into
African musics? Actual Swabhilichanting
and Rastafarian Rave-ups? I'm getting a
little tired of hearing critics like Dave
Marsh, Ken Tucker, et al. accusing
Byrne of trivializing African rhythms.
Authentic Bush of Ghosts may not be,
but it's not trivial by a longshot.
Judith Graham
Morro Bay, CA

LET THE BOY BE

All | am saying is leave him alone.
Honest to God, | can't get through a
music magazine these days without
seeing Bruce Springsteen’s name in
every other paragraph. This may sound
odd coming from an avid Springsteen
fan, but he has become too much of a
standard these days. Okay, so most
intelligent rock critics worship the water
he walks on. But there is no way he can
live up to the level of expectations set for
him. Meanwhile the public gathers
around like vultures waiting for that fatal
mistake which will make him like all the
others.

He's not the new Dylan, the future of

rock 'n’ roll, the Boss, or St. Thomas
Aquinas. He's just a very talented and

dedicated musician.
couldn't ask for more.
Barbara Hall
Harrisonburg, VA

Personally, |

BECAUSE WE LIVE FAR AWAY

Just wanted to take a few minutes to
tell you all what a wonderful job you do
— most all the time, even. Sure, there
are times when I'd like to dash the nasty
rag against the wall in a fit of piqued
disgust, but, then again, we all have our
days, don't we? On the whole, much
more agreeable than that movie maga-
zine Wenner puts out these days.

One question: how can you-guys be
owned by Billboard and still get away
with your anti-industry stance? How-
ever, whatever you do, keep it up.
Sooner or later, the music must return to
the people. And | believe you all have
helped.

Barry Haney
Cincinnati, OH

AND WE'VE NEVER BEEN TO N.D.
I've never written a letter before.
| just read the interview with Wayne
Shorter (Musician 6/81).
It made me alive again.
Kevin Dammen
Minot, ND

THE CRUELEST BLOW

My admiration for Carla Bley was
sorely tested by your irresponsible arti-
cle on her in the August issue. Of
course, it wasn'treally an article —justa
taped memento of a visit that may have
been fun for all concerned (i learned as
much about Rafi Zabor as Bley, which
isn't much), but makes no case for Bley
and is of no value to the reader.

Zabor makes big claims, and then
walks away from them. And his sense of
history is askew: “...all the great writers
have been great players, with Tadd
Dameron virtually the only exception...”
What about Edgar Sampson, Gil Evans,
Ram Ramirez, John Carisi, Don Red-
man, Fletcher Henderson, and Billy
Strayhorn? Were they great players?

He says Carla created "some of the
freest, funniest music in or out of jazz,”
and then goes right into “A Genuine
Tong Funeral,” “Liberation Music,” and
“Escalator.” “Tong Funeral” is one of the
most meticulously composed and
played and somber works of the 60s;
“Liberation Music" is acidic, satiric,
blowzy, and grand — but the funniest
and freest? Why is it so important that
Carla be billed as funster when she's so
much more?

And then the cruelest blow: “With one
wholly idiosyncratic leap, Carla Bley has
landed in the same ballpark as Duke
Elington and Mingus.” Is that all it
takes? One idiosyncratic leap and Car-
la's up there with the man who invented

big band orchestration, who wrote the
most-played and best-loved body of
work in the whole jazz repertoire? That's
worse than irresponsible writing; it's
pure philistinism, and no service to
Carla, whose real contribution is made a
mockery.

Recalling similar hype jobsinthe mag,
maybe you should change the name
from Musician to Genius of the Month.
Joan Mellers
New York, NY

CARLA'S CULT

Your feature on Carla Bley has been
long overdue. | fail to understand why
she has been neglected for so long by
both the media and the public. Her
music is challenging and so outrage-
ously accessible that it can’t stay in the
cult status much longer.
Carlie Stivers
Kalamazoo, Ml

TURN OFF THE WRITER

I had to take exception to your recent
article by J.C. Costa, “Turn up the
Drummer,” in which he states that the
musical instrument industry is develop-
ing the rhythm unit because "good
drummers are hard to find.” From our
point of view, this simply is nottrue, and |
believe that it wrongfully gives drummers
the impression that technology is work-
ing against them, to the point of replac-
ing them. We're not trying to replace any
musicians. The industry's development
of rhythm units and other programmable
products is simply technological pro-
gress that allows us all to create more
and better music. We are, however,
working on a device to replace musical
instrument column writers.
Roland F. Wilkerson
Vice President/Marketing
RolandCorp US

KOTTKE DEFENDED

I'd like to take issue with Brian Cull-
man's contention that Leo Kottke's
music is "redundant,” or that he is a
guitarist of "no particular focus.” As a
guitarist who plays both John Fahey and
Leo Kottke pieces, | can tell you that
Leo’s are much harderto play and much
more interesting. The virtuosity that Mr.
Cullman seems to find pretentious is
simply a sign of a superior musician.
Dale Osborn
Grand Rapids, Ml

VIVA LA CLASHA!

Thanks a lot for the double-header on
the Clash. Rather than the negativity and
willful ignorance offered up to us by
spineless media and insecure industry
clones on this fine band, you offer some-
thing that contains both insight and fun
— something worth giving out to friends
who deserve it. Viva la causa!

Badger Green
Creston, Montana
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industry Notes

The British record industry failed in
its attempt to get the government to
levy a blank tape sales tax to make
up their losses due to home taping.
Record moguls insisted that such
draconian measures were necessary
and bitterly declared their industry
“seriously threatened"... Elsewhere in
England, the ongoing rioting has
brought criticism of music and the
music press, particularly Sounds, for
intensifying racial hostilities. The
skinhead phenomenon, which Sounds
promotes, is being characterized as
being anti-black (an anthology album,
titted Strength Through Oi, was
adapted from a Nazi slogan), while the
reggae/ska followers are said to be
inciting minorities...

King Crimson, which broke up
“forever” in 1974, has been reformed
by Robert Fripp with old mate BIll
Bruford on drums and the addition of
Adrian Belew (guitar, vocals) and
Tony Levin (bass, stick). “They have
been called back to active service at
a time of need,” says Fripp. While in
London making their new album,
Discipline, the boys strapped a tape
recorder on volunteer Belew and sent
him into the tough Nottinghill area
around Island Studios “to get the feel
of being on the street” for a track
about urban violence called “Thala
Hunginjeet.”

Not only did Belew get accosted
and roughed up by a street gang, but
during his shaking retreat back to the
studio he was halted and questioned
by a suspicious local police patroi.
Belew not only survived to begin work
on a solo album for Istand Records —
he got the whole episode on tape, and
it shows up on Discipline.

Recent reports of a running battle

12

between Mick Jagger and Kelth
Richards during sessions for their
forthcoming Tattoo You — some said
the feud escalated to erasing of each
other’s recorded tracks — brought to
mind a little-known incident that
occurred during the making of Let It
Bleed. On “You Got the Silver,” a track
Keith sang (it appeared to good effect
on the soundtrack of Antonioni's
Zabriskie Point) Jagger had laid down
a vocal (our reputable source heard it)
which somehow got “misplaced.”

Bruce Springsteen played a week
of shows inaugurating New Jersey's
Byrne-Meadowlands Arena. Although
overwork and air conditioning gave
Springsteen a sort throat, he showed
up after his North Jersey stand for the
opening night of Clarence Clemons’
new club, Big Man’s West, in Red
Bank, New Jersey. No air conditioning
this time, but Bruce and the E-Street
band ripped through a sweaty, six-song
set (including “Summertime Blues™)
before he threw up his hands and
said, "Game called on account of
heat.”

Paul McCartney was reported
recently to be traveling with the
Jacksons, disguised under glasses
and a floppy hat. Paul's tagging along
so he and Michael Jackson can
collaborate on songs; Michael will
apparently sing one tune on Paul’s
new LP, due this fall, and Paul will
return the favor later.

Miles Davls showed up in the
wings at Willie Nelson's recent Las
Vegas stand, whereupon Willie went
over and kissed him. They got
together backstage, and Willie was
next seen sporting a Miles Davis
promotional T-shirt. They even went
so far as to write a song together,
called “Expect Me Around.”

Chart Action

The Moody Blues ripped through
the album charts and sit comfortably
at the top with a diluted encore of
their 70s triumphs, Long Distance
Voyager, followed by Kim Carnes’
Mistaken Identity, a catchy
compendium of her new, raspy, Rod
Stewart vocal style. REO Speedwagon
and Styx, as well as ex-Genesis hand
Phil Collins, represent the powerful
commercial potential of hard pop with
their ongoing grip on the top ten. Rick
James has his best-selling LP yet with
Street Songs, great funk 'n’ roll
instrumental tracks under unbelievably
adolescent lyrics. The success of a
pastiche of Beatles tunes stitched
together over a disco four-beat has
spawned a hit album, Stars on Long
Play, the album features a longer
medley of the fab four’s biggies for an
appealing side one but waxes truly
obnoxious with a side-two collection
of top 40 you didn't need to hear
again. The success of this concept
has spawned more medleys, including
one self-produced by the Beach Boys.
Tom Petty's Hard Promises is also
doing well, with a duet between Petty
and Stevie Nicks getting lots of AC
airplay. Kenny Rogers' new Share
Your Love shot into the top ten while
Pat Benatar's Precious Time and
Foreigner's 4 lurk just below.

Air Supply has the top single with
mega-shmaltzy “The One That You
Love,” while Kim Carnes’ “Betty Davis
Eyes” continues to ring cash registers.
(A novelty spinoff by Bruce “Baby-
man" Baum is getting some airplay, a
ditty called “Marty Feldman Eyes.")
Television has spilled over into
recordland, as General Hospital star
(and former Aussie rocker) Rick
Springfield offers a straight ahead
power-pop tune, “Jessie’s Girl," and
Joey Scarbury's version of “The
Greatest American Hero"” theme,
taken right off the titles of the show,
hold at #3 and #4. Hall and Oates
have yet another single from their
Voices album, this one called “You
Make My Dreams.” Rumor has it that
the Philly duo have completed a new
album but RCA won't release it until
this one is bled dry of singles.

Rich James tops the soul charts
with Street Songs while a new release
by last years's chart toppers, Cameo'’s
Knights of the Sound Table and
newcomer Teena Marie's /It Must Be
Magic hover below. Stephanie Mills
has done well with her new release
while a live album by an excellent live
group, Maze, has crept to the top five.
The Brothers Johnson have a new
one that's threatening, appropriately
entitled Winners. The top soul single is
a tune by Frankie Smith, “Double
Dutch Bus,” and all the above-
mentioned hit albums are represented
in the top ten.
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THE

ROCK N'ROLL

CONSPIRACY

ost of the readers of this maga-

zine, both players and listeners,

presume that the place of rock
and roll in American culture is well-
established, as entertainment if not art.
Indeed, in recent years, a good deal of
the most heated dialogue found in the
pages of Musician and much of the rest
of the rock press has centered on
whether rock has become too accepta-
ble. From the all-out attack of punk to
Robert Fripp’s maddeningly reasonable
diatribes about alternative creative and
business approaches, the shared
assumption is that rock is safely
embedded in the social mainstream,
that it is, in fact, damned nearly
respectable.

This is true to the extent that, after 25
years of celebrity and notoriety, rock has
insured its survival at least as the
nomenclature for pop music with a pro-
nounced beat. Thus, there will be rock
forever, no matter the unseemly direc-
tions in which the music may develop.
Even most anti-rock types have made a
form of peace with the stuff: it's hard to
imagine even a high school band with-
out some swing arrangement of a Bea-
ttes, Dylan or Presley standard in its
book, and Tom Petty, Billy Joel and Bob
Seger can be heard as theme music for
network football telecasts.

In other ways, though, rock continues
to be treated as a second class form.
Rock musicians are as frequently
impoverished as any other group of
artists, yet not even Fripp has suggested
that they should be included among the
myriad of artists supported by federal
and private grants, to which even jazz
musicians and filmmakers have some
access. In the long run, this lack of con-
nection with Arts Establishment funding
is healthy for rock, since nothing can
compromise a creator more than having
to explain himself to a board of directors.
But the exclusion of rock performers
from this economic process is both
anomalous and symptomatic.

More importantly, there is a school of
thought still current which insists that
rock is the product of some vague plot or
conspiracy, that without this (anonym-
ous yet nefarious) aid, it would cease to
exist and that once the massive fraud is
exposed, music will return to normalcy
and rock, like the state in the Marxist-
Leninist fairy tales, will wither away, or
more accurately, vanish in a puff of

14

I
It was all a hoax...

smoke.

I'm not referring to the kind of race-
baiting conspiracy accusations made
by right wing cranks like the White Citi-
zens Council in the fifties or Rev. Billie
James Hargis in the early seventies. No,
the theory outlined above is the convic-
tion of the New York Times, atleastinits
Sunday editions. (In its daily editions,
though the Times persists in referring to
Mr. Diddley and Mr. Loaf, the paper has
had competent rock criticism since
John Rockwell's arrival in 1974 and,
since Robert Palmer took over as princi-
pal rock writer last year, probably the
most intelligent and certainly the most
well informed daily criticism in the
country.)

In the Sunday Times, even on those
occasions (roughly monthly) when rock
is covered, it is not allowed to appear on
the Music page. Instead, all rock copy,
and most jazz copy appears only on the
Recordings page. This is meant to con-
vey a message about rock’s status as
“music,” which it does quite effectively,
more so in factthan such crank items as
John Leonard’s “obituary” of John Len-
non, which quickly turned into a rant
against the intellectual bankruptcy of
ALL other rock, including Bob Dylan's.
(Dylan was written off as a Kahil Gibran
reader — an apparent factual error. It

David sallies forth to smite two
publishing Goliaths for inventing
phoney conspiracies and their
suspicious nostalgia

for the bad old days.

By Dave Marsh

was Elvis Presley who lived by The
Prophet.)

The Times published its most explicit
attack ever on rock in the June 21, 1981
edition of the Sunday magazine. The
cover of that issue sported a photo of
Frank Sinatra with the reasonable, if
questionably valid, headline “Outlasting
Rock.” But what Sidney Zion wrote
inside was not a celebration of Sinatra’s
post-“New York, New York” triumphs
but an indiscriminate attack on rock
itself as “a lower form of music [sold] to
impressionable adolescents.” Accord-
ing to Zion, rock was a hype in the first
place, its popularity solely the result of
the great masters of what he calis Style
— Tony Bennett, Rosemary Clooney —
being forced off the radio airwaves.
Now, as demographics shift, Zion
argues, rock is slowly dying out, and it
will be replaced by True Style once
again.

A remarkable thesis, Zion buttresses it
with little fact, an utter absence of musi-
cal analysis (Zion's chief credential asa
music critic seems to be a dinner he
once had with Sinatra) and some of the
most inept sociology ever written, even
in the Times Magazine. (The demogra-
phic bulge of over-forties we are about
to experience will consist aimost entirely
of people who grew up listeningto rock.)

It's hardly worth detailing the rest of
Zion's paranoiac fantasies about popu-
lar music, although some of his argu-
ment is amazing. He completely ignores
questions of race, for instance, although
the glaring fact is that ninety percent of his
pantheon of style is white, while one of
rock's most important contributions was
opening at least the airwaves to black
performers. But Zion is so concerned
with defending his Masters of Style, that
he becomes completely carried away at
certain points, lapsing into gibberish
more tasteless than anything Ted
Nugent has ever conceived. For invent-
ing the lounges of Las Vegas, that Cit-
adel of Style, Zion proposes that the
mobster Bugsy Siegel should be givena
“special niche in the Songwriters’ Hall of
Fame."” The fact that his children and
their friends “don’t know the voices of
Crosby and Astaire” is “cultural geno-
cide,” and the fault of rock and roll.

There's no real need to further enu-
merate Zion's arguments, the inaccu-
racy and wish-fulfiliment of which speak
for themselves. Ahmet Ertegun demol-
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‘Over the past two years, the research that Ibanez
and | have been involved in has led up to the guitar
that | now play - an Ibanez custom-built. We are now
in the final stages of developing a production version
of this instrument that's every bit as soulful and
responsive as mine.”

The Ibanez semi-acoustics that you see here - the
AS100, AS200 and the unique “small" AS50 incor-
porate the benefits of our research with Lee. A very
special semi-acoustic, just like Lee's will be available
in the near future. For a preview of the versatile and
expressive sound of this instrument, get your hands
on Lee Ritenour's latest Elektra release "Rit".
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including:
The Way Lite's
Meant To Be

1 Hold On Tight
Here s The News
* Twilight/Raw Is Falling

JET R E

All Music and Lyrics by Jeff Lynne. Produced by Jeff Lynne
Also avarlable as a Half Speed Mastered recording and on Extended Range cassette
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ishes almost everything Zion says witha
few well-chosen words toward the end
of the piece. But any serious rocker who
believes that rock is now a safe part of
American culture should dig up the Zion
piece. Its witch hunt rhetoric is amazing,
and maybe a little frightening, despite
the patent stupidity of its arguments.

One might argue that the Times
represents a very conservative wing of
the American culture establishment. But
Grove Press certainly doesn't, and with
the publication of The Day the Music
Died by Joseph C. Smith, Grove has
joined the ranks of those who claim that
rock was the product solely of conspi-
racy and hype.

Before he became a conspiracy the-
orist and purveyor of roman a clef, Smith
was the R&B musician Sonny Knight,
who had a couple of minor hits in the
fifties and early sixties. Knight loathes
rock and roll, considers it nothing more
than a cheapened and bastardized form
of rhythm and blues and suspects sinis-
ter forces behind its rise and success.
Indeed, the premise of his novel might
be summed up in one of Zion's more
hallucinatory sentences: "Some people
don't believe that the Beatles avalanche
was a natural phenomenon but rather
was one of the greatest hypes in the
annals of popular music.” Zion doesn't
bother to explain this, but Smith fleshes
out the theory. According to The Day the
Music Died, the Beatles (or the British
quartet which stands in for them in the
“novel’) were made famous by the col-
lusion of conspiratorial British capital
(“the world's third largest pool of private
wealth” or something like that) with
Mafia muscle. In this version of rock his-
tory, by the early sixties major media
empires (modeled after CBS and RCA)
might have been controlled by the Mafia,
solely as the result of their association
with rock. (It's amazing that none of
those who view rock as a mob product
can explain why the music doesn't
appear in the main rooms of Vegas, the
one part of the entertainment industry
overtly mob-controlied.)

But the details of Smith's fantasies
aren’t important. It is more significant
that a house like Grove Press has pub-
lished a potboiler which its own press
releases compare to Harold Robbins,
not the sort of dignified first novel it usu-
ally chooses to print and promote
seriously. But Grove, of course, is not
interested in The Day the Music Died as
fiction but as a version of “fact” — Smith
is an “insider” who reveals the conni-
vances by which rock was made popu-
lar. A loathing for all that rock is or was
permeates every page of this book; that
hatred of the music and what it repre-
sents was Smith's motivation for writing
and it is the only thing that might justify
Grove's publishing it. For Smith, as for
Zion, rock is a scandal waiting to be

continued on pg. 40
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The proto-punk New York Dolls blew away
all the rock conventions and then

splintered before time proved them prophets.
Survivors David Johansen and

Syl Sylvain thrive in the aftermath.

BEYOND

THE VALLEY OF
THE NEW YORK DOLLS

he first time | ever laid eyes onthe

New York Dolls was New Year's

Eve, 1972, at the old Mercer Arts
Center, and, quite frankly, | didn't under-
stand all the fuss. But, what did | know? |
was just a wide-eyed junior between
semesters at college, still excited about
the release of Eat A Peach and the
Grateful Dead's three-record live-in-
Europe set. What was so special about
this sleazy three-chord garage band
that reportedly dressed in women's
clothes and could barely stand up dur-
ing a performance, let alone play their
instruments? And the singer, who did he
think he was, with his fake Mick Jagger
pout and high-heeled “take-me” pumps,
sporting a goldfish in each heel? The
lead guitarist was wearing a chiffon
dress with his hair teased into a bee-
hive, while the bass player’s outfit con-
sisted of a plastic garbage bag with
three holes cut out of it, one for his head
and two for his arms.

What the New York Dolls were up to
was changing the style of modern rock
'n’ roll. Simultaneously stripping down
the pretensions which had accrued dur-
ing the hyperbolic 60s and building them
back up with spit and glitter, the Dolls
made rock ‘'n’ roll matter again. While
parodying the macho stances of bands
like the Rolling Stones, the Dolls were
creating their own viable alternative with
songs like “Trash,” “Personality Crisis”
and "“Looking For A Kiss."” Of course, the
anarchic spirit the Dolls brought to pop
was, by its very nature, transient. As
other bands like Aerosmith and Kiss
pariayed the Dolls’ outrageousness into
commercial gain, the band that started it
all splintered in disarray after only two
LPs, the second aptly dubbed Too Much
Too Soon. After spawning a new hier-
archy, which included groups from the
Sex Pistols to the Ramones and from
Talking Heads to Blondie, the individual
members of the Dolls were forced to go
their separate ways.

The New York Dolls may have gener-
ated a great deal of media coverage, but
unfortunately, didn't sell nearly enough
records to survive. Hell-bent lead guita-
rist Johnny Thunder, still in his early
twenties, went off with drummer Jerry
Nolan to form a succession of local
bands under various names, including
the Heartbreakers, Gang War and the
Heroes. The only obstacle standing
between Johnny and the Keith Richards-
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David Johansen prefers to leave the psycho-social frontier to other explorers now and

By Roy Trakin

makes a more accesslible rock 'n’ roll for the heartland, free from irony and anarchy.

type stardom predicted for him has been
his sometime dabbling in drugs, which
turned most major record companies off
pronto. To this day, Johnny Thunder
symbolizes the quintessential wasted
rock 'n' roller, whose flashes of guitar
genius (after all, he did practically invent
punk chording) are only dulled by his
deadly habits.

Amiable Arthur “Killer” Kane, distin-
guished mainly for not plugging his bass
in most of the time, drifted into a variety
of outfits with fitting names like the
Corpse-Grinders. Only David Johansen
and guitarist Syl Sylvain have been able
to consistently put out major label
records, David with Epic and Syl with
RCA, and it's been a real struggle for
both in establishing post-Dolls profilesin
today's marketplace.

Here Comes The Night is David
Johansen's third solo album, after his
promising self-titled debut and a poorly-
received follow-up, In Style. Despite its
insistence on rock cliche, the new LP
returns him to a more direct, gut-level
musicality, thanks to South African guit-
arist Blondie Chaplin. But in his quest for
wider acceptance, David Jo has been
forced to abandon the sly, street-smart
wit of his Dolls days for an accessible
approach.

“] think there is humor on this album,
though you might have to put yourself
into a more teenaged frame of mind to
appreciate it,” the likable Staten Island

native tells me in Blue Sky's New York
offices recently. “| think I'm less cynical
now than | was last year. And certainly
less cynical than | was with the Dolls..."

Was being an ex-member of the Dolis
a help or a hindrance to David in getting
his solo career in gear?

“Well, | consider the Dolls like my col-
lege days, my old alma mater,” he offers.
“The make-up and costumes was the
Dolls’ thing, their shtick. That's how we
used to dress when we were kids. We
used to pick clothes out of the garbage
can. We never sat down and planned it.
It was just something you had to get out
of your system, like an exorcism. | have
no desire to wear high-heeled shoes
anymore...except in my most private
moments."”

The hardest thing to accept about the
New York Dolls’ failure to take the rock
world by storm was the realization that
things we thought were funny and ironi-
cally self-conscious went completely
over most listeners heads. The New
York dolls, as it were, didn't play in Peo-
ria, did they? And, of course, that may be
the reason Johansen doesn't write
many subway songs these days...

“All that stuff is too colloquial,” he
says. "It just doesn't translate well. It
may go over in Paris because it's like
Charlie Parker in 1947. Oddities from the
States. Y'know, like Josephine Baker.
I'm looking to make rock 'n’ roli that's
hot, that's accessible, that swings and
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that gets everybody all riled up. That's
what I'm into now.”

But, but...the New York Dolls were
about so much more than just making
danceable music, weren't they? They
were about a peculiarly urban attitude,
one that recognized the need for cultural
melting pots, tolerance of outsiders,
romance, fantasy, passion, community
and the need to escape every now and
then. ..

“Johnny was just sitting there, going
like this on his guitar,” Johansen physi-
cally demonstrates that moment when
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the group played its first note. “Arthur
plugged in, Billy [Murcia] banged on
some drums, | started screaming and
that was it.”

How has it changed since then?

“Professionalism,” states David. “The
Dolls made such a mess of everything. |
don't think they could have ever trans-
cended it all. if we did, we could've
wound up like Kiss and that really
would've been a drag.”

Did David miss the constant madness
that surrounded the Dolls?

"It is different when you're in a gang

than when you're all alone,” he says.
“Now, though, | know everybody
onstage is gonna be sober and sane,
things will move along with a beginning,
middle and end. That's nice to know
before you go out there.

“I can still be quite anarchic. When
you're young, | think you have an idealis-
tic idea of anarchy that changes as you
get older. When you're a kid, you never
think you're gonna die. | wanna last a
long time. | wanna be able to sit down
when | perform, like Muddy Waters
does.”

If Johansen played Jagger to Thund-
ers’ Richards, then Syl Sylvain, the cork-
screwed Egyptian-born Sephardic Jew,
was the Dolis’ Brian Jones, their inspira-
tion and ethnic touchstone. After the
breakup of the group, Syl played
around with David in a new version of
the band that did a very successful tour
of stadiums in Japan. The duo continued
to collaborate on winning songs like
“Funky But Chic,” “Girls,” “Cool Metro”
and “Frenchette,” from Johansen's
debut album, and “She Knew She Was
Falling In Love,” "Wreckless Crazy” and
“Flamingo Road,” on the less-successful
In Style. Sylvain even accompanied
David on his first solo tour, though he
was itching to form his own band, which
he finally did with the Criminals. One
independent single later, Syl was inked
to RCA, where he's released two LPs
very quietly, last year's Sylvain Sylvain
and this summer's Sy/ Sylvain and the
Teardrops. Both are straight-ahead
albums of subtle pleasures, with New
Orleans honky-tonk keyboards, scat-
tered Latin reggae rhythms, blaring Stax
sax and a nonstop urban rockabilly beat.
No message beyond the joy of the
moment.

His band now trimmed down to a lean
trio — aside from Syl, it includes his girl-
friend Rosie Rex on drums and Danny
“Tubby” Reid on bass — they are cur-
rently in the midst of a self-financed
West Coast tour, undertaken thanks to a
van lent to them by a loyal fan.

Syl complains that RCA isn't support-
ing his efforts. “We're making a lot of
new fans, but the record company
insists on stressing my past accomp-
lishments instead of the present. They
see me as an East Coast regional per-
former, not a potential international
artist. All | have going for me out there is
my name. You begin to realize how tied
to New York you are when you get out
into the country.”

What has Syl learned about the busi-
ness since his days in the Dolls?

“You've got to be a real shnook-face
to get bitten twice,” he remarks ruefully.
“It's not like love, it's business. And I'm a
fairly business-oriented cat. It's just not
enough to have people who like you.
Even with a good manager, a good
agent and good press, | get lost at a

continued on pg. 110
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BIG
NOISE

FROM DOWN UNDER

ard as this
may be to be-
lieve for those

of you who snored
through your high
school history and
geography classes,
America and Aus-
tralia share a lot
more in common
than the first and
last letters of their
names.

For starters, as
former British colo-
nies made good,
they are both sub- I
jecttotheracist bull- |
dog wrath of the
Mother Country, typ-
ified in Australia’s
case by the wickedly
funny Monty Python

—t
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A running tour through the best
of Outback Rock, mature,
original and always danceable.

By David Fricke

LAURA LEVINE

for the late, notor-
ious Skyhooks, their
post-Ziggy mondo-
sexual shock tac-
tics on stage and
disc were so far out
they were in for a
few manic years in
the 70s until the
band brought their
heavily-hyped act
to the States and
were promptly stoned
by critics as third-
rate Alice Cooper.
“Skyhooks dem-
onstrated a particu-
lar quirk in Aus-
tralian character,”
insisted pianist-
songwriter Don
Walker of Cold
Chisel (whose top
five LP East is now

sketch about the
four “Bruces” swil-
ling warm Foster's
lager in the dusty outback and piercing
the air with their war cry “No poofters!”
As far as civilization goes, Australians
themselves often describe life on the
main drags of Sydney and Melbourne as
California upside down.

Americans and Australians also
share an irrepressible pioneer spirit that
comes from taming their respective
lands the hard way. Originally a penal
colony where the convicted scum of
English society were sent to either work
the land or die on it, Australia has literally
built itself from the ground up. And in so
much as art is said to imitate life, the
same can be said for Australian culture,
ilustrated by the fierce, independent
streak running through many of their
films (My Brilliant Career, Breaker Mor-
ant) and most of their rock 'n’ roll bands
— heavy metal champeens AC/DC,
cool ghouls Skyhooks, pub-flavored
rhythm and biuesers the Sports and Jo
Jo Zep & the Falcons, native New Zea-
landers Split Enz and Mi-Sex, and now
chartbusting youngbloods Cold Chisel
and Icehouse.

In the beginning, of course, there were
the Easybeats. And they were good,
actually great — a kind of Rolling Bea-
tles whose Anglomanic gumbo of punky
electric raunch and melodic smarts not
only made them teenybop sensations at
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Split Enz, who once scandalized audiences with distur!
concentrate on turning out solid, punchy AM hits.

home but pop legends everywhere else,
it only because they made one of the
all-time weekend songs in “Friday On
My Mind.” The exhaustive 40-track
compilation The Easybeats/Absolute
Anthology on the Australian Albert label,
produced by ace Aussie rock historian
Glenn A. Baker, is conclusive proof of
the band's — and its prime movers
Harry Vanda and George Young's —
remarkably precocious grasp of pop
recording and songwriting tenets and
the ambitious ways they bent them at
will. From the early Pretty Things-style
punch of “Wedding Ring” and “Sorry" to
their artier post-Pepper fiuff, the Easy-
beats blazed pop trails identical to those
of their Yankee and European counter-
parts. But if they didn't reinvent rock 'n’
roll, they certainly jacked it up Down
Under with a determination and offbeat
personality that was indigenously Aus-
tralian. After the Easybeats, of course,
were the Bee Gees. Moving right
along...

The Easybeats' successors often
went the max. Fifties revisionists Daddy
Cool livened up their act with Little Ras-
cals get-ups and Mouseketeer ears.
One kiddie-pop band called Zoot (which
included General Hospital soap star
Rick Springfield) did it all in pink — out-
fits, amplifiers, even their Iimousing., As

bing atumes and theatrics, now

out here). “It's a sort
of larrikinism”
“larrikin” defined by Webster's as a
hoodlum or rowdy — “that really isn't
understood in America. in your country,
larrikinism is considered to be
immaturity.”

But where once that kind of prankish,
in Skyhooks' case, vulgar attention-
getting often eclipsed the actual music
being made, Australian bands are now
displaying a poise rivalling the practiced
commercial sophistication of U.S. and
U.K. acts without sacrificing their individ-
uality. Excellent case in point are Split
Enz, who scandalized England and
America in the mid-70s with their visu-
ally disturbing psycho-geometric coif-
fures and op-art clown threads,
although they also had a vibrant original
sound going for them that borrowed
from the Beatles, the Roxy-Genesis art-
rock family, and the British music hall
tradition all at once. Their problem in the
States was people couldn't see the
music through the method.

“We didn’'t want to admit it for ages,”
confesses singer Tim Finn, responsible,
with his younger brother Neil, for most of
the recent Enz repertoire. “We wanted,
almost, to pursue the image for its own
sake. We didn’t want to give in and admit
it was standing in the way of the music.
But we eventually had to admit it. Where
before we used to disorient people, now
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Now you can give it the ol fast arm. With revolutionary new
Crank Machine Heads* by Gibson. They'e so unique, were
making them exclusively Gibson. Each tuner has a winding
lever tucked right in. When you'e performing, it stays out of
sighr. Bur when you'e ready 1o re-string, you get the exfra
pull you need to get tuned up quicker.

New Crank Machine Heads by Gibson. Just flip 'em out. Wind
up for the pitch. And you're ready ro play.
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when you let loose.

A strap that slips off can mean the end of a great guirar. Not r
mention a grear performance. But conventional strap locks
don' always stay secure.. . . especially if you don' stay in one
place. Now there's a strap snap solution. The revolutionary
Gibson Posi-Lok™ strap lock. Elongated instead of circular, so it
fastens across the strapslir. I won'tlet go no matter what positio
you play in. The Gibson Posi-Lok. Because you can't move freel
unless you'e strapped in tight.
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of just a bridge.
threeway overpass.

bridge can only cross berween two places. right? Nor any-
ore. Inroducing the new Gibson 3-Point Tune-O-Matic
idge.” Now you not only have individual string gauge
ontrol, you acrually choose the bridge location. Under-
earh are rhree positioning holes on each side for nine
Yosifion possibilities. The design is so revolutionary,
eve applied for a parent. When it comes 1o
ersonalized runing, our srron%‘e‘gim,i&d‘u&e«ﬁ:
oinrs . .. the Gibson J3-Point
une-O-Matic Bridge. -
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The ol top hats are back.

Back when rock was wearing bobby socks and blue suede
shoes, conventional gold tapered "top hat” knobs were part
of the original 1959 Gibson Les Paul guitar. Times have
changed. and thar 1959 model has become a collecror's
item. Bur now you can rurn up with a litrle of rhe Les Paul
rradition on your guitar. Because those ol’ top hats are back.
With the same warm good iboks they had in 1959, Just asls
for LP'59 Knobs by Gibson. More than replacement parts.

They're parts of a legend. ’
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P.O. Box 100087 Nashvilte TN 37210

For Replacement Parrs/Pi
send $1.00 for postage & handling ro Gibson Lirerature Depr.




Sweet
Clarity

The Vandoren Masters™ light-
weight clarinet ligature has two
tone leveling grooves. They grip
the reed with pinpoint accuracy
... toward the center ... so the
reed can vibrate freely on all
sides. The result is an astonish-
ingly clear tone,

beautifully crisp
responsiveness

and thunderous

resonance.

Available with

matching cap

in your choice

of nickel plated

or matte black

finish. For more

' information, call

toll-free (800)

558-9421. Or

write to Leblanc, 7019 Thirtieth
Ave., Kenosha, Wisconsin 53141

Vanaoren, @
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Pure pop for ska people: Jo Jo Zep & the Falcons, forged in sweat box pubs, are a brass
tacks body band. Don’t ask them about Elvis Costello.

we charm them.”

They do it by dangling impeccably
crafted Anglo-pop songhooks in front of
you, only to playfully invert and pervert
them with curious vocal, guitar, and key-
board figures. Last year's True Colours,
Split Enz' first U.S. release in almost
three years, was practically Singles City,
leading off with the wonderfully nagging
“I Got You'(an Australian smash, a
near-miss here) whose streamlined
McCartney-like naivete was comple-
mented by the hyper-Devoraver, “Shark
Attack” and Tim Finn’s jerky, pointedly
ironic "Nobody Takes Me Seriously.”

No less short on AM winners, the Enz’
latest A&M LP, Waiata, is a consolida-
tion of their impressive songwriting
chops with a few nervier departures in
terms of arranging. Neil Finn's dreamy
ballad, “Iris” floats on a cloud of reson-
ant Lennon-style gquitar arpeggios
copped from "Dear Prudence,” hits a
rocky Duane Eddy-like middle eight, and
is punctuated by keysman Eddie Rayn-
er's ghostly synthesizer. Stitched
together Frankenstein-style with a thin
thread of a songhook, “Walking Through
The Ruins" is truly antic Enz featuring a
beat that won't stand still, vocal chorus
shenanigans, and a patchwork collec-
tion of guitar and keyboard riffs. And with
numbers like “History Never Repeats”
— a bold guitar-powered strut with high
Stygian harmonies — it's no wonder
they called the album Waiata. In the
native tongue of New Zealand's Maori
tribe, the word means a celebration of
singing, dancing, and whistling

Ditto Hats Off Step Lively, the second
U.S. release by the sorely underrated Jo
Jo Zep and the Falcons. The physical
abandon and alcoholic exuberance of
their randy fusion of R&B moxie, reggae

moves, and rock 'n’ roll drive is one of
the best “live" experiences Australian
currently has on offer, which makes the
chauvinistic accusations by Yanks and
Brits alike of Costello, Parker, and
singer-leader-saxman Joe Camilleri
a.k.a. Zep have simply mined the same
sources, shared the same musical
loves, and put the pieces together in
their own particular order and with their
own unique flair. That they accept their
similarities, bloodbrothers of a kind, is
proven by Costello’s inclusion of Camil-
leri and the Falcons' “So Young" in his
set on one Australian tour.

“People relate to my music in the U.S.
as ‘Well, here's an Elvis Costelloclone,"”
snorts Camilleri, of diminutive height
and excess stage fury. “But they never
relate to Costello as a clone of someone
else. Take his album Get Happy. It's
dynamite. But it's all Stax, it's bleeding
Booker T and the MGs with Elvis singing
up front. But who cares? It's a certain
kind of expression. Influences are some-
thing you soak in and it comes out at a
later date.”

It Jo Jo Zep and the Falcons wear
their influences on their sleeves, they
also roll up those sleeves whenthere’'sa
job to be done. And Hats Off Step Lively
— a collection of new tracks, stuff from
their last Aussie album of the same
name, and two covers co-produced by
K.C. of the Sunshine Band — is a job
exceptionally well-done. Although they
smack of his U.S. label Columbia's no-
risk bids for a hit single, the versions
here of J.J. Jackson’s “But It's Alright”
and the Brenton Wood's “"Gimme Little
Sign" maintain all the spunk of the Fal-
con’s live show while providing a histori-
cal reference for the fun that foliows

Like the best songs on last year's
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= The core of the matter:
Hex is better than round.

One of the reasons Guild strings are better.

The high-grade steel stock used for the hexagonal
cores of Guild strings is harder to get than the
old-fashioned round core wire. So why do we bother?
Because the difference between windings wrapped on
round cores and those wrapped on hex cores is
like the difference between a bald tire and one
with tread.

The hex core grips windings tight, for a lively,
accurate, clear-sounding string that won't unravel in
your hands. Guild, designer and builder of some of the
world's finest guitars, knows what a string must deliver
for an instrument to resonate properly. And Guild
strings give off the right vibrations. :

Don't saddle your guitar
with just any strings. Do it
right, with Guilds. The hex
cores may be under wraps,
but their superiority is no
secret.
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Moving Targets, the big winners on Hats
Off Step Lively stir a killer hook into a
dancefloor stew of R&B/R&R meat.
Fuzzed up guitar meets cornball calypso
in “Too Hot To Touch,” Camilleri waxes
atortured kind of soulful against a heavy
metal disco goosestep in “Fool Enough,”
and “Puppet on a String™ is pure pop for
ska people — and vice versa. This is the
kind of fusion music that comes from
playing for hard-drinking audiences
night after night in the sweat-box pubs
and clubs that make up the Australian
gig circuit. “We are a dance band, a
great dance band,” proclaims Camilleri
with justifiable pride. “In Australia, you
have to be. There, everybody dances.
And if you can’t make 'em dance, you
can't play.”

Hard-rock-hounds Cold Chisel,
signed to Elektra in America, have been
playing by that rule for years and have
only recently seen their big payoff with
the huge Australian sales of East and
the new double-live Swingshift. “The
whole Australian music scene is built on
live performances,” agrees Chisel's
Don Walker. “There isn’'t a big enough
population to sustain more than one or
two bands solely on record sales. So a
lot of Australian original music tends to
be developed in a very hot, hermetically-
sealed live atmosphere. It's impossible
for a band to survive in Australia unless
they develop their songs in a way that
works live."”

That Chisel's songs, most by Walker,

sound every bit as live on the studio East
as they do on the concert Swingshift
(unissued in the States) bears him out.
Dubbed by one Aussie pundit as that
country’'s Clash, Cold Chisel tackles
protest topics like unemployment (the
REO-cum-Springsteen charge of
“Standing on the Outside”), Austra-
lians fighting in Vietnam (Khe Sanh,”
a gritty C & W blues), and politicat and
social repression (the HM raging of
“Star Hotel”) with a commitment
reflected in their amplified roar, guitarist
lan Moss' six stinging strings and singer
Jim Barnes’ gritty bawl that belies their
commercial savvy. The result is thinking
man's metal, the kind of mind with
muscle that rightly embarrasses most of
the cotton candy and gorilla sludge that
passes for hard rock in this country.
The development of, for lack of a bet-
ter word, the new wave in Australia epi-
tomizes the separate but equal evolution
of rock 'n’ roll there, paraliel to but not
necessarily imitative of what's doin’ in
the Western World. For example, proto-
punks the Saints recorded and released
on their own label the classic buzzsaw
killer “I'm Stranded" in 1976 before the
release of the first Ramones album.
After three albums and a breakup, the
Saints are realigned under singer Chris
Bailey and their new Australian LP Mon-
key Puzzle — out on their own Lost label
— is a refreshing variation on the usual
pinhead bamalam with references to
early Who, new electric Dylan, and jum-

pin’ 50s jive. At the other extreme are
the Birthday Party whose Prayers On
Fire album, available on England's 4
A.D. Records, is oh-so-modern Pere
Ubu/Pop Group tribal art-punk with a
mean rhythm underpinning that could
probably be traced to native aboriginal
music.

Somewhere in between is Flowers,
now billed in America as Icehouse (the
title of their debut Chrysalis album).
Their combination of cold wave elec-
tronic sheen, punky assertion, and
oblique pop gestures suggests a hybrid
of recent Ultravox and the Cars on Pan-
orama. Icehouse was as popularin Aus-
tralia as lifeboats on the Titanic and the
remixed U.S. version of the LP — withiits
boosted bottom and physically rougher
sound — could score big points here as
well on the strength of such cool pop
DOR as “Sister” and “Not My Kind"
while purists opt for the electro-brooding
of the title track.

And there's more where this came
from — the Reels, In Excess, Mental as
Anything, the Swingers, to name a hand-
ful. The growing number and surprising
quality of new Australian bands has a lot
to do with increased trafficking in local
and imported records as well as the rock
media presence there. Australian radio
has just given birth to its first commercial
FM stations, but print outlets like RAM
and the Australian edition of Rolling
Stone spend a good percentage of

continued on pg. 40

efilh Jarret™

Q‘,:? Keith Jarrett’s new two-record set of organ and saxophone
(Invocations) and piano(The Moth And The Flame) improvisations
is his (and ECM's) first album to be digitally recorded.

This recording follows in the tradition of Jarrett's solo performances
like K6/n Concert (which, a few years back, set a new standard

for solo piano performance), Solo Concerts, Hymns/Spheres,
Facing You, Staircase and the 10-LP set Sun Bear Concerts.

Keith Jarrett.
Invocations/The Moth And The Flame. ccv o120

Solo digital recordings.

On ECM Records & Tapes
Manufactured and distributed by
Warner Bros Records In
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Tommy Crain picks with the Charlie Daniels

Band. He tunes with the Justina Quartz Guitar Tuner.

First, some reasons why Tommy chose the Justina:

® Accurate to within 99.94% (or 1/100 of a semi-tone). No other six-
note guitar tuner comes even closel

® The Justina’s amazingly stable quartz oscillator shows you
immediately when you've got perfect pitch. No wasting time with
a meter needle that bounces from one side to the other. At the
studio, we asked Tommy to pluck his perfectly tuned D string. The
Justina’s needle immediately went to the exact pitch mark and
stayed there. “My Justina makes tuning a breeze,” Tommy said. l"“)

® Built in microphone for acoustic guitars, ) A

8 Large, easy to read meter.

® Input and output jacks.

@ Light (6.4 oz.) and compact (pocket-sized) for easy, one-hand use.

® Rugged travel case, lean stand, and 9v battery all included.

Finally, one reason Tommy didn‘'t have to consider. The low
suggested retail price. He could easily pay more. But it’s nice
that you don't have to.

e

JUSTINA

Check out the Justina at your favorite music store. Others QUARTZ GUITAR TyNgR
may look like it, but nothing else performs like it. So ask for
Justina by name. .

Justina. Another state-of-the-art product from...

Jic oF NashviLLE J§@)
1808 West End, Nashville, TN 37203 ™4

Tuning Range: —100 to +200 cents (approx. 415 Hz to 490 Hz
against 440 Hz =A)




A tenth anniversary celebration
of art for art’s sake walks a fine
line between indulgence and
innovation, revealing the
connections between the fringe
and the mainstream.

THE
AVANT-GARDE
IN THE KITCHEN

By Jon Pareles

here’'s nothing more self-con-

scious than a self-styled avant-

garde — and nothing that gets ob-
solete faster. The artists involved seem
to spend a lot of time looking over their
shoulders: dreaming of/dreading main-
stream acceptance, searching for funds
in the meantime, nervously awaiting
rejection by the next avant-garde. All
under the scrutiny of media — in mass,
specialist, and in-group sizes — that
rush to canonize and cannibalize new
aesthetic notions, shunting them in and
out of the spotlight like other “fashion
trends.” It's a tricky position for any artist
whose vision isn't so armor-clad, and an
even trickier one for any place purport-
ing to be an avant-garde “institution” —
it's a contradiction from the get-go.

These natterings are prompted by the
tenth anniversary celebration of the Kit-
chen, probably the best-known (to foun-
dation grantors, the NEA and the New
York Times, anyway) avant-garde hot-
spot in America. For two “Aluminum
Nights” in June, Kitchen regulars and
sympathizers staged marathon shows
at Bond's disco (which is a lot larger
than the Kitchen's SoHo loft) as a benefit
for next year's artists' fees. There was
music by Philip Glass, George Lewis
{currently the Kitchen's music director),
DNA, Julius Hemphill, Laura Dean, Todd
Rundgren, Glenn Branca, Love of Life
Orchestra, Steve Reich’'s musicians,
Lydia Lunch, the Raybeats, and others;
videotapes and installations by or of
Nam June Paik, Brian Eno, Shalom
Gorewitz, the Kipper Kids, Public Image
Ltd., and others; various dance troupes,
and performance hybrids by Meredith
Monk, Laurie Anderson, and Robert
Ashley. It wasn't a historically accurate
summation of the last ten years of the
Kitchen or the New York scene, but it
provided some illumination on the fate of
the 70s avant-garde.

Cynics at the benefit suggested that
what happened in the 70s was the con-
tinuation of the 60s avant-garde by other
means. Watching three TV screens
worth of Eno's varicolor New York sky-
line and recalling Andy Warhol's Empire
State Building film, | could've agreed.
And like most of the self-conscious van-
guards of this century, 70s types made
their own attempts to defy categories, to
meld various arts, and to come to terms
with technology. Naturally, there were
some 60s holdovers and some direct
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Glenn Branca performing his gailvanizing “Ascension of Christ,” a crescendo of tremolo

DEBORAH FEINGOLD

gultar overtones climaxing in three volcanic power chords.

follow-ups — where would Reich, Glass,
et al, have been without La Monte
Young? — although the technology
(video!), the dress code and many of the
participants were new. The telltale
change, however, was in vocabulary
and attitude: the 70s avant-garde
replaced ‘“cosmic” with “interesting.”
No more of that goofy, awestruck,
vaguely deistic hippie stuff — art experi-
ments in the 70s would be conducted in
a dispassionate, value-free state of
mind. Instead of invoking murky mysti-
cal ideals or programmatic manifestos,
the 70s avant-garde simply claimed
what Robert Fripp, prefacing a Kitchen
concert, called “the right to be boring.”

Just like oh-wow hippies, but with
clearer heads, Kitchen audiences were
generally willing to suspend judgment
for the duration of an “event” (not a
“happening,” by the way). Where 60s
vanguardists would throw in anything
that looked vaguely useful, 70s types
tended to be exclusive, carefully limiting
their devices. People at new-music con-
certs might listen to a single note with its
pitch being varied infinitesimally at great
length, or to simple patterns repeated
over and over, or to free improvisations,
or — as at the Kitchen-sponsored “New
Music, New York" festival in 1979 — to
pieces like William Hellermann's
“Squeek,” — written for the various-
register tones produced by an unlubri-

cated swivel chair, on which Hellermann
had developed remarkably precise but-
tocks technique. Some of the “boring”
stuff turned out to be just that; some was
self-induilgent; some, like “Squeek,"”
made the most out of a fascinating dead
end, and some was not only “interest-
ing” but influential.

In the course of the 70s, minimalism
— those simple repeated patterns —
escaped the avant-garde and found
itself an audience. Although some min-
imal procedures germinated in the 60s,
the Kitchen (with its media savvy and
status as an “institution”) has been
closely associated with the growing
respect accorded Glass, Reich, and fel-
low travelers including Laura Dean,
Michael Nyman, Eno, and others. As art
music goes, minimalism has definitely
hit the bigtime. Instead of playing for 200
people at the Kitchen, Glass and Reich
can each seli out Carnegie Hall annu-
ally. As for outreach, their ideas have
filtered into pop music via Talking
Heads, XTC, Feelies, Public Image Ltd.,
David Bowie, Robert Fripp, even Giorgio
Moroder and the Police. Perhaps
because minimalism dovetails with the
drone of rock and the repetition of funk
(Reich has studied the African connec-
tion in Ghana), there's no culture shock
between pop and this facet of the avant-
garde. The presence on the benefit pro-
gram of the Raybeats (surf-minimalism),
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(Phick (Porea
‘Ghree Quartets

An exhibition

of major new works

from (Chick (Corea
=29

(Ke keyboardist/composer has
surrounded himself with the best to play
some of the most ambitious music
of his career. Band includes:

Steve Gadd, drums; Eddie Gomez, bass;
and one of America’s most frequently
heard saxmen, M.B. (for legal reasons

full name can’t be mentioned;
last name rhymes with ‘wrecker’).
Corea’s new pieces are a propulsive
meeting ground of progressive composition

and performance.

CHICK COREA
THREE QUARTETS

PRODUCED BY CHICK COREA
On Warner Bros. Records & Cassettes

W

Opening this summer at record outlets everywhere
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Bush Tetras (hard-funk minimalism),
Love of Life Orchestra (atonal jam-funk
minimalism), Lydia Lunch (abrasive
minimalism) and Red Decade (suite
minimalism) showed how much cross-
fertilization has occurred. Throughout
the 70s, art types have kept a close,
admiring watch on pop culture, and vice
versa. Downtown New York even
offered propinquity: the Kitchen's first
home was the literal kitchen of the
Mercer Arts Center — where the New
York Dolls reigned — because there
was space for video equipment and con-
certs. The art-punk connection now
attracts a slew of poseurs, yet important
new-music composers still seem more
eager to be John Lydon than John Cage.
(And, of course, any 70s-vintage record
exec will be glad to tell you about his
roster of “artists.”)

Not that new-music composers are
writing pop songs. The static-harmony,
simple-rhythms repetition that rock
picked up on is only one aspect of what
Reich and Glass (and Meredith Monk
and George Lewis and Glenn Branca
and Robert Ashley and Laurie Anderson
and Rhys Chatham) are doing. With the
occasional exception of Monk and And-
erson, these composers usetime-spans
much longer than the average pop tune,
and they don’t honor pop'’s clear distinc-
tions between foreground and back-
ground. Glass' music has as much
melody in the bass and midrange as in
the treble, and it's so information-
packed that it seems to refer to the
whole of music history; allusions | heard
for the first time at the Bond's performan-
ces of “Dance No. 3" and “Train Space-
ship” included German oompah bands,
“Chopsticks,” dervish chants, Buxte-
hude organ polyphony and Romantic
woodwind twitters. Glenn Branca's “The
Ascension of Christ,” the most galvaniz-
ing piece | heard at the benefit, was
simpler: battering-ram drums and bass
behind four noisy electric guitars playing
tremolo chords, their overtones combin-
ing and colliding and reverberating, in a
long slow crescendo that culminated in
three volcanic power chords. Like Rav-
el's and Stravinsky's approximations of
early jazz, Branca's music has nothing
to do with pop structure, but it wouldn't
exist if he didn't have an earful of rock 'n’
roll.

Few of the other acts on the bill were
such showstoppers; true to the Kitchen's
past, there were experiments, including
flops like the Feelies' percussion-and-
guitar instrumentals (they sounded like
inner tracks from Crazy Rhythms) and
poet John Giorno's echoplexed rant, in
which the technology overwhelmed the
meaning. George Lewis' ‘“Atlantic”
called for a trombone quartet to sustain
unison and near-unison notes for tests
of overtone perception, overly reminis-
cent of Stockhausen's Stimmung. Nor

continued on next page
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was minimalism the only permitted style.

Julius Hemphill improvised a bluesy,
innocent melody while K. Curtis Lyle
danced; DNA played a set of their
laconic yet grating no-wave; and Mary-
anne Amacher sat primly behind an
electronic console and unleashed vast,
oceanic surges of sound in a piece
called “Critical Band.”

On the interesting/self-indulgent
borderiine was Garrett List's “The Kids
Are Hungry,” a half-sung, half-played
“cantata” for voice and trombone, sort
of a thinking-man’s equivalent of a talk-
ing blues. There was aiso a streak of
opportunism — something the Kitchen
generally avoids — in the appearances
of noted videophile Todd Rundgren
(singing hippy-dippy acoustic protest
songs), of Oliver Lake's execrable Jump

Up (a sellout attempt that's not even
funny, much less funky; Lake's singingis
its worst insult) and of Jim Carroll, who
read a passage that managed to com-
bine his two basic shticks — heroin and
Catholicism — in its opening sentences.
Ten years ago, playing at the Kitchen
meant a chance for in-group exposure;
now it confers legitimacy like any other
institution.

The 70s avant-garde had a height-
ened awareness of context; in fact, the
only thing that united most Kitchen
events was the notion of “performance”
— the realization that every presentation
involved some sort of transaction with
the audience, whether it was a collusion,
aritual, a confrontation, an amusement,
a put-on. The audience participation of
the 60s turned into the audience self-

consciousness of the 70s: if the emperor
was, indeed, nude, was it cool to say so?
At the benefit, guitarist Ned Sublette
came onstage guitar-less in cowboy
shirt, along with Glenn Branca, who
strummed away on acoustic guitar while
Sublette rasped and yodeled and how-
led an interminable ballad in some
weirdly inauthentic hillbilly style, dead-
pan all the way. It was the sort of thing
that might make you reconsider the
great American redneck ethos, or might
send you running for a Bob Wills record;
since nobody knew what to make of it, |
guess it worked. Conceptualism (and
considerable intensity of execution)
strikes again.

The implications of “performance” —
something rockers have always consi-
dered — inspired composers and visual
artists to come up with a new hybrid in
the 70s: performance art, a catchallterm
for experimental presentations that were
not exactly concerts or drama or dance
or whatever. Quite a few performance
pieces turned out to be eclectic, preten-
tious duds, but the benefitincluded three
good ones. Meredith Monk's “Turtle
Dreams (Waltz)" will no doubt stand on
its own as music when ECM releases it
in August, as a minimal minor-key vamp
for electric keyboards with four-part
vocal polyphony; in performance, the
singers also dance in patterns, and a
woman in a white hoop skirt drifts enig-
matically across the stage at the end.
Robert Ashley's Perfect Live (Private
Parts), portions of which are on two
Lovely Music LPs, sounds like a bluesy
vamp with deadpan narration, but it's
actually a made-for-television opera,
and its videotape version has so much
going on that it'!ll take more than one (or
ten) viewings to figure out all the con-
nections. Most eclectic of ail was Laurie
Anderson's “Songs from United States,”
excerpts from her four-part magnum
opus, which uses koan-like tests, slides
and film and shadow projections, minimal
vamps with lyrics (quasi-songs), and in
one grand non-sequitur, a sax section
that segues from Ellington-style chords
to James Brown to marching-band sto-
lidity to out-and-out noise. All of Ander-
son's puzzle pieces shouldn't fit
together, but they do. What more can
you ask from a maturing avant-garde?

Just one thing, but it's a tough one.
Too many 70s avant-garde efforts —
even in allegedly visceral rock 'n’ roll —
have been performed in deadpan,
noncommittal style, as if even the idea of
emotion would contaminate the experi-
ment. After 50s and 60s vanguards tried
to open up our feelings and senses, the
70s avant-garde reacted with strategies
of alienation, indirection, irony; self-con-
sciousness makes emotion seem unhip.
One thing the 80s avant-garde should
learn from pop culture is that no matter
how smart you are it's possible — and a
good thing — to move people’s bodies and
hearts as well as their minds. [9
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If you've been using Ampex 456,

you've been setting yourself up for Scotch 226.

Our new Scotch? 226 Recording Tape is
compatible with Ampex 456. But that's
about the only way the two tapes are equal.
Scotch 226 Tape gives you much lower
modulation noise and 2 to 3dB less print-
through. Yet there's no compromise in
headroom, signal-to-noise, biased tape
noise, distortion levels or 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' like to rebias,

will find it's just the ticket. And together with
Scotch 250, it gives you an unbeatable tape
combination.

Most of the major equipment makers
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.

RecordingTape

3Mhearsyou...

Scotch” s a registered trademark of 3M



HOLD IT

BEFORE YOU BUY A COMPRESSION DRIVER.

Betore you choose one of the “old
standard” compression drivers,
consider this - Yamaha's advanced
technology and years of experience
have produced a new standard —the
JA-6681B high frequency compression
driver. Engineered with subtle
improvements that make a not-so-
subtle improvement in performance
and durability.

Yamaha's exclusive suspension
consists of bervllium-copper fingers
bonded to a rigid, pneumatically

INDUSTRY STANDARD
MOUNTING PATTERNS

ALUMINUM
SHORTING RING

Or Yamaha Canada Music Lid, 135 Milner Ave . Scarboroug!

formed aluminum diaphragm whose
low mass vields optimum response
and low distortion. Since extreme
excursions cannot cause the
suspension to “take a set, sound
quality remains excellent throughout
the driver’s lifetime.

To deliver more sound per watt

and long-term reliability, we use a very

powertful ferrite magnet which retains
the driver’s high sensitivity through
thousands ol hours of severe use. An
aluminum shorting ring prevents

GEOMETRICALLY CORRECT
PHASE PLUG AND EXIT TUBE

'

R -
" FIELD REPLACEAE
ALUMINUM DIAPHRAGM A

Ontano M1S3R1

magnetic flux modulation at
power levels, further reducing
distortion.

These are just a few of the reasons
Yamaha outpertorms and outlasts the
others. For the whole story, write:
Yamaha, P.O. Box 6600, Buena Park,
CA90622. Or visit your Yamaha dealer
and hear the difference. You'll be glad
vou held out for a Yamaha.

Because you're serious.

EDGEWOUND
VOICE COIL

HIGH ENERGY
FERRITE MAGNET

€ YAMAHA



Not FM. Not AM.
ECM. Adifferent wavelength.

Jack DeJohnette’s Special Edition
Tin Can Alley

Another new DeJohnette band? Almost, but not quite.
The core of the band which won last year's down beat award
for Record of the Year—drummer DeJohnette and
bassist Peter Warren—remains. Saxophone newcomers are
the already highly-acclaimed Chico Freeman and a
brilliant new artist, John Purcell.

A
ECM 1-1189

Put Metheny & Lyle Mays Pat Metheny & Lyle Mays
- As Falls Wichita, So Falls Wichita Falls

Which Wichita Falls? The New York Times has called it
“a winning mix of electronic innovation and lyricism.’
The latest from Pat Metheny, Lyle Mays and their special
guest, Brazilian percussionist Nana Vasconcelos.

ECM 1-1190

Carla Bley
Social Studies

Musician has called her “America's Great and Neglected
Post-Bop, Pre-Avant, Neo-Modern Fe-male Jazz Composer.”
Those who already know her music realize, of course, that
she's much, much more. Social Studies, with the
Carla Bley band, her first, on ECM.

ECM W11

Keith Jarrett
Invocations/The Moth And The Flame

In a tradition and a debut. The tradition is
Keith Jarrett's solo recordings—albums like the
Kéln Concert, Solo Concerts, Hymns/Spheres, Facing You,
Staircase, and Sun Bear Concerts. The debut is
Jarrett's (and ECM's) first digital recording—a
two-record set of organ and saxophone(/nvocations)
and piano (The Moth And The Flame) improvisations.

ECM D 1201

Shankar
Who's To Know

Who's To Know? Those who have heard the group Shakti i
already know about the brilliant Indian violinist Shankar. =
Shankar debuts a new instrument—a custom-made
doubie violin which he designed and which can cover the
range of an entire string orchestra—on this, his
first ECM recording and his first album of Indian classical
music to be released in the United States.

ECM 1-1195

On ECM Records & Tapes
Manufactured and distributed by
Warner Bros. Records Inc. d
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R & R Conspiracy cont. from pg. 16
exposed, and this time, the writer thinks
he has the goods. Maybe he does, since
Smith's major source of outrage seems
to be that white R&B isn't as good as the
black original. No argument here, atthough
it is insipid to contend that white
R&B is all that rock and roll is, which is
just what Smith does argue. Chances
are, Grove lacks the sophistication to
see the flaws in that contention, but the
tragedy is that the author's argument is
disproved by his own career

Sonny Knight's first R&B hit, “But
Officer,” never made the pop charts in
his version. But the year was 1952, and
Knight's success was taken from him
not by a rocker but by one of the biggest
antirockists of all, Steve Allen, who
made a cover version. In December,
1956, after a white rock and roll singer
named Elvis Presley had opened the
door for black vocalists on pop radio,
Sonny Knight finally made the top 20
with “Confidential.” You figure out who
ripped Knight off worse: rock singers
who expropriated elements of his style,
but usually credited the black musicians
they used as sources, or pop singers
who stole the songs outright, without
even a nod to the real creators. If the
New York Times wants to explore cultu-
ral genocide, it might look at the system
of popular music before rock and roll,
when the voices of the lower classes
and racial minorities were deliberately
excluded from the pop charts and air-
waves. Zion's era of “Style” was in fact
founded on a racist ethic, in which
Benny Goodman and Glenn Miller
would forever prosper by looting the
repertoire of Fletcher Henderson and
Count Basie, and the heroic “stylist”
Frankie Laine wiped out all the important
stylistic characteristics of Hank Williams
hits as he coined money with them. If
that era of bigotry and oppression is
what Zion, Smith, the Times and Grove
would like to see return, they're wel-
come to it. Over my dead body. [

Australlans cont. from pg. 30

space on homegrown music. There are
two nationwide rock TV programs and
all the local stations have pop shows of
their own.

“There have always been great bands
in Australia,” insists Don Walker, “ever
since the Easybeats. But in those days,
a band could get to the top in Australia
and much as they'd like to come to
America, all they could do was buy a
tourist ticket, stand out in the street in
Los Angeles, and say, ‘What do we do
now?’ Now it's gotten to a stage where if
you have a good manager in Australia,
he'll make contact in the States. Now
when record companies and agents in
America hear you're from Australia, they
say, ‘Yeah, let's have a listen.’ It's a long
way from the old days when the
response was, ‘Oh, do they have music
down there?'" [



THE WORLD'S BEST HANDS
SOUND BETTER ON A RHODES.

Over the years, the Rhodes has felt the touch of more distin-
guished hands than any other electric piano.

Pop legends like Ray Charles. Hot rockers like T Lavitz of The
Dregs. And, of course, jazz giants like Chick Corea, Herbie Hancock,
Joe Sample and Josef Zawinul.

They all chose Rhodes for its absolutely unique sound and the
incredibly responsive, natural feel of the action.

Other keyboards have tried to imitate it. But the Rhodes is in
a class by itself.

Get your hands on one soon.

Rhodes




LOCAL LEGEND:

n any given Monday night, down

at the Enterprise bar-and-lounge

on Chicago's South Side, you
can find tenor man Von Freeman, hard
at work and pleasing the folks with his
buoyant personality and his strange,
variegated sound. Each solo he plays on
his Martin saxophone — an off-brand
model that appears to be olderthan he is
— sounds as if it is compressing his
whole lite; each solo sprawls across the
tune's structure, swiftly rambles from
place to place, brimming with the anec-
dotes of 59 years in Chicago. The city is
hulking and tough, often small-town and
venal, but it can also encompass an
untorced frivolity: all these things, espe-
cially the last, are part of what Von Free-
man plays, blowing with a force that
suggests the Windy City might have
been named for him.

Hearing Von Freeman in Chicago is
like reading Dickens in London, viewing
Toulouse-Lautrec in Paris, or eating
schnitzel in Vienna. It is, limagine, much
like hearing Buck Hill in Washington,
D.C., the hometown he's inhabited all his
54 years. Chicago is the City That
Works, but Washington's the City They
Work For. Washingtoniis less wide-open,
more controlled, reputedly as lusty but
with a finer edge: so is Buck Hill, who,
like Freeman, is a vital local legend. He
is the sax man of choice when it comes
to rounding out a visiting band or provid-
ing good-natured competition for an
imported tenorist (a tradition that dates
back to when some local Kansas City
boys named Ben Webster and Herschel
Evans cut the reigning king, Coleman
Hawkins). Hill's sound is less quirky,
more of a traditional tenor tone, but with
a separate balance, a different weight if
you will, which sets it apart. What's more,
his improvisations — though less woolly
than Freeman's — are no less original;
on record, they are small masterpieces.
Ever in the Power Center, he plays with
an unusually centered potency.

Where have they been all these
years?

Separated by more than 1,000 miles
— and by the immeasurable distance
between Eastern seaboard and Mid-
western cornfields — both Von Freeman
and Buck Hill are living, working proof of
something we tend to forget: A musician
need not live in New York or Los
Angeles, the Coastal Capitals, to
develop resiliency and savvy, a jazz
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VON FREEMAN
ANDBUCKHILL

Von Freeman Is a thinking heart, slappy
and anecdotal, while Buck HIill is an emo-
tional head, controlled and compositional.

style of innovation and import. Unfortu-
nately, hardly anyone will ever know
about you if you live anywhere else.

Whatever else people may think of
this nation, they usually agree on one
thing — America's strength, at least its
potential, lies in the variety found within
its borders. Certainly, jazz has always
benefited from such localism. In the 30s,
the music in Missouri was fundamen-

PAUL NATKIN/PHOTO RESERVE

Far from the coastal capitals, the
heartland throbs with jazz of
resilience and savvy, a surprising
mix of heart and innovation.

By Neil Tesser

tally different from that in New York, and
a barnstorming John Hammond was
able to discover Count Basie and Billie
Holiday playing the all-night clubs in
Kansas City; as recently as the mid-70s,
the addition of bass guitarist Jaco Pas-
torius’ “Florida sound” was the major
factor in Weather Report's revitalization.
Different places breed different music,
and | defy anyone to complain about
that.

But John Hammond is old now, and
doesn't travel as well as he used to; his
son is singing blues; no one else is riding
the rails to feel out the music (and not
simply because the rails are gone). In
the Coastal Capitals, most record labels
and the critics wait, secure in the sort of
bipolar centrism that lets the music
come to them. It usually does.

There’s some justification for all this.
The breakthroughs in jazz are most
often collaborative, and since the mus-
ic's most vital voices are usually situ-
ated in either the New York, L.A., or San
Francisco metropolitan areas, it's true
these cities are where almost everything
important happens. The key word is
“almost” — as was graphically illus-
trated, during the 70s, in the Mysterious
Case of the AACM. In Chicago, the
Association for the Advancement of
Creative Musicians was laying the foun-
dation for the next 15 years' develop-
ments in the avant-garde, and it was
indeed a collaborative effort; yet official
sanction did not really come until the
AACM'’s members began shuttling to,
and eventually moving to, New York.
New York writers claimed familiarity with
what was occurring in Chicago — but
they weren't traveling out for the
AACM's anniversary festivals to see for
themselves. There weren't any John
Hammonds.

The recent emergence — ‘“discov-
ery” some would call it — of Hill and
Freeman is but another reminder that
there's more music in America than the
Coastal Capitals syndrome allows for.
Both Hili and Freeman have played reg-
ularly since the 40s, their reputations
spread by the touring jazzmen who per-
formed with them. Yet neither man led
his first record date until the 70s. By
then, their impressively original styles
struck listeners as remarkable. The
effect was compounded by hearing
those styles fully formed and in the
flower of maturity. Rather than hearing a
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YOU ARE WHAT YOU IS...

the album that sounds like the way the picture on the coverlooks...20 new songs
full of stimulating ideas and stuff that will make you feel good even if you don't
want to. Such a deal...

FRANK ZAPPA TOUR — 1981

SANTA BARBARA, CA — SEPT. 27 - SACRAMENTO, CA — SEPT. 28 - SANTA CRUZ, CA — SEPT. 29 - PORTLAND, OR — OCT. 1 SEATTLE, WA — OCT. 2
© VANCOUVER, BC — OCT. 3 + EUGENE, OR — OCT. 4 - RENO, NV — OCT. 6 - LAS VEGAS, NV — OCT. 7 - TUCSON, AZ — OCT. 9 - PHOENIX,
AZ — OCT. 10 - ALBUQUERQUE, NM — OCT. 11 - OKLAHOMA CITY, OK — OCT. 13 - TULSA, OK — OCT. 14 - DALLAS, TX — OCT. 16 - HOUS-
TON, TX — OCT. 17 + AUSTIN, TX — OCT. 18 - NEW ORLEANS, LA — OCT. 20 - ST. PETERSBURG, FL — OCT. 22 - MIAMI, FL — OCT. 23 - GAINES-
VILLE, FL — OCT. 24 - ATLANTA, GA — OCT. 25 + CHARLOTTE, NC — OCT. 27 - NEW YORK CITY, NY — OCT. 29 THRU NOV. 1 - PHILADEL-
PHIA, PA — NOV. 3 - PROVIDENCE, Rl — NOV. 4 - HARTFORD, CT — NOV. 6 - BOSTON, MA — NOV. 7 - MONTREAL, CANADA — NOV. 8 -
TORONTO, CANADA — NOV. 9 - BUFFALO, NY — NOV. 11 - SYRACUSE, NY — NOV. 13 - ALBANY, NY — NOV. 14 - BALTIMORE, MD — NOV
15 - COLUMBUS, OH — NOV. 17 - CLEVELAND, OH — NOV. 19 - CINCINNATI, OH — NOV. 20 - CHAMPAIGN, IL — NOV. 21 - BLOOM-
INGTON, IN — NOV. 22 - PITTSBURGH, PA — NOV. 24 - DETROIT, Ml — NOV. 25 - ST. LOUIS, MO — NOV. 27 - CHICAGO, IL — NOV. 28 -
ST. PAUL, MN — NOV. 29 - MILWAUKEE, WI — DEC. 1 - DECALB, IL — DEC. 2 - OMAHA, NB — DEC. 4 - KANSAS CITY, KS — DEC. 5 -
BOULDER, CO — DEC. 6 * SALT LAKE CITY, UT — DEC. 7 - SAN FRANCISCO, CA — DEC. 10 - SANTA MONICA, CA — DEC. 11 & 12 - SAN
DIEGO, CA — DEC. 13




new tenor on the scene and watching
him develop, listeners were treated to
the archaeological thrill of unearthing an
unknown giant, reveling as much in the
shock as in the music itself.

The saxists themselves show many
similarities. Both stem from an era and
climate that fostered nicknames: Earl
Lavon Freeman and Roger Hill were not
considered jazzy enough at the time.
Both have worked for the government:
Freeman played in a Navy band for four
years, and Hill continues to make his
living as a postal worker. Both are family
men, and homebodies, having lived their
entire lives in the cities where they were
born. And both have acted as mentors:
Hill gave a young Washington drummer
named Billy Hart his first gig, and it was
at an open session led by Freeman that |
first heard a young trombonist named
George Lewis, home from Yale for the
summer and sitting in.

Buck Hill's case is the sillier: after all,
he was just down the coast from New
York, playing his ass off, and yet escap-
ing notice on a regular basis. (It was
finally Billy Hart who brought Hill to the
attention of the Danish jazz label,
SteepleChase.) Von Freeman’s story is
the more ironic: it wasn't until his son
Chico — the AACM reedman and popu-
lar figure in the organization's third wave
— attracted notice, that interest began
to focus on Von as well. (The result was
a European tour for Freeman father and
son, and a soon-to-be-released collab-

—

Pat Metheny & Lyle Mays

As Falls Wichita,
So Falls Wichita Falls

oration on Columbia.)

Hill and Freeman are also profoundly
different. Buck Hill constructs solos that
tempt a listener to transcribe them and
commit them to memory. Utilizing a
tough, controlled tone he tears through a
song with the sort of fire that builds
entirely from the development of his
statement. A structuralist of the highest
order, he dots his improvisations with
only an occasionalreference to a stand-
ard, or one of his own compositions;
mostly, he motors along on a lyricism
completely in the service of his striking
compositional sense. He plays as hard
and fast as anyone, but his flurries of
technique are not placed for show. They
are there for the advancement of the
solo.

Equally striking are the tunes Hill
writes; in fact, if all his reeds dried out, |
suspect he'd do well supplying material
for a host of needy jazzmen. On the two
albums he's led for SteepleChase —
This Is Buck Hill (SCS 1095) and Scope
(SCS 1123) — he features nine of his
pieces, and at least five of them should
find their way into the general repertoire
soon. As you might expect, they often
feature sophisticated structures: his
“Ballad Repeter” is a framework for a
particularly lovely phrase that is
sounded over and again, and many of
his pieces rely on a hearty two-part form
that suggests a simplified rondo. it may
take only one more album before astute
listeners can recognize a Buck Hill tune

by ear. (Where's he been all these
years?)

Von Freeman is not a composer of
Hill's sophistication. You have to go
back to his out-of-print 1972 Atlantic LP
Doin’ It Right Now — produced by Rah-
saan Roland Kirk, by the way — to find
Freeman tunes as ambitious as Hill's,
and even so, they stick to familiar chord
patterns and formats. But Von Freeman
is not a composer at heart: that much is
clear from his improvising, which
reveals a thinking heart more than an
emotionally committed head. Freeman'’s
solo style is firmly defined on the two
albums (Have No Fear and Serenade &
Blues) he recorded for the small
Chicago-based label Nessa Records,
on which he blows lengthy, enveloping
statements that seem, like a flock of
sparrows, to fly wherever they fly.

Freeman's style was once described
as “profligate, if not neat;” ideas appear,
disappear, run together and then make
room for more. His solos develop, not as
much linearly as holistically, leaving an
afterimage of full-throated strength
instead of carefully composed develop-
ment. He represents an entirely different
solo ethos from Hill's, in that his improv-
ising is totally entwined with his odd
technique — full of slappy, juicy articula-
tion — and his odder tone, which is at
once thin and powerful, “incorrect” inits
delightful, wavering intonation, and
remarkably speechlike. {In retrospect,

continued on pg. 132

Lyle Mays, piano, synthesizer,
organ, autoharp.

Pat Metheny, electric and acoustic
six and twelve string guitars, bass.
With Nana Vasconcelos, berim-
bau, percussion, drums, vocals.
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“A winning mix
of electronic innovation

and lyricism”
The New York Times

SPECIAL OFFER

Pat Metheny & Lyle Mays PRO $-959

A 7" 33-1/3 record featuring two selections
from As Falls Wichita, So Falls Wichita Falls,
“It's For You” and “Wichita "

Warner Bros. Records
P.O. Box 6868 M
Burbank, CA 91510

Enclosed is my $1.00 for Pat Metheny &

Lyle Mays PRO $-959.

(Make check payable to Warner Bros. Records)
Please send to:

Offer valid only in U.S.A
Please allow six to eight weeks for delivery.

Hear Metheny & Mays for $1.00.
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THE BLACK WIDOW'
SUPER STRUCTURE"

Our Black Widow® loudspeaker program was
initially conceived because we felt there was
substantial room for improvement in the design
and construction of premium grade loudspeakers.
Since the loudspeaker is the last and typically the
weakest link in the audio chain, any improvement,
no matter how small, will significantly upgrade the
overall performance of any system.

We developed many new design innovations
(i.e., one-piece coil form/dome assembly and field
replaceable basket assembly) that have helpedto
make the Black Widow® the choice of engineers
and performers the world over.

Our ongoing research has recently
developed a more sophisticated product featuring
what we consider to be superlative performance!
The Black Widow® now features our unique Super

Structure™ magnetic assembly — a totally new
concept in the optimization of magnet structure
design. The development of FFG™ (Focused Field
Geometry) allows for the most efficient use of
magnetic energy and increases the already high
efficiency of the Black Widow® by at least 2 dB, in
a way that totally offsets the cost of the much
larger magnet.

The Black Widow® /Super Structure™ is the
most technologically advanced cone type

transducer available.
1G4

PEAVEY ELECTRONICS CORP
711 A Street/Meridian, MS 39301
© 1981




BOBDYLAN

Bob Dylan did just three American
dates in June before heading across
the Atlantic for a European tour. At the
end of his show in Columbia, Mary-
land, he told the crowd: “Clap it we
didn't play the songs you came to
hear.” Strong clapping. “Now clap if
we did play the songs you came to
hear." Even stronger clapping. “I'm
confused,” he admitted.

The Bob Dylan at this concert was
clearly an artist in transition, groping
for a new persona to replace his born-
again convert role. Dylan has a history
of changing his entire persona — as
reflected in his music, lyrics, themes,
interviews and even appearance —
every two or three years, and he's due
for another transformation. The evi-
dence from his latest tour is that he still
believes in Christianity, but he doesn't
want it to overwhelm everything else
as it did just a year ago in Hartford,
where he sang nothing but gospel in a
grim, solemn manner. This summer,
the spirituals accounted for less than
half the show, and flashes of the old,

BOB DYLAN
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impish iconoclast shone through.
The most depressing aspect of
Dylan's two gospel albums was their
total lack of humor. The most encou-
raging aspect of this concert was the
reemergence of the old Dylan wit.
Wearing a loud Hawaiian shirt and jog-
ging shoes, Dylan told the crowd: “As
long as we're out in the country, |
guess we should sing a song about a
farm.” He then led his band through a
very hard rock version of “Maggie’s
Farm." He and bassist Tim Drummond
danced around the stage and broke
out laughing as if they just remem-
bered how much fun rock 'n’ roll pro-
test could be. Dylan grinned devilishly
on “Just Like Tom Thumb's Blues”
when he sang, “I started out on bur-
gundy, but soon hit the harder stuff,”
teasing his new Christian friends as he
once teased his old folkie friends.
Even more encouraging were the
three new songs Dylan unveiled. Only
one of them, "Dead Man, Dead Man,
When Will You Arise,” was religious in
nature, and that was done with three
pounding guitars that would empty
most churches. “Watered Down

PAUL NATKIN/PHOTO RESERVE
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Love" was a strong addition to Dylan's
long line of snarling put-down love
songs. The third new song was a stir-
ring eulogy for Lenny Bruce, hardly
what you'd expect from a fundamen-
talist. Over rumbling percussion and
organ, Dylan cried: “Lenny Bruce is
gone, but his spirit lives on,"” and
raised his left arm triumphantly.

As every Bob Dylan show has since
his 1979 conversion, this one began
with half a dozen traditional hymns
sung by his accompanying gospel sin-
gers. Clydie King, Regina McCrary,
Carolyn Dennis and Madelyn Quebec
displayed gorgeous voices that
soared into the emotional stratos-
phere of quivering falsettos. Accom-
panied only by pianist William “Smitty"
Smith (who also appears on David
Lindley's new record), these opening
hymns were the evening’s highpoint,
from a purely musical standpoint.

Dylan sang only four songs from
Slow Train Coming and just one from
Saved. These religious songs featured
less fire and brimstone than the studio
versions, and more rock 'n’ roll. Steve
Ripley — in an L.A. punk outfit — and
Fred Tackett — looking rabbinical —
pumped every song with thrashing
chords and biting leads. Jim Keltner
contributed some very physical drum-
ming, and William Smith rivaled Garth
Hudson in his use of soulful organand
note-splattering piano.

Dylan was apparently ambivalent
about his older songs. He gave “Likea
Rolling Stone” an embarrassingly per-
functory reading, and forgot the lyrics
to “Don't Think Twice." On the other
hand, his solo acoustic version of “Girl
Of The North Country” was under-
stated beautifully, and "Just Like Tom
Thumb’s Blues” was a joyful romp.
“Forever Young" was the show's dra-
matic highlight with a long, strong har-
monica solo and sincere singing from
Dylan.

Dylan sang three songs that he
didn't write. He closed the show with
the traditional gospel hymn, “Did They
See Him?" He sang “We Just Dis-
agree” (written by Jim Krueger for
Dave Mason), and its “live-and-let-
live" philosophy contrasted sharply
with the narrow intolerance of “Gotta
Serve Somebody." Halfway during the
show, Dylan and Clydie King sat on

THE JAM

the piano bench and sang “Abraham,
Martin and John" by themselves.
When Dylan sang the line, "Has any-
body here seen my old friend, Bobby?
Can you tell me where he's gone?"lthe
crowd buzzed excitedly. Itwas a ques-
tion people in the audience had been
asking all night. It's obviously a ques-
tion that Bobby has been asking hjm-
self. — Geoffrey Himes

THE JAM

When the Jam play America these
days it seems like they're in enemy
territory — which is sort of true and
also sort of ridiculous. Originally, the
band didn't even want to do the one-
night gig where | caught them at the
Ritz in New York. In fact they said
they'd only come to America if their
last record, Sound Affects sold really
well (it didn't) or if they got a spotion
national TV (which they did — on Tom
Snyder). Since they had to be in town
anyway, they agreed to do this ane
show in N.Y.,, one in Boston, a few in
Canada, but that's it. You see, overthe
course of four U.S. tours and five
albums the Jam have barely been able
to nick the U.S. charts and lately
they've expressed extreme disinterest
in making it here at all. Whether this is
sour grapes, xenophobia or whatever,
one really can't blame the band for
being fed up with a country ruled |by
Styx and REO Spudwagon. But the
Jam’s show at the Ritz proved that
their idealism and anger is something
America is sorely in need of. |

Of course this isn't to say the Jam
themselves have made it easy for
people — and I'm not talking about
their firmly rooted Britishness. The
Jam have always had a less accessi-
ble, rawer sound than a band like the
Clash, whose similarly angry punk has
been accepted by conservative
American audiences. The Jam, as a
three-piece, has never had quite the
heavy metal angle or the Rolling
Stones-style rousing unity of the Clash.

Actually, it's Paul Weller's vocals, or
more precisely, his persona — that's
probably the most “difficult” element
of the Jam. He's a lonely, troublesome
figure, which is exactly what makes
him so fascinating. His curt vocal
delivery and irritable onstage attitude



make him seem terribly self-
obsessed. Bruce Foxton's chorus
backup yells give some release to the
songs but Weller, especially live,
broods and internalizes.

And yet with the material on the new
album, which dominated the Ritz
show, Weller is singing many of his
most direct “look-me-in-the-eye-and-
say-that” lyrics to date. In the song
“Monday,” Weller sings "I will never be

ALBERT COLLINS /STEVIE RAY VAUGHAN

Finally, courtesy of Musician,
some real blues at a Chicago NAMM
Show. Windy City locale notwith-
standing, the annual summer con-
clave of the Nationai Association of
Music Merchants (musical instru-
ments and related pro sound equip-
ment) usually features static
technical displays from various ses-
sion heavyweights, or brassy hyper-
bolic shows by graying jazz vets as
nighttime entertainment. Musician's
concert embodied a fairly radical
departure from the norm by offering
an eclectic blend of flesh and blood
music which included Emmett
Chapman, inventor and principal
exponent of the Stick, Stevie Ray
Vaughan and the legendary “Master
of the Telecaster," Albert Collins.

Perfectly in keeping with the mag-
azine's pronounced tendency for
unpredictable musical cross-poilin-
ation, the odd confluence of Califor-
nian instrumental futurism and
white/black Texas biues took place
deep in the bowels ofthe sleek Hyatt
Regency hotel. Chapman, accom-
panied by a drummer, started things
off on a more introspective note with
a series of briliiant improvisations on
the Stick, a revolutionary electric
stringed instrument wherein both
hands are used to press down the
strings as opposed to the conven-
tional picking and fingering tech-
nique used on guitars.

Young Stevie Ray Vaughan,
brother of Thunderbirds’ guitarist
Jimmie Vaughan, followed Chap-
man and instantly pumped up the
evening's energy level with a torrid if
slightly cliched set of blues and rock
'n’ roll standards. Fronting his Texas
trio. Double Trouble, Stevie Ray
Vaughan pushed his vintage Strat
(*aged” in the glorious Rory Gal-
lagher tradition) to the limits; squeez-
ing, bending and literally shaking
notes out of the guitar. His gruff,
sympathetic vocal style, compact,
rhythm-based guitar playing and
total commitment to the blues form
(with frequent nods to Hendrix) bode

embarrassed about love again." And
in "Scrape Away" it's inspiring to hear
him say: “Your twisted cynicism
makes me sick/your open disgust for
idealistic naivete ... what makes once-
young minds get in this state?”

This kind of moral obsessiveness
was carried through live in the band’s
muscular playing. The guitar, bass and
drums bounced where they could
have thunked, making this the most

well for Vaughan in the future. Espe-
cially if he can transcend the
obvious blues scales and stretch out
a bit more melodically.

A short delay as everyone
scrambled to find the key for the
dressing room door where Albert
Collins’ guitar was cooling off prior to
the performance. His solid four-
piece backup group, led by A.C.
Reed on electric tenor sax, coolly
covered up for their leader's tempor-
ary absence by setting up a solid
Texas funk groove tight enough to
keep anyone on the edge of their
seat. Undeterred by logistical delays
or the rather sterile environment of
the luxury hotel ballroom, Collins
eventually strode out on stage and
took over the evening, as is his habit.
With that knife-edge “glacial” sound
immortalized on tunes like “Frosty,”
“The Freeze," "De-Frost,” and “Sno-
Cone,"” Collins quickly mobilized all
of the by now disparate energy inthe
room into a single wellspring of
excitement and good feelings. Peo-
ple finally got up off their collective
posteriors and started dancing on
convention-weary legs. Moving all
over the stage or running out into the
audience with his 100-foot guitar
cord to “jam" with the folks sitting at
the tables, Collins manipulated the
proceedings with the kind of subtle
mastery earned from playing 300-
plus club dates a year. The keening,
metallic sound produced by his
moditied Fender Telecaster in tan-
dem with a heavy fingerpicking
attack and his very own eccentric
phrasing produces a direct effect on
the cerebral cortex like nothing else
on this planet. After working hard to
the point where the audience is right
there with him, Collins graciously
brought on Vaughan for a raucous
“blues jam" finale, providing the only
fitting emotional conclusion for this
show. Who knows? Maybe this con-
cert will start a trend for Chicago
NAMM. Next time they might even
feature some Chicago blues.

— J.C. Costa

“jumpy"” performance I've seen the
Jam give since their earliest shows in
N.Y. Weller as a physical figure and
persona may have kept some dis-
tance, but the band’s tough playing
and the honesty of the songs con-
nected immediately. And later in the
show when Weller dedicated “Little
Boy Soldiers” to General "I'm-in-
charge-here” Haig, it re-emphasized
how well the Jam’s music ought to
translate on this side of the Atlantic. By
the time the group got to one of the
encores, "Eton Rifles,” a unity in the
face of all odds did arise. If only for the
moment, a bond was established that
made Weller's distance, plus the mut-
ual distrust of the Jam and the U.S., all
seem utterly irrelevant. — Jim Farber

GEORGE LEWIS

In his typically witty fashion, George
Lewis, music director of the Kitchen,
announced that perhaps the New
Music and jazz segments of the
audience should separate to opposite
sides of the room to avoid any disrup-
tive cross-pollinating during perfor-
mances. After all, New York critics,
especially the New Music variety,
have been falling all over each other in
alluding to the utopian possibilities of
the New Music/New Jazz fusion that
Lewis’ programming at the Kitchen
and his own conspicuously category-
detying music seem to suggest. "Well,

rather than on the prodigious trom-
bone talents involved. Utilizing some
of the "new sonorities" of contempor-
ary trombone literature — just to see if
“any of them could stand the test of
five minutes' time” — he grunted and
groaned and slid up and down the
entire range of the instrument, juxta-
posing and developing the various
effects the way more traditional com-
posers use motifs.

Bringing out three of the most prom-
ising young trombonists around —
Ray Anderson, Craig Harris and Peter
Zummo — Lewis explored what he
calls the “phantom drone"” of Col-
trane’s music (i.e. the way Coltrane
constantly circles back to the root of
the C dorian mode on "Alabama™). As
the title implies, “Unison” began witha
rich chorus of unison lines, adding
“secret” variations along the way that
maintained the integrity of the whole
rather than featuring soloists.

The most unusual and extended
piece of the night was “Atlantic,” a
composition for four trombones elec-
tronically altered by six bypass filters
attached to condenser-miked plunger
mutes. The overall effect of the elec-
tronic manipulation was to cloud dis-
tinct pitches by accentuating the
natural overtone series of the instru-
ment. By then using circular breathing
throughout (!), the quartet created a
huge monolith of sound that seemed
to hang in the air like a great stone

A

on second thought, you look just like a
‘Music Audience' to me,” Lewis con-
cluded with a snicker, sending people
scurrying back to their original seats.
Although | could have sworn that | saw
more than one New Music composer
and a handful of jazz greats, it was this
newly created ""Music Audience” that
turned out in full force to witness
Lewis' penetrating music for solo
trombone and trombone quartet at the
Dance Theater Workshop.

From the opening phrases, it was
clear that we would hear little of the
smoking, punchy trombone work that
permeates Lewis' jazz-oriented play-
ing. The focus of the three works per-
formed was on compositional structures

GEORGE LEWIS

sculpture with the most intricate and
subtle designs chiseled on its exterior.
| got the feeling that | could have
walked around this mass and exam-
ined in detail the changes in texture
and color the performers created by
altering articulations and multiphonics,
and manipulating plunger mutes to
change the overtone emphasis

| attended Lewis' performance
expecting to hear a littte more of the
jazzy Lewis (just like a jazz critic), hop-
ing for some of the gutsy playing fea-
tured on albums like Sam Rivers'
Contrasts. Instead, his compositions
opened yet another view of this man's
original music; a view that defies sim-
ple categories. — Clifford Tinder
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KID CREOLE &THE

COCONUTS

Urban time warps and geomusical quantum leaps later, Kid Creole and his pal
Sugar-Coated are washed up on a sandy island with only thelr wits and

zoot sults to Impress dance-crazed natlves.

The giamorous, big-production musicai is Kid Creole’s method for his jungle-jangle madness.

resh Fruit in Foreign Places is "the

first rap musical,” claims composer

August Darnell. But the album of

the same name on Sire/ZE Records
contains only the full-fledged songs
from the show. It omits the rap numbers
that hold together the narrative of an
epic odyssey by Kid Creole & the Coco-
nuts through mythical tropical islands in
search of the elusive Mimi. “You really
have to see the whole show,” Darnell
insists over the phone.

So | find myself at the Bayou in
Washington; it's late in the show, and a
single, white spotlight slices through the
smoky air to find Sharon Kuzy dressed in
a scanty red-and-white sailor's suit with
a ponytail sticking straight out of her
head. She gyrates like a wind-up Shindig
go-go dancer under a street corner
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lamp post which holds a rotating globe of
the earth instead of a bulb. As the band
hiding in the shadows punches out a
rhythmic vamp, Kuzy delivers her rap in
perfect Sugarhill Gang diction. She
explains in doggerel couplets how Kid
Creole's banana boat crew escaped the
police of Minskeberg Island only to
flounder in a whirlpool. They finally land
on the island republic of lyo, only to dis-
cover they've walked into the middle of a
civil war over control of a radio station.
The conflict is between “Spanish music
and Negro music,” Kuzy concludes: “If it
wasn't for the sand and heat, you'd
swear you were on 42nd Street.”

With that, the lights go up on the main
stage — there is Kid Creole himself
(a.k.a. August Darnell) walking ashore
in a green pastel zoot suit and cream-

EBET ROBERTS

By Geoffrey Himes

colored Panama hat. To hisright, his first
mate Coatimundi (a.k.a. Andy "“Sugar-
Coated " Hernandez) is showing the ill-
effects of the shipwreck: his white sailor
suit is rumpled, and he's wearing orange
gym shorts on his head. The 11-piece
band saunters into a particularly saucy
salsa, and the Kid glances at Coati-
mundi worriedly. “I'm so confused,” Kid
Creole confesses, "this Latin music’s
got me so, so bemused; the accent's
worse than cockney!” From the back of
the stage come the three Coconuts
tossing their bright red polka dot skirts to
and fro to the beat. “Uh oh!" they sing,
“it's Carmen Miranda; the Coconuts got
a brand new cha-cha. Oh no! The
rhumba and samba; whatever hap-
pened to the hullabaloo?” Before long,
the infectious island music gets a grip on
Kid Creole, and soon he's cakewalking
with a Latin roll in his hips.

Bam! the song is over and the stage-
lights dim. Zing! the spotlight finds Kuzy
again, and she delivers another transi-
tional rap. Bang! the lights go up again
and the crew is on 8'Dilli Island, and the
song is “Table Manners.” Kid Creole
and Lori Eastside share the vocals over
aggressive new wave guitars and key-
boards. Darnell's subversive lyrics are
full of wonderful double entendres about
sexual etiquette under the new egalitar-
ianism. The ringing rhythm guitar figure
underscores the inevitability of East-
side’s advice: "When a handsome guy
doesn’t want dessert, then a pretty girl
gets her feelings hurt. If it's understood
the confection's good, and she offers all
and she really should, then he must
oblige, he must oblige.”

The Kid Creole & the Coconuts road
show is the latest attempt by August
Darnell to create the great American
melting pot mulatto musical. His earlier
attempts — where he wrote and pro-
duced records for Kid Creole & the
Coconuts, Machine, Cristina, Gichy
Dan's Beachwood #9, James White, and
Don Armando’s Second Ave. Rhumba
Band — were among the wittiest, most
adventurous dance records of the past
five years. But it all goes back to Dr.
Buzzard's Original Savannah Band,
which Darnell founded with his older
brother, Stony Browder, Jr. While every-



one was pigeonholing that band as a
disco act in 1976, they were recording
soundtracks for their own imagined
movies with Ellingtonian swing, Motown
backbeat and Brechtian lyrics.

Darnell’'s dream is to internationalize
rock 'n’' roll with accents far stranger
than cockney. He not only wants to
combine Bronx rap with British punk, he
wants to bring in every brand of poly-
rhythm found south of New Orleans:
calypso, salsa, ska, reggae, samba,
bossa nova. And he wants to use this
brand new jungle-jangle rock 'n’ roll as
the basis for a revival of glamorous, big-
production musicals.

Those musicals are associated with
that time in the late 40s when American
cities seemed the most glamorous
places on earth. Neon signs and sky-
scraper lights seemed to twinkle as
swing jazz swooned out from ballrooms
like sunset cloud banks. Before long,
that dream soured, and the white middle
class deserted the big cities. The blacks,
Latins and bohemians who were left
behind inherited the cities but not the
glamor. Darnell's ingenious strategy is to
reach back to the 40s and pick up the
continuity of urban glamor where it had
broken off. Only in his musicals, every
cultural group in the city would be
represented, both thematically and

musically.
“l wouldn't be true to my mission and
myself,” Darnell argues, “if | didn't

pursue my dream the way | dreamed it. |
wanted to combine music and theater, |
wanted to bring back the optimism of the
old musicals, but raise them to the level
of rock 'n’roll. But | also wanted to reflect
all the cuitures and juxtapositions out
there. There's such a potpourri here in
New York; it wouldn't be fair to have just
one part.” The 17-person Kid Creole &
the Coconuts troupe includes men,
women, blacks, whites, Hispanics and
various shades in between. “| wouldn't
be true to myself otherwise,” Darnell
admits, “for | myself am the product of
different cultures.”

.August Darnell (now 31) and Stony
Browder, Jr. (now 33) were the sons of a
French-Canadian mother and an Afro-
American father who lived in the Bronx.
The two brothers soon developed an
addiction for movie and stage musicals.
“We must have seen Casablanca 120
times,” confesses Darnell. “We saw it so
much we must have thought we were in
it. Even today, | love Rodgers &
Hammerstein, Gershwin, Sondheim. So
much of the lyric-writing is simple, but
very expressive. And Stony was crazy
about the swing bands: Glenn Miller,
Tommy Dorsey, Count Basie.

“But it was rather weird. We'd turn the
tube on and see this glorification of
street living and life itself. Then we'd
step outside and we'd see drunks on the
stoops and whores on the corner. it was
hard to reconcile the two. Maybe that’s
why there’'s such a juxtaposition

JONATHAN POSTAL/RETNA LTD

Andy Hernandez and August Darnell saw
Casablanca so many times, they thought
they were In It.

between our music and our lyrics today.
In some ways, though, the music itself
was the most difficult to reconcile. We'd
hear these Busby Berkeley musicals,
and then we'd walk down the street hear-
ing salsa and nitty gritty street music.
How do you make sense out of that?"
Stony Browder made wonderful
sense out of this strange mix as he cut
demos with his old high school band:
little brother August on bass and vocals;
madman Andy Hernandez on vibes,
marimba and accordion; Mickey Sevilla
on percussion, and the sultry Cory Daye
on vocals. The band had gone through
many names at James Monroe High
School in the Bronx, but finally settled on
Dr. Buzzard's Original Savannah Band,
taken from a bayou voodoo legend.
Darnell was working on a masters

(2]
4
«
w
o
(o]
@
-
us
m
w

. o
Sharon Kuzy raps the sad tale of m
Mim! as the Coconuts coofly cook.

issing

degree in English lit and teaching Eng-
lish at Hempstead High School on Long
Istand as he put lyrics to the cassettes
Browder sent him. Browder and Darnell
insist to this day that they had no inten-
tion of making a disco record, but their
music's high polish, swing momentum
and strong beat and the band's dapper
image fit 1976 like a handin a giove. The
first single, “Cherchez La Femme,”
caught on at gay discos at Fire Island,
Manhattan and D.C., then at straight dis-
cos, and then on radios everywhere.
Suddenly they were stars.

The credits on Dr. Buzzard's Original
Savannah Band (RCA) read: "Screen-
play by August Darnell. Musical director:
Stony Browder, Jr." If that 1976 album
implied a Hollywood soundtrack be-
neath the dance beat, the 1977 succes-
sor, Dr. Buzzard’s Original Savannah
Band Meets King Penett (RCA) made
the big band ballroom sound explicit. It
was gorgeous, sophisticated, subtle
music, but it didn’t even vaguely resem-
ble the follow-up disco hit that RCA was
looking for. To exacerbate tensions
more, Browder refused to take the band
out on tour unless RCA underwrote his
complete concept of horns, strings, cos-
tumes and props. RCA coudn't believe
that this flash-in-the-pan disco band
was acting the superstar art-rock band.

So Dr. Buzzard disappeared for two-
and-a-half years before resurfacing with
James Monroe H.S. Presents: Dr. Buz-
zard’s Original Savannah Band Goes to
Washington (Elektra) at the end of 1979.
At that time, Browder released a fasci-
nating press statement. “"We're defend-
ers of art,” he declared. “When we first
started, our whole idea was to create a
sound that said to people, ‘Hey! There
are other musical combinations than
synthesizers and vampire drums! Now,
maybe that was an overly romantic
notion on our part, but that's how the
sound came about...

“Then we released a second album
that was different in its musical direction.
It blew the record executives' little
minds. They didn’t promote what they
couldn’'t understand...Our first album
was zoot-suit city music. The second
was more swing-oriented in the Holly-
wood sense. The Savannah Band Goes
to Washington is really degenerated
rock 'n’ roll. We're a lot punkier now. It's
funny. We started moving in that direc-
tion when our first record company
started driving us out of our minds. This
new sound was my way of rebelling
against the pressures of the industry.
They put down our second album
because | was beginning to lean in the
area melodically. When they objected,
we all just moved into it more quickly. It
was an instinctive move. We've always
been a pretty rebellious band. We're the
alternative to whatever there is, and
there is a lot of whatever there is floating
out there today.”

Unfortunately, Elektra could make no
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J I had
been on their case for
along time. It was no
secret that they were
the top guys, and that
they had a record. |
thought if they were
pushed they might
sing. I took a chance,
and it paid off big.
They sang plenty. And
they played, too.
Much
later, back in my office,
I poured a stiff one, as
[ listened carefully to
all I had to go on.
Suddenly, the pieces
fell together like a
Chinese puzzle. This
time I knew [ had them.
All I said was, “Play it

again, boys.” TH
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more sense of Dr. Buzzard's music than
RCA. Elektra not only refused to pro-
mote the album, but they canceled a
scheduled fourth album. Today Darnell
insists that Dr. Buzzard is still a living
band, even though it's never performed
outside New York and has yettorelease
an album in the 80s. "We've been
together since high school,” Darnell
explains, “and we’'ll be together the rest
of our lives. In fact, we're cutting some
demos this summer and looking for the
right record company. But Andy and |
wanted to get on stage and perform, so
we formed Kid Creole.”

As the impasse between Browderand
the industry deepened, everyone got
restiess. Singer Cory Daye made a
classy solo disco album in 1979, Cory
and Me (New York International). Alsoin
1979, Darnell wrote and produced the
salsa-oriented Machine (RCA), which
yielded the hit single, “There But For the
Grace of God Go I.”

At the same time, Darnell and Her-
nandez drifted down to lower Manhattan
where they fell in with the new wave
scene. There they met Michael Zilkha,
whose ZE Records was recording the
more dance-oriented punk bands.
“Meeting Zilkha was a blessing for me,”
Darnell maintains. "He was the most
open-minded recording executive I've
ever met.” Darnell and Zilkha set up a
50/50 partnership in Puddle Produc-
tions, Darnell tecame an in-house pro-
ducer for ZE and ZE backed Darnell's
dreams for Kid Creole & the Coconuts.
Darnell produced Christina (ZE ZEA) for
Zilkha's Nico-like chanteuse and ex-girl
friend. Hernandez produced Don
Armando's Second Ave. Rhumba Band.

The real focus was on Kid Creole,
however. “There was so much of that
Caribbean sound that | couldn’t ventilate
with the Savannah Band,” explains Dar-
nell. “Stony is not into reggae at all. | got
into it very heavily as a result of hearing ‘|
Shot the Sheriff’ in college. | became a
raving reggae fanatic. Stony would just
laugh at me and say, ‘No monkey music
in this band. This is not a reggae show;
this is the 40s.’" “Also,” pipes in the
nearby Hernandez, “we desperately
wanted to perform for live audiences.”

Darnell wrote only lyrics, never music,
for the Savannah Band, which was
essentially Browder's project. As Kid
Creole, though, Darnell wrote every-
thing. Last year's debut album, Off the
Coast of Me (ZE/Antilles) reinforced
Darnell’s stature as soul’s sharpest lyri-
cist since Smokey Robinson. But where
Robinson wrote with an innocent ideal-
ism, Darnell writes with experienced
irony. On “Darrio,” the Coconuts purr,
“Darrio, can you get me into Studio 547"
Darnell protests that disco is dead and
boring to boot; wouldn't she rather go
see the B-52s or James White? She just
repeats her request all the more seduc-
tively. One gets the feeling that Darnell is
really dialoguing with the Dr. Buzzard

fans and managers who resented the
band's move into more progressive
music.

Even more ambitious is the new Fresh
Fruit in Foreign Places (ZE/Sire), which
is a Buzzard-like soundtrack, only the
setting has shifted from a Manhattan
ballroom to a Caribbean cruise. The new
band includes supple Carol Colman on
bass, a three-man horn section, former
Archie Shepp pianist Peter Schott on
keyboards, hot new wave guitarist Jim
Ripp and drummer Winston Grennan
from Jamaica's legendary Skatalites.
“The advantages of a multiracial band
are multifarious,” quips Darnell. “Though
Andy and | run a tight ship when itcomes
to improvisation, so much comes out in
the way someone delivers a line; the
person will bring his whole world with
him. | knew | wanted Winston on drums,
because | wanted that island feel; he
helped invent ska, you know. And |
wanted Jim Ripp, who comes from a
totally different background than a black
guitarist, because | knew he would give
the music a hard rock 'n" roll edge.”

The musical’s narrative was sug-
gested by an actual incident. Darnell
had a real girl friend named Mimi, who
simply disappeared one day without
warning and prompted him to scurry
around New York looking for her. He
simply expanded that hunt into a
calypso odyssey tale. "It was romantic,
simple — a boy looking for a girl —and it
led to some interesting idea runs,” Dar-
nell recalls. “"Besides Andy and | were
looking for a vehicle to explain why our
music is such a potpourri of different
sounds. A travelogue was the perfect
vehicle.” Darnell is currently talking to
producers about staging the musical
with complete props and costumes for
multi-week runs in New York and Los
Angeles this year. “Eventually I'd like to
write for the screen,” he confesses. “l'd
like to be responsible for a rebirth of the
old musical style of the 40s; you know,
flimsy plots, lots of music, lots of danc-
ing, wonderful, mindless entertainment.”

Yet Darnell's songs so far have been
far from mindless. Though the music
suggests carefree escapades, the wryly
ironic lyrics take a close look at the bitter
fighting between men and women;
between artists and business; between
different cultures. “lIt comes from the
way | view the world,” Darneli shrugs.
“After being steeped in the whole col-
lege world, and then coming out into the
real world, | found this great juxtaposi-
tion. Someone was not telling the truth.
This led to my cynical side which led me
to investigating everything. What | found
out made me rather political, so | write
political stories. But radio listeners don't
expect lyrics to be any more than ‘Let’s
dance the night away’ or ‘Gimme,
gimme." Somehow | feel they deserve
more. | believe there should be caviar for
the masses. If the other fools won't give
it to them, then Andy and | will." [
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A lightweight, portable powered
mixing system for entertainers on the move

The Tapco ENTERTAINER powered
mixing system was designed with porta-
bility in mind. The three-piece system,

a powered mixer and two speakers,
weighs less than 100 Ibs. —total! But the
ENTERTAINER is no performance
lightweight.

Both the mixer and the speaker systems
have handles that are positioned at the
center of gravity making the units lighter
to carry. That means that more high-
performance features can be built in with-
out adding to your burden at set-up and
tear-down time.

Some of these “performance plus” fea-
tures include 12 inch, two-way constant
directivity speakers that can be placed
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all can be accomplished using optional
mounting brackets and fittings that are in-
tegrated into the cabinet.

The mixer has 8 feature-loaded channels,
plus two auxiliary channels complete

with monitor sends. The two 150-watt
power amps can be changed from stereo
mode to a mono-monitor configuration
with the flick of a switch. You also get two
graphic equalizers, phantom powering
capability for your condenser mikes,
fluorescent bargraph metering that .
you can read from across the stage, and a
connector panel that isn'tin front, (where
you could break connectors) but on a
slanted rear panel where it is both visible
and out of the way. ——
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BAXTER

Studlo magiclan and gulitar virtuostic,
Joff Baxter walked away from active memberships In Steely
Dan and the Doobles to explore fertlle
new sounds, his usual studio chores and a
new role as producer-catalyst.

By Dan Forte

arricaded behind a wall of sound baffles in Holly-
wood's Cherokee Studio, rock 'n’ roller Nils
Lofgren is laying down vocal tracks for his
upcoming album on Backstreet Records. On the
other side of the glass, scribbling notes on a
xeroxed lyric sheet, is ace session guitarist, road veteran and
former Doobie Brother, Jeff “Skunk” Baxter. I guess the guy’s
shy,” he mumbles, staring into the studio where a disembodied
voice is singing, “Pretty girl, please come dancin’ with me."”

Lofgren has been running down the song for half an hour,
with Baxter combing the lyric sheet word by word. “Scoop
‘dog’ a little bit, Nils,” Jeff says through the talk-back. "Give
that line some personality. Speak it.”

Nils takes another pass at the tune, before Baxter stops him
with some ideas on altering the melody. “If it's not natural,” he
stresses, “don't do it.”

Lofgren's words and music finally seem to be jelling with
Baxter's production ideas, and he delivers a convincing, if not
perfect, rendition in one fell swoop. "Those two lines | was
saving?” Baxter coaches. “I'm going to keep the other lines
and go over those two. You're singing stronger now.”

The lead track patched together, Lofgren suggests doubling
the entire vocal. Suddenly, what sounded like a somewhat
raw, churning pop rocker sounds like a raw but catchy hit
record. “Whoo!"” Baxter is bouncing up and down in his revolv-
ing chair. “This won't take a second.”

Since leaving the Doobie Brothers in 1978, Jeff Baxter, an
already sought-after sideman and session player, has also
become an in-demand record producer. "It feels real natural,”
he says of his latest musical role, “"because it's really a ques-

tion of where you stop giving input. | assume the people that’

hire me as a guitarist expect me to give everything I've got —
they'll define where it is they want me to stop. And | expectthe
same from the guys that | hire. In other words, if you have
guitar suggestions, | would assume that the guitar player
would give me every idea he had. But if he's standing in the
control room and it comes time to do vocals, then | have to
take over from there and say, ‘Okay, thank you for responsibil-
ity up to here; now | have to take responsibility for this.' As a
producer, you keep going with your input through the whole
project.”

During the recording of the Doobies’ Minute By Minute
album, Jeff took on his first assignment behind the console, for
the Paul Bliss Band [Dinner With Raoul, on Columbia]. Since
then he has produced Livingston Taylor's Man’s Best Friend
and Malice In Wonderland by Nazareth. Whenever his sche-
dule permits, he also plays guitar and pedal steel with R&B
singer/songwriter Billy Vera, in Billy & the Beaters, whose first
album [Billy & the Beaters, Alfa 10001] Baxter produced. “The
original concept of the band was as a place where studio
musicians could goto have some fun. And there was no actual
seeking of a recording contract. That's what made it nice;
there was no pressure. So we waited for the record companies
to come to us — and they did. We got offers from all the
biggies, but they all said you can't have a successful live first
album. So we've already proven them wrong. It's good to see
that Billy, being such an R&B cat and such a guy from the past,
would take such a drastic, outside move and pull it off.”

Playing steel guitar on "Strollin’ With Bones™ Monday nights
at midnight at the Troubadour seems a far cry from the multi-
platinum success of the Doobie Brothers. The obvious ques-



tion is, why did Baxter choose to leave one of the most
successful bands in pop music at their peak? A more interest-
ing question though, is why did he decide to leave Steely Dan,
on the verge of becoming superstars, to join the Doobies, at
the time seemingly on the verge of nothing special.

“I was looking for a band that was raw enough, but that
could be developed,” he says. "I thought | had kind of an idea
where music was headed, and | was looking for a band that |
could work with and be a part of. But | was interested in trying
some new stuff. | was already going on the road with the
Doobies and playing on their records while | was still in Steely
Dan, and I really likedit. So | saw it as a chance to possibly take
a bunch of talented guys, who in a way didn’t even know how
good they were — the stuff they ended up playing, some of that
stuff on Living On The Fault Line and Taking It To The Streets,
was incredible — and doing something in a band context. |
was taking lessons I'd learned from Steely Dan and applying
them to a much more accessible band.

“The real important thing | wanted in the band was a key-
board player,” he continues, “so that's when | asked Michael
McDonald if he'd like to join. The keyboards are really, to me,
what gives a band musical legitimacy. With that basis, with the
configuration the band had at the time, it was fertile ground.”

After realizing the potential he saw in the band, Skunk left
the group because, in his words, “i didn'i see it being any
better. There were some personal reasons as well; | just wasn't
having as much fun. | also saw that the time had come to get
into doing something else, besides just being a road sausage. |
had the opportunity, and | thought it would make good sense
for me to leave while everything was happening. Can you think
of a better time to leave a group?”

Jeff Baxter was born in Washington, D.C. on December 13,
1948. At age five he began classical piano lessons, which he
kept up for 15 years. When Jeff was in fourth grade, his father
was promoted to head of Latin American public relations for
an advertising agency, and the family moved to Mexico for six
years. In Mexico, Baxter bought an electric guitar and started
playing in Mexican rock bands. “I had an Alamo single-pickup
guitar made in San Antonio and a Comet amplifier made in
Germany — with ‘pulsating vibrato.” The sweep, from the high
to the low end of the tremolo, was so drastic it just tore the
speaker cabinet apart — real cheapo speaker.

"l was an only child, and | liked being alone. That really helps
you when you want to be a musician, because that puts you in
a situation where you can practice. | just dug music. | felt like |
could express myself a lot better that way. Even before rock 'n’
roil — just being able to sit down and make music any time you
want.”

At the precocious age of ten, Jeff played on his first record,
with a combo called the Tarantulas. “We made a record called
‘Tarantula,’” he laughs. *‘Tarantula’ by the Tarantulas. It was
an instrumental — got to number 15 on the charts. Instrumen-
tals were everything in those days. We had three guitars, a
drummer, and some plastic organ.”

Baxter's two major influences at this point were the jazz and
R&B he heard from his father's record collection and guitar-
oriented instrumental rock. “The Ventures, the Pyramids,
Johnny & the Hurricanes, Sandy Nelson, Jorgen Ingmann —
all the instrumental bands,” he lists with reverence. Al Caiola,
Billy Mure — all the guys who were making instrumental
albums, playing melody lines of songs on the guitar. And then
when | was ten years old, a disc-jockey friend of my father’s
gave me Howard Roberts' first two records — Color Him
Funky and H.R. Is A Dirty Guitar Player. When | listened to
those | just said, 'ALL RIGHT!" | also met a kid named Johnny
Ortega who was in a band called Locos El Ritmo — the
Rhythm Crazies. They were the top rock 'n' roll band in Mexico
— just exceptional. And Johnny had a Les Paul guitar that he
put banjo strings on, and he was using four [Fender] Concert
amplifiers. | never heard anything like it. That combined with
the Howard Roberts records was the beginning or whatever
style I've evolved — plus listening to a lot of trumpet and
saxophone players.”
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In 1964 the Baxter family moved to New York City, and Jeff
got a job at Jimmy's Music Shop on 48th Street. He also
expanded his guitar vocabulary playing bar mitzvahs in outfits
such as the Dick Goldring Orchestra. “| think everybody inthe
band was over 65 except for me,” he remembers. "And I'd get
up every ten songs and try to sing and play, like, ‘Johnny B.
Goode' with these cats on accordion and saxophone. It was a
scream. But | learned all the standards out of the fake books. i
remember one time we did ‘'Let's Twist Again,’ and the
drummer, who was pretty well over the hill, played it like a
shuffle. With brushes,” he laughs. “It was pret-ty amazing. Like
Mose Allison Plays Chubby Checker.”

While at Jimmy's Music Shop, Baxter began repairing and
building guitars, using skills he'd taught himself in Mexico. I
learned about guitars from living in Mexico and not having
anyplace to take anything to get fixed,” he explains. “You ;ust
start unscrewing screws. You know they put it together, so
there's got to be a way to take it apart. Just like a car. Of
course, | destroyed several guitars, and shocked myself a
thousand times. Then when | started repairing guitars at Jim-
my's Music Shop, Dan Armstrong started noticing that there
wasn't a whole lot of work coming out of Jimmy’s. So he came
down and checked it out, took me out to lunch, offered me five
an hour. | was making a buck and a quarter, and | was there
from 8:00 till 6:00. Danny said, ‘I'li offer you five an hour, and we
start at noon and end at six.' | said, ‘Great! When do | start?’
That's when | really started working on guitars.”

After graduating from Taft prep school, Jeff attended Boston
College, all the while piaying in a long succession of bands.
Asked to list them in order, Baxter has to concentrate to
remember them all. “Let’s see...during the Doobies there was
Elton John. We did the Captain Fantastic album at Wembley
Stadium. Before that was Steely Dan, and during Steely Dan
was Linda Ronstadt, around '73 or '74. We had Ritchie Hay-
ward on drums, John Boylan on piano, Bob Worford on guitar,
myself on steel and congas, Andrew Gold on guitar, and Doug
Haywood on bass. Steamroller rock 'n’ roli band! Then before
Steely Dan would be Buzzy Linhart, and before that, the Holy
Modal Rounders. That was, like, 1969, '70. At that time | was
doing records with Carly Simon. Before that | was in Ultimate
Spinach, and before that, that would put me back in high
school, playing in bands in the Village. | played on and off for a
while with Jimmy James and the Blue Flames [Jimi Hendrix’
group before Chas Chandler discovered him and took him to
England]. | was working at Jimmy's Music Shop, and | made a
guitar trade with Hendrix. | traded him a white Stratocaster for
a Duosonic. He was working at the Cafe Wah, and he said,
‘Why don't you come down some night?' | was playing in a
group called the Other Ones at the Cafe Bizarre, and I'd go
down and play bass with Hendrix once in a while. He was
playing his ass off.”

Baxter began doing studio work, on a casual basis, while still
working in music stores. “You'd deliver stuff to recording
sessions,” he explains, “and sometimes they needed a guitar
player. Just rock 'n’ roll and silly songs.”

Jeff's studio log got a bit thicker during his period with Buzzy
Linhart and started overflowing after contributing his distinc-
tive brand of lead guitar to Steely Dan's Can't Buy A Thrill,
Countdown To Ecstasy, and Pretzel Logic. *'| think what pro-
ducers call me for,” he reflects, “is the energy, number one.
Gary Katz [Steely Dan's producer] would always say he'd
never keep a solo I'd done until | turned purple while | was
playing it. And he has a point. To really do it, you have toreally
give iteverything you've got; you have to blow your brains out. |
think people ask me to play for that reason — because | can
bring that into the studio. And, secondly, | think they would like
to have something less than a standard approach. The guitar
soloist is really the thread that sews the vocal together. He
plays underneath the vocal, and then he plays a seam that
stitches the vocal together — gives it relief, yet doesn't let you
lose it. | think a lot of producers or artists like the way | carry the
musical idea from one side of the canyon to the other. That
combined with the power.”



Baxter's personality is both laid back and energetic, a
strange combination of what appears to be lackadaisical but is
in actuality total business. “That keeps me from being hyper-
active,” he responds, “because | take that energy and | just
use it up, every ounce of it. The secret to being a good studio
musician — or one of the secrets — is to be able to combine
relaxation with concentration and technical ability. Now, it's
easy to get technical ability, and a lot of people can concen-
trate, but relaxing is really the key. Everybody has their own
way of relaxing. Jai Winding plays standards in between takes,
myself and Michael Baird play surf music, Lee Sklar comes in
and kids me about how terrible my ciothing is and then sits
down and plays his ass off. Everyone relaxes their own way.
My way is to be kind of laid back, | guess, trying not to be one
more thorn in anybody’s side in the studio situation —
because it's already tense for most people. I've never found
people to be bothered by that, because when you sit down and
the light goes on, that's when you really do your thing. There's
no lack of work, so | must be doing something right. It's so
many things. It's musicianship, it's experience, it's diplomacy,
it's gut feeling some-
times. It's everything
you've got.”

How he specifi-
cally approaches a
solo, Jeff says,
"depends completely
on what's going on. If
you could say that
there's one thing in
general that | like to
convey in my solos
it's humor, and the
fact that life ain't too
bad and you can get
a giggte out of a cou-
ple of things. | may
have the theme song
from the Gale Storm
Show on my mind,
and when the guy
says, 'Play a solo, |
use that as the basis
for it. A smile will
come to somebody’s
face in the control
room, and that's it.
I've just done the job.
That's really what |
think music is sup-
posed to do. It's sup-

Stealing me a guitar — and I'm getting four more guys to help
steal it with me, and we're gonna go find ourselves a gig, and
we're gonna bash and crash and drink beer and make a lot of
noise, and tell people that we're pissed about the fact that,
number one, we can't play the music! So in England, you have
the same thing — because music has gotten so sophisticated,
with Yes and 10cc. Those aren't the bands of the skiffle days;
those are well-matured, very sophisticated bands. So these
kids are saying, ‘Well, later for that.’ The other thing that enters
into it is the desperation that comes with a ferociously horrify-
ing economic situation. It's brutal; there's no jobs. So other
than tearing up the streets — which is-happening anyway —
kids took to the music again. Music is the thing that everybody
goes to when they want to speak. And punk music was speak-
ing. ‘We don’t need your values, we don't want your values, we
don't really know what we want, but we're gonna play music
the way we hear it, and who cares if nobody knows how to
play? It's feeling, can't you see?'"

Recently Baxter has spent a lot of time in Japan, and he
sees in that country the potential for major musical
« innovations. "“The
= age group of young
> musicians in Japan
c falls at just about the

same period for them
as sort of post-War
time did for rock 'n’
roll,"" he states.

“They're in a fairly

revolutionary period.

The only thing they

don't have is the
anger. The motivation
is different. It's hard to
explain. The rock 'n’
rolt anger was aimed

directly at your
parents, directly at
society — whereas

the rock 'n' roll anger
that comes from
Japan | think comes
from a feeling that
there’s something
wrong but not knowing
what it is yet. It's kind
of an uneasiness.
Which | think is
important; you have
to have tension.

“| see in Japanese

posed to run you musicians now a
through the gamut of maturity that | haven't
emotions, but | “Steely Dan producer Gary Katz would always say he’d scen before. It's
believe that running  never keep a solo I'd done untll | turned purple while |  almost like the

through that gamut is
meant to be a purg-
ing, not a punish-
ment. | think when
you get to the other end of it, you're supposed to feel pretty
good. It's like primal therapy; you get it all out, and even though
you've been through a horrible time maybe — you've heard a
song that's brought you to tears — on the other end you find
relief. Because you needed that — it's good medicine.”
What does Baxter think of music that doesn’t have much
humor involved in it, for instance much of the cold new wave
coming from Great Britain? “Well, that's a different kind of
music,” he allows. “You see, the music that's coming out of
England is desperate music. The whole new wave/punk
scene started much the same as rock 'n’ roll started. Music in
the forties had gotten to the point where kids just said, ‘We
can't play this stufft | mean, it's gonna take me years to play
like Charlie Parker. What the hell, I'm getting me a guitar — I'm

was playing It. You have to really give It everything
you've got, you have to blow your brains out every time.”

Japanese guitar
industry; the guitars
they make now have
gone beyond copying,
and gone beyond good copies — they've bacome something in
themselves. I'm starting to put together situations in which the
Japanese and American musicians really play together.
That's what | want to see, and that's what I'm concentrating on.
Because | see the Japanese as having something really
heavy to offer. The British gave us back the blues, and if we let
the Japanese mess with our music they might give us
something back that we're missing. Let’s face it, the Beatles
came out of Britain; who knows what could come out of
Japan?”

Despite his notoriety to MOR listeners via his stint with the
Doobie Brothers, Skunk Baxter has a good deal of knowledge
of, and appreciation for, both extremes of the musical/socio-
logical spectrum, from the sophisticated to the primitive. “Well,
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it's the way of the universe,” he smiles. “It's infinitely compiex,
but when you go to the basis of it, it's a very simple system of
building blocks that always work the same. The wonder of itis
the simplicity. The simplicity produces the sublime. In music,
it's the same way. You have to appreciate the infinite varieties
of ways to play music, but because there are ways to get there
— ways that music is put together — there's a common
denominator, a sort of emotional bottom line that all music has.
That's where you start from. And the best way to make a
statement is in as few words as possible, because the idea is
to trigger the other person into filling in the spaces. It's like if
you give someone a pencil sketch and say, ‘Finish it' — as
opposed to showing them a finished painting. They canlook at
the painting and appreciate it — as in a classical piece of
music — and enjoy it for what it is. But if you understate and
keep it simple, the person that's listening to your music — and
this is very important — feels like he's participating because
he is adding to what you do in his head. That's why a guy
throws a Coke bottle at you in a concert. It's not because the
person doesn't like you; it's because in his own way he’s trying
to reach out and be a part of it. Fair enough. it's really important
to understand the part that the other person plays in your
music. Because if you don't,” he laughs, “you get progressive
jazz."

Jeff leans back and smiles. “Now we're getting to the inter-
esting stuff,” he says “which is why | do what | do, instead of
what | do. When you tatk about the philosophy, the idea being
that the didacticism that's involved in being a musician is that
you have to enjoy, and you have toteach. Because as soon as
you know how to do something, you have to pass that onto
other people, or at least the best parts of it.

“In other words, a great chef may not tell you how he's
preparing his special dessert, but by him making the dessert
and you eating it, you've learned something about it even ifhe
hasn't told you. But he wants toteach you thatthat's good, and

what is good about it. But only if you wantto learn — only if you
order it will you get it. See, that's what's nice — it's a no
pressure situation on the part of the second party. it's a totally
positive movement. There's a zero point where you start from,
and everything's positive from there.”

BAXTER EQUIPMENT

Jeff Baxter's collection of guitars and amplifiers reflects his
attitude towards music. A combination of the elaborate and
the basic, the sublime and the ridiculous. At the high end of the
sonic and price tag spectrum is his new polyphonic Roland
guitar synthesizer, the GR300. For a few years now, Baxter has
worked in the research and development department for
Roland, first using the prototype for the GR500 monophonic
guitar synthesizer on Living On The Fault Line. "I'd been
experimenting with taking the tape heads off a couple of echo
units and placing them under the guitar strings and building a
real primitve pitch to voltage converter,” he details, “and
Roland had pretty much gone the same route.”

Baxter also uses Roland amps in addition to his Fender
Princeton and Deiuxe, which were modified by Paul Rivera of
Rivera Research and Pignose.

“My favorite guitar,” Skunk reveais, “is a homemade Strato-
caster | built solely for playing directintothe console. Then I've
got a good rosewood Telecaster, again with my own electron-
ics. I've also got a green Burns Bison, with the ‘Wild Dog’
setting and everything on it, but | prefer the sound of my red
Baby Bison. That's what | did the Donna Summer Bad Girls
album with [including a solo on ‘Hot Stuff'].”

Then there's the famous “Baxtercaster” Tele with the
“Skunk-o-sonic” pickups. "l put that together,” Jeff recounts,
“out of just garbage, to use as a test bed for some pickups I'd
designed. And | liked the way it sounded so much | took it on

continued on pg. 110

f String instruments have played almost as important a part in American
Culture as baseball and apple pie. And since 1897, more musicians have
bowed, plucked and strummed Black Diamond Strings than any other brand.

Black Diamond has always provided the kinds of strings musicians want,
when they want them. In fact, we strive to see where music is going so that
we'll be able to determine what the needs of the musician will be —tomorrow.

See your music dealer today and be sure to ask for Black Diamond—the
strings that have become a tradition in American Music.

MC

Black Diamond Strings,
International Music Corp., PO. Box 2344, Ft. Worth, TX 76113

If your music store is out of stock. send $5.00 for a string sampler and a free brochure. (Be sure to specify:
classic, acoustic, electric guitar or bass)
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How serious are you about quality?

By now every serious player recognizes the MESA /Boogie as one of a small
number of truly classic and original musical instruments: the founder of modern
- amp-design. '

In terms of concept, its revolutionary combination of size, power, gain and
controllability ushered in a new era of sound and versatility for guitar players.

Yet just as an historic reputation is not earned overnight, our commitment to
quality has been a ten-year pursuit of perfection.

\Some of our features have by now become standards throughout the industry,
but the sought after musical quality of the MESA /Boogie is definitive and continues
to elude its many imitators.

The MESA /Boogie legend is above all else built on a reputation for useful
innovation, superior quality and personalized service.

Each amplifier is hand built in its entirety and master craftsmanship is evident
in every detail. Individual burn-in, set up and quality control takes nearly one
week per unit.
Direct communication with your amplifier company is a reality at MESA /Boogie.

Because we’re serious.

AVAILABLE DIRECT: SATISFACTION GUARANTEED
1317 ROSS STREET e PETALUMA, CALIFORNIA 94952 ME A

WRITE OR CALL FOR INFORMATION e (707) 778-6565
ENGINEERING




THE WORLD'S
BEST DEAL ON SYNDRUMS
IS RIGHT HERE
ON THIS PAGE.

r---------1

Quad Model 478 (4 Syndrums, control console, Twin Model 278 (2 Syndrums, control console,
drum snake and internal power supply) 2 drum cords and internal power supply)

Syndrums are now avail-
able to you at wholesale
prices.

Here’s why: Our Factory
Cash Plan is a new market-
ing approach which slashes
your music dealer’s
overhead by eliminating
warehouse storage, store
displays and inventory
financing. And reduced
retail overhead means

Single Model 178 (1 Syndrum, control console, Syndrum CM (1 Syndrum w/power supply)
drum cord and power supply)

Here’s my check for the famous Syndrum sound. Please
send the items I've checked below to my favorite dealer.

Model Quantity | gy ol Brices Total reduced prices for you.
Syndrum OM 0] On the coupon , just
Single Model 178 179.00 . . o
oo 278 Y indicate which models you
Quad Model 478 699.00 want. Also, fill in the name
(Calif. residents add 6% sales tax) S
Total (Prices above include freight.) and address Of your favorlte

dealer. After you send in

Name Phone your payment, you'll get a
Address call from the dealer you
City State Zip chose, and you can pick up

your Syndrums from him.
It’s as simple as that. The
best deals always are.

I'll pick up my Syndrums at:
Dealer Name

South El Monte, CA 91733

Please allow four weeks for delivery. Send check or money order only.
I No cash please. This offer good through 12/31/81

Address
City State Zip d
I Send payment and coupon to: Syndrum Factory Cash Plan ®
Dept. MU
11300 Rush Street \v u

11300 Rush Street,
South El Monte, CA 91733
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- fabric that S revolutlomzed
 everything from spacecraft
parts to bulletproof vests.
~ The problemis; when
we tell people all the ad-
vantages of Duraline
heads, they have trouble
believing us.
Here are the
incredible facts:

4. Two minute break-in,
then they’ll never - stretch
again. - ‘
2. Tunable over a full
octave.

3. Virtually impossible
to break. Punctures won’t
spread like with convent-
ional heads. They’ll play
just fine even with a hole:
in them.

4. Rich sound. Plus the -
_ heads are spec1ally treated

tones for a cleaner sound -
in close miked situations.
5. Textured surface gives
a crisp, lively sound to

Too good to be true?
Take a hard look at our
heads. Make your next re-
placement a Duraline.
Punish it. Abuse it. Beat
the living hell out of it.

- Record it. Listen to it.

We know that after
you’ve examined our
heads, you’d have to be
crazy to play anythmg
else.

X 11300 Rush St.,

So. El Monte CA 91733
(213) 4437803




IN SEARCH OF Tt

RATEFU

By Vic Garbarini

e's a 35-year-old happily married father of four —

the respected director of a research institute in

Washington, D.C. But Jerry Toporovsky has a

secret obsession, and onthis cool All Hallows Eve

he's about to drive six long hours to New York's
Radio City Music Hall to indulge it. “Sometimes | try to reason
with myself,” explains Toporovsky. “I'm pushing 40, I've got a
family and a full-time job — I've gotta be crazy to be doing this.
But then | think of the last time | saw them and realize it's going
to be worth it. It always is.” Yes, friends, it's sad but true: Jerry
Toporovsky is a confirmed Deadhead.

There is no known cure.

There are thousands like him who follow the Grateful
Dead's moveable feast around the country like medieval pil-
grims pursuing some mobile Canterbury. They range in age
from 16 to 60, and some have been “on the bus,” as Ken
Kesey might put it, since the band's inception over fifteen
years ago. What is it that attracts them? Certainly not nostal-
gia. The Grateful Dead are not the Beach Boys — a traveling
oldie show cranking out sentimental favorites for aging hip-
pies. No, the Dead are a living, evolving phenomenon who are
still capable of acting as channels for the special quality of
energy that can transform an ordinary concert into a trans-
cendent event. Unfortunately, very little of this magic (what
Garcia refers to as their "'x chemistry") finds its way onto vinyl,
making it difficult for the average un-Deadhead to understand
what all the hoopla is about. “There are a few passages on
‘Dark Star' and some of the other material from the live albums
or old concert tapes that capture that ‘otherness,’ but they're
the exception,” explains Toporovsky. “We just don't play with
the same fire in the studio,” concurs guitarist Bob Weir. “We've
even toyed with the idea of taking the time off from touring to
learn how to make records in the studio; desperation being the
mother of invention, we'd have to come up with something!”

Well, maybe.

True, Workingman’s Dead and American Beauty came
close, but those were albums of simpler, more concise mate-
rial that sidestepped the real problem of how to deal with the
more free-form exploration of a “Dark Star” or “Saint Ste-
phen." It's not simply a question of capturing the spirit of the
jam; there's another dimension that emerges when the Dead
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ED AGUEDELO

walk into their free-wheeling improvisation, a quality that
seems impossible to recreate in the studio. “It's not just a
question of jamming — it's a little bit like jazz, but that's not it
either,” says Toporovsky. “It's a question of really connecting
on a higher level with each other.” Since a principal difference
between the Dead live and the Dead in the studio involves the
presence of an audience, it would follow that interacting with
said audience is an indispensable part of the Grateful Dead
experience. “Sure, we can get that magic onarecord,” laughs
drummer Bill Kreutzman, “just cram about 5000 people in a
studio with us while we record”" ¢

Considering the band’s early involvement with psychedel-
ics, some have claimed that this “x chemistry” is entirely
dependent on drugs. “Not true," argues Toporovsky. "Acid
can give you a headstart in getting to that ‘other’ place, butit's
not required in order to plug into the experience. | haven't
taken psychedelics in over five years but | still get the same
high at a Dead concernt now without drugs as | did on acid in
the beginning.” In addition to having an audience to work with,
the other indispensable factor inthe Grateful Dead equation is
their commitment to taking risks. Not just propositional and
conceptual risks, but a willingness to step out over the edge
every night in concent.

“That spirit of adventure is crucial,” claims Weir. “We're
dedicated to pushing everything a little further each time.
Every time another verse comes up, even if I've played it a
thousand times before, | try to play it a little differently, to
understand and make it a little better each time...and then
when we're really loosened up, we go for something we've
never played before.” In short, nothing is allowed to ossify into
a predictable pattern — everything is kept alive, fresh, and
evolving: the Rolling Stones may be content to gather moss,
but not the Dead. They have firmly grasped the idea that the
only way to maintain their connection with the ineffable is
through constant growth and change.

As the band's newest member, keyboardist Brent Mydiand
discovered just before his first Dead concert two years ago,
living with the unexpected can be a bit disorienting at first.
"The day before the concert | asked what tunes we'd be doing,
so | could concentrate on those songs, but no one would tell
me. It freaked me a bit, but then when we got on stage, |
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realized that nobody knew what we were going to play. Keeps
you on your toes..."” Once into those swirling, birth-of-the-
universe jams, almost anything goes; even long forgotten
songs may emerge from the maelstrom like time travelers
popping out of a black hole; *‘Cold Rain and Snow’ just reap-
peared after six years in the middle of a jam 'cause Garcia
realized he could superimpose it over what we were doing,”
reflects Weir. Band members encourage each other to step
out at any point; if somebody states a theme emphatically
enough, the rest will inevitably follow. “Well, almost always,”
corrects Weir. “Sometimes only half the guys will come along
— but that's rare.” Of course, the same is true of the myste-
rious “X factor:" “We can prepare ourselves to be proper
vehicles for it, but we can't guarantee it’llhappen on any given
night,” explains the Dead's other drummer, Mickey Hart. “We
can raise the sail, but we can’'t make the wind come.” Topo-
rovsky agrees: “Out of any
five given concerts, one will
be mediocre, one or two will
be very, very good, and one
or two will be utterly incredi-
ble.” In the old days the
dead would often come into
an area for a sustained en-
gagement of half-a-dozen
shows, guaranteeing com-
pulsive Deadheads at least
one or two transcendent
performances. Today, en-
gagements are generally
limited to two or three per
city, and the faithful often
have to catch the band in at
least two different towns to
secure their cosmic hit.
But the amazing thing is
that those moments do
happen. in the course of
interviewing all the band
members (except Phil Lesh,
who wasn't available), |
tried to get them to articu-
late what they'd discovered
about the principles that
sustained this matrix, that
kept the cosmic dance
between performer, audi-
ence, and the music itself
from collapsing into a chao-
tic jumble. This was more

let go and surrender to it; drop your cares, and be there for it."
Okay, but who calls the shots? “Nobody calls the shots,”
counters Weir. “The Dead is bigger than the sum of its parts,”
adds Garcia. “We go where it leads us.” Sounds simple
enough, but how the hell do you keep everybody's egos from
tearing apart the delicate balance needed to keep things
open? According to the Dead, the answer involves standing
the normal traditional Western attitude towards music on its
head: concentration and individual assertiveness give way to
a more diffuse awareness and the commitment to ensemble
playing. According to Weir, “You have to reverse gears from
the way you originally learned things. For a musician to master
his instrument requires excruciating concentration; each note
has to be conquered, then strung together to form riffs and
passages. For ensemble playing you've got to let all that go
and be aware of others. The key here is listening to what
Jeverybody else is doing.
5You can always tell when
% somebody's not listening,
=

s because they play too
¢ much and spoil the chemis-
try.” So you divide your
attention between what
you're doing and what the
group is doing? “No,”
insists Weir, “that's not it.
Dividing your attention
implies a separation
between yourself and the
music where none exists.
Actually, | amthe music and
all that's necessary is to
maintain a little concentra-
tion, just enough to articu-
late my part so it blends with
the whole.”

The Dead are guaran-
teed to constantly confound
your expectations: every
time you think you've got
them pegged they toss you
another curve. On their
debut album they were
cleverly disguised as an
electric jug band, progres-
sive-minded, but obviously
tied to their blues and folk
roots. Then came Anthem
of the Sun — an about-face
if ever there was one. It was

than a matter of mere curi- Stoned? The Dead in 67, poerlng feariessly through doon ol pcroeptlon an acid-drenched psyche-

osity on my part; the problem of longevity is one that must
haunt every band as their youthful passion and energy wanes.
Any group that's been around for 15 years and can still call
down that illuminative power has something to teach all of us.
Maybe something that could even save somebody's life. |
can't help but think of a Bruce Springsteen concert a few
weeks back. The magic just wasn't happening during the first
set, and Bruce knew it. But being Bruce, he insisted on push-
ing himself and his band with a harsh urgency bordering on
desperation, as if he hoped to break through to the other side
on sheer bravado alone. It hurt to watch him struggle like some
beached swimmer, who thinks he can bring back an ebbing
tide if he just continues to flail away hard enough on the sand.
“My God,” said a voice in the next aisle, “if he keeps that up,
he'll kill himself.” It was a frightening thought, and one that
came back to haunt me the other day when | heard that
Springsteen had cancelled a series of midwestern dates on
account of exhaustion.

After a decade and a half of experimentation, the Dead are
convinced that sheer force alone isn't the answer. “It is not
even a question of concentration,” insists Weir. “You've gotto
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delic garage sale that owed more to Stockhausen and Col-
trane than Kweskin or Seeger. Next came Aoxomoxoa, a
noble if not entirely successful attempt to compress all that
weirdness into traditional three-minute segments.

It wasn't until the double Live Dead that the record-buying
public got a glimpse of what all the excitement was about.
Although it remains for many, including most of the band
members | polled, the quintessential Dead album, the fact that
it's simply a taped concert performance served to highlight the
Dead's inability to produce a studio recording that reflected
their essential nature. They decided to shift gears once again,
this time abandoning their complex improvisational material in
favor of simpler musical forms whose spirit might be easier to
capture on tape. The resulting albums, Workingman's Dead
and American Beauty are the musical equivalent of the Gothic
flying buttress: slender, delicate structures that somehow sup-
port a cathedral of sound and feeling. About this time the Dead
were presented with a challenge of a different nature, with the
death of the lead vocalist and keyboardist, Ron McKernan
(alias Pigpen). Mickey Hart remembers: “A lot of people may
not realize it now, but Pigpen was the boss in those days; it was




his band, he was the leader, not Jerry or Bob. When he died, his
responsibilities fell on everybody else’s shoulders."” It was also
a time when rock bands were undergoing fundamental
changes in their relationship with their audiences. The sense
of communion, of oneness between player and listener was
disintegrating as musicians became unreachable superstars,
and the audience in turn chose entertainment over communi-
cation. Instinctively, the Dead opted out of the whole mad
game. They gave up the chance to become superstars, but it
didn't matter. They had discovered how to keep that inner
dynamic alive within themselves, and there was no way they
could commercialize that without crushing its essence. They
had something that money couldn’t buy (besides, the very
thought of Jerry Garcia in a gold lame jumpsuit is too painful to
bear).

Compelled by what Garcia refers to as “the call of the

weird,” the Dead returned to experimental themes on albums
like Blues For Allah and Terrapin Station. The latter album’s
orchestral sweep, pristine production values, and superb
ensemble playing qualify it as probably the most successful
attempt yet at a studio rendering of their concert persona.
Producer Lowell George brought a taste of funk to Shakedown
Street and inthe process showed the band how to take greater
advantage of the rhythmic dynamics inherent in their two-
drummer configuration in the studio. Last year's The Grateful
Dead Go To Heaven was disappointingly tame AOR fare,
though Garcia's peppy 'Alabama Getaway” was the closest
thing they've had to a hit in years.

This summer the Dead have presented us with a double-
double dose of what they do best: two double live albums, one
acoustic and one electric, both recorded last fall in New York
and San Francisco, the twin capitals of Dead-dom. (The band
jokingly refers to the N.Y.-Long Island area as “The Grateful
Dead Belt".) These releases are being heralded as the "“defini-
tive" Dead albums, and on the evidence presented by the
acoustic set, which is the only one available now — the

The audience, the “eighth member” of the Gratetul Dead, drives them to spaces they seldom reach In the studio.

electric record should be coming out by the time you read this
— that may be a fair assessment. Dan Healy's recording and
production are state-of-the-art, and the performances are
among the best I've ever heard from the band.

is the Grateful Dead satisfied enough with these live efforts
to give up their eternal quest for perfection in the studio? Are
they finally willing to concede that it can't be done without the
help of an audience? “Well, maybe,” says Garcia, sitting like a
Buddha in a black T-shirtin his San Rafael home, “but | feel it's
time for another wave of weirdness to hit, and | was thinking
about trying a few ideas in the studio...”

During a break in the interview, | buttonholed Brent Myd-
land, figuring as the new guy in the band maybe he’ll give me
some tips on dealing with the Ancient Ones. “l'lltellya' afunny
thing,” says Mydland. “When I first joined these guys | had the
feeling | was on the outside of a massive inside joke, but | think

©IM MARSHALL

We knew that the only kind of energy
management that counted was the liberating
kind. So we were always determined to avold the
fasclistic, crowd control Implications of rock. It’s
always been a matter of personal honor to me not
to manipulate the crowd.

I'm beginning to catch on.” Gee, Brent, can you toss me any
clues? "Of course not!” he replies in mock anger. “Are you
trying to get me in trouble or something!?”

That's what | like about the Dead: they never preach or
proselytize. Instead, they quietly go about constructing a
working model of what might be a brave new world, based on
openness to change and risk, diffusion of ego, sensitivity to the
needs of the moment, and receptivity to higher forces. Rather
than mere relics of a mythic past, Garcia and company may
yet prove to be touchstones for a viable future.
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Jerry Garcia:
In Search of the X Factor

— o0

MUSICIAN: You guys have probably put out more live
albums than anyone | can think of — two double live releases
this summer alone. Is the mysterious “x factor” that some-
times transforms a Grateful Dead concert impossible to cap-
ture in a studio situation?

GARCIA: I'm not sure if it can or can't be captured in the
studio, though | agree that so far we've failed to capture it
there. But we've never really been set up to perform in the
studio. Our idea of performance is what we do live, and making
records is more of a concession to the realities of the music
business than a real expression of our natural flow. Let's put it
this way: if making records was a thing you did as a hobby, it's
possible we might have turned to it at one point or another. But
| really think live music is where it's at for us.

MUSICIAN: How about playing live in the studio?
GARCIA: Yeah, we've tried that, but it’s difficult to do with the
type of band set-up we have, especially the technical problem
of recording two drummers at once. We can't baffle or isolate
them; they have to be together, they have to communicate. So
live in the studio the microphone hears them as one big drum
set, and that's not something you can straighten out in the mix.
MUSICIAN: But isn't there also a psychological reason hav-
ing to do with the role of the audience?

GARCIA: Very definitely. But that's something we have totalk
around; we can't talk about it directly. It's not an exact
science, it's more an intuitive thing, and you're right, it
does have a lot to do with interacting with the audi-
ence. But we don't manipulate them, we don't go
out there and try to psyche them out or anything.
It's quite involuntary.

MUSICIAN: Can you feel when its happening?
GARCIA: There are times when both the audience
and the band can feel it happening, and then there are
times when we have to listen to the tapes afterwards to confirm
our subjective impressions and see what really happened.
That's the way we’ve been able to deduce the existence of this
“x" chemistry. In any case, it doesn't have to do with our will.
MUSICIAN: Is there something you can consciously do to
facilitate it?

GARCIA: Well, in a way that's what we're all about: making an
effort to facilitate this phenomenon. But the most we can do is
be there for it to happen. Itjustisn't anything we can control on
any level we've been able to discover.

MUSICIAN: All right, if itisn't what you do, maybe it's who you
are: the chemistry between you; the internal dynamics of the
band; your value system; what you eat for breakfast.. .
GARCIA: I'm sure that's a major part of it.

MUSICIAN: Can you delineate some of the principles that you
feel help maintain who you are?

GARCIA: Actually, trying to pinpoint those principles is our
real work — it's what we're all about. As far as | can tell, they
have to do with maintaining a moment-to-moment approach,
in both a macro- and micro-cosmic sense. It's hard to main-
tain that moment-to-moment freedom in large-scale activities
because things like booking tours have to be planned well in
advance. So it's in the smaller increments, the note-to-note
things, that we get to cop a little freedom. You can see it in our
songs, where there's an established form and structure, but
the particulars are left open. In terms of the macrocosm — the
big picture — we know the tune, but in terms of the note-to-
note microcosm, we don't know exactly how we'll play on any
given night, what the variations might be. Even simple cowboy
tunes like “Me and My Uncle” and “El Paso” change minutely
from tour to tour. “Friend of the Devil” is another tune that’s
changed enormously from its original concept. On American
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Beauty it had kind of a bluegrassy feel, and now we do it
somewhere between a ballad and a reggae tune. The song
has a whole different personality as a resuit.
MUSICIAN: How much improvisational space is built into the
longer, more exploratory pieces like “St. Stephen"” and “Ter-
rapin Station"?
GARCIA: An awful lot...it depends on the piece. “Terrapin”
has some sections that are extremely tight, that you could
actually describe as being arranged; there are specific notes
that each of us have elected to play. The melody, lyrics, and
chord changes are set, but the specific licks that anyone
wants to piay are ieft open.
MUSICIAN: Would you say that this looseness, this willing-
ness to stay open and take risks is a crucial factor in creatinga
space for that special energy to enter?
GARCIA: Absolutely! it's even affected the way | write songs.
In the past, when | had anidea fora song, | alsohad anidea for
an arrangement. Since then I've sort of purged myself of that
habit. There's simply no point in working out all those details,
because when a song goes into the Dead, it's anybody's
guess how it'll come out. So why disappoint myself?
MUSICIAN: Who or what gives the Dead its overall direction,
then?
GARCIA: It's been some time since any of us have had
specific directional ideas about the band...the Grateful Dead
is in its own hands now; it makes up its own mind, and we give it
its head and let it go where it wants. We've gotten to be kind of
confident about it at this point. It's become an evolving pro-
cess that unfolds in front of us.
MUSICIAN: As a band you guys seem to have a dual person-
ality, on one hand there's the improvisational, expioratory
material like “Anthem” and “Dark Star,” while on the
other there's this very structured, tradition-bound sort
of music. It was generally the earlier material that
was stretching boundaries, while the albums from
Workingman’s Dead onwards have been more
structured. So | was wondering if that was because
the relationship between artist and audience was
falling apart at that point, and that 60s energy enve-
lope you were tapping into was beginning to disintegrate,
forcing you to resort to simpler, more formalized material that
didn't depend on that energy field?
GARCIA: No.
MUSICIAN: Darn...it was such a great little theory...
GARCIA: Let me straighten that out right now. First of all,
you're right about the audience/artist communication thing
falling apart, although that didn't happen to us. Let me give you
a time frame that might shed some light on all this: at the time
we were recording and performing the Live Dead material
onstage, we were in the studio recording Workingman'’s Dead.
We weren't having much success getting that experimental
stuff down in the studio, so we thought we'd strip it down tothe
bare bones and make a record of very simple music and see if
that worked. Time was another factor. We'd been spending a
long time in the studio with those exploratory albums, six to
eight months apiece, and it was really eating up our lives.
MUSICIAN: You didn't feel any aesthetic conflict?
GARCIA: No, not atall. Because those two poles have always
been part of our musical background. | was a bluegrass banjo
player into that Bakersfield country stuff while Phil was study-
ing Stockhausen and all those avant-gardists.
MUSICIAN: [s that where the...
GARCIA: ...prepared piano stuff on “Anthem” comes from?
Sure.
MUSICIAN: Wait a minute, how did you know | was going to
ask that?!
GARCIA: (Smiles)
MUSICIAN: Okay, never mind, but what happens when you
reverse the procedure and play Workingman's Dead in con-
cert? Can you still get the same kineticism?
GARCIA: Yes, it turns out we can. For the last year or so we've
been doing some of those tunes, like “Uncle John's Band" and
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Until his death In 1972, vocalist and keyboardist Pigpen (a.k.a.
Ron McKernan) was actually the leader of the group.

“Black Peter,” and they fit in well in that they become poles of
familiarity in a sea of weirdness. It's nice to come into this
homey space and make a simple statement. It comes off very
beautifully sometimes. And inevitably it draws some of the
weirdness into it. What's happening with the Grateful Dead
musically is that these poles are stretching towards each
other.

MUSICIAN: Which of your albums do you believe come
closest to capturing the band's essence?

GARCIA: I'd pick the same things that everybody else would:
Live Dead, Workingman's Dead, American Beauty, Europe
'72. I'd take Terrapin Station, too, the whole record. I'd also
definitely recommend the two live sets that just came out.
MUSICIAN: How important is the acoustic approach to the
band?

GARCIA: Not very, because we only doitin special situations.
In fact, there have only been two periods in our career when
we did acoustic material: first in the early 70s, and then again
just lately.

MUSICIAN: Why did you come back to it?

GARCIA: It's something that's fun for us because of the
intimacy involved; it brings us closer together, both physically
and psychologically, and as a result we play with a lot of
sensitivity. | mean, | can just turn around like this and go (swats
imaginary band member) HEY, WAKE UP! Lotsa’ fun...
MUSICIAN: Speaking of direction: some people are wonder-
ing if you've gone totally off the experimental approach, since
you haven't released anything in that vein since Terrapin
Station back in '77.

GARCIA: Yeah, but '77 isn't really so long ago in Grateful
Dead terms, you know. That's just a few records ago! Ideas
around here take a year or so just to find their way to the
surface, much less achieve their expression, which can take
three or four years. We're always looking at the bigger picture.
People have been hollering for us to bring back “Dark Star"
and stuff like that for some time now, and we will. But in our
own time.
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MUSICIAN: You're not afraid of your old material?
GARCIA: Oh, absolutely not. It's partly that there's a new guy
who hasn't been through all that with us, and we have to bring
him up through all those steps slowly. It's not that he's a slow
learner, it's because we originally spent months and months
rehearsing those things that were in odd times.
MUSICIAN: Like “The Eleven"?

GARCIA: Right, that was tacked onto the “Dark Star"
sequence. It's called "The Eleven” because that'sthetimeit’s
in. We rehearsed that for months before we even performed it
in public. Luckily Brent's a much better musician now than we
were then, so it shouldn't take that long. But we've still got'to
find the rehearsal time to put those songs together again.
MUSICIAN: Are you ever concerned that any of you will fall
into cliched patterns, either as individuals or as a group?
GARCIA: No, because the musical personalities of the var-
ious members have been so consistently surprising to me
over the years that I'm still completely unable to predict what
they would play in any given situation. In fact, I'd challenge
anyone to check out any Grateful Dead album and listen to,
say, what Phil plays, and look for stylistic consistency. You
won't find it. These guys are truly original musical thinkers,
especially Phil. Let me give you an example: Phil played on
four songs for a solo album of mine called Reflections. Now, |
write pretty conventionally structured songs, so | asked Phil to
play basically the same lines on each chorus so | could
anchor it in the bass. But | didn't really see the beauty of what
he'd done 'til later when | was running off copies of the tape at
fast forward. The bass was brought up to a nice, skipping
tempo, right in that mellow, mid-range guitar tone, and | was
struck by the amazing beauty of his bass line; there was this
wonderful syncopation and beautiful harmonic ideas that
were barely perceptible atregular speed, but whenit's brought
up to twice the speed...God, it just blew me out.
MUSICIAN: Considering all the improvisations you do, I'm
surprised you don’t acknowledge jazz more as an influence on
your playing. You had to be listening to Coltrane, at least.
GARCIA: Oh, definitely Coltrane, for sure. But | never sat
down and stole ideas from him; it was more his sense of flow
that | learned from. That and the way his personality was
always right there — the presence of the man just comes
stomping out of those records. It's not something | would've
been able to learn through any analytical approach, it was one
of those things | just had to flash on. | also get that from Django
Reinhardt's records. You can actually hear him shift mood...
MUSICIAN: The humor in his solo on "Somewhere Beyond
the Sea” is amazing...

GARCIA: Anger, t00. You can hear him get mad and play
some nasty, mean little thing. It's incredible how clearly his
personality comes through. It's one of those things I've always
been impressed with in music. There's no way to steal that, but
it's something you can model your playing on. Not in the sense
of copying someone else's personality, but in the hopes that
maybe | could learn how to let my own personality come
through.

MUSICIAN: So it's a question of imitating essence, not form.
GARCIA: Right. My models for being onstage developed from
being in the audience, because I've been a music fan longer
than I've been a musician. A very important model for me was
a bluegrass fiddle player named Scotty Sternman, who was
just a house-a-fire crazed fiddle player. He was a monster
technically, played like the devil. Anyway, he was a terribly
burnt-out alcohol case by the time | saw him, but | remember
hearing him take a simple fiddle tune and stretch it into this
incredible 20-minute extravaganza in which you heard just
everything come out of that fiddle, and | was so moved emo-
tionally that he became one of my models...| mean, there |
was standing in that audience with just tears rolling out of my
eyes — it was just so amazing. And it was the essence that
counted, none of the rest of it.

MUSICIAN: Looking back, were there any other groups or
artists that were pivotal influences on your concept of the
band?
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Although they seldom perform acoustic material, the Dead enjoy the closeness and nuance of the quleter medium.

Our music isn’t something we decided on
or Invented. In fact, it’s inventing us, In a
way. We’'re Just agreeing that it should
happen and volunteering for the part.

GARCIA: There have been a couple of different things for a
couple of different people. For myself, | was very, very
impressed by the music of Robbie Robertson and the Band.
There isn't any real textural similarity between what we play; |
just aamired their work very much.

MUSICIAN: Is there anybody on the current scene that you
feel a particular kinship or identification with?

GARCIA: The Who. | think the Who are one of the few truly
important architects of rock 'n' roll. Pete Townshend may be
one of rock 'n’ roll's rare authentic geniuses. And there’s also
the fact that they're among our few surviving contempo-
raries...I'm just really glad they exist.

MUSICIAN: | was talking with Ray Manzarek recently and he
remembered reading Kerouac describe this sax player in a
bar who had “it" that night, and how badly Ray wanted to get
“it” too...whatever the hell it was.

GARCIA: Hey, that same passage was important to us! Very
definitely. Our association with Neil Cassidy was also tre-
mendously helpful to us in that way.

MUSICIAN: And of course there was Kesey and the Acid
Tests. That must also have been about going for the essence
and not getting stuck in forms...

GARCIA: Right, because the forms were the first thing togoin
that situation. You see, the Acid Tests represented the free-
dom to go out there and try this stuff and just blow.
MUSICIAN: Did the acid simply amplify that impulse, or did it
open you to the possibility in the first place?

GARCIA: Both. The Acid Test opened up possibilities to us
because there were no strictures. In other words, people

weren’t coming there to hear the Grateful Dead, so we didn't
have the responsibilites to the audience in the normal sense.
Hell, they didn't know what to expect! Sometimes we'd get
onstage and only tune up. Or play about five notes, freak out,
and leave! That happened a couple of times; other times we'd
get hung up and play off in some weird zone. All these things
were okay, the reality of the situation permitted everything.
That's something that doesn't happen in regular musical cir-
cles — it took a special situation to turn us on to that level of
freedom.

MUSICIAN: Had you experimented with either acid or musi-
cal “weirdness” before?

GARCIA: Yeah, we'd taken acid before, and while we were on
the bar circuit playing seven nights a week, five sets a night,
we'd use that fifth set when there was almost nobody there but
us and the bartenders to get weird. We joined the Acid Tests
partly to escape the rigors of that 45 on, 15 off structure that
the bars laid on us every night.

MUSICIAN: Did you have ideas about what all this might
open you up to, or was it just “let’s step through this doorway"?
GARCIA: Just that: iet’s step through this doorway. We didn't
have any expectations.

MUSICIAN: Do you feel any ambivalence about it now? Acid
had a down side for some people...

GARCIA: No, | loved it. I'd do it again in a second because it
was such a totally positive experience for me, especially when
you consider that we were at the tail end of the beatnik thing, in
which an awful lot of my energy was spent sitting around and
waiting for something to happen. And finally, when something
did happen, boy, | couldn’t get enough of itt When we fellin with
the Acid Test, | was ready to pack up and hit the road. We all
went for it.

MUSICIAN: How did that evolve into the whole Haight-Ash-
bury scene?

GARCIA: What happened was that the Acid Test feil apart
when acid became illegal, and Kesey had to flee to Mexico.
We ended up down in L.A. hanging out with Owsley in Watts,
then moved back to San Francisco three or four months later.

67



Alaleof

"Two Drummers

Bill Kreutzman's music career did not begin auspiciously;
his teacher tossed him out of the school band because he
couldn't keep the beat. His revenge was twenty years coming
but well worth the wait. Encouraged by a sympathetic high
school music instructor, Bill eventually wound up teaching
drums in a Palo Alto music store, where he and another
instructor named Jerry Garcia got the idea of starting a band.
The Warlocks soon metamorphosed into the Grateful Dead,
and a debut album was cut for Warners. Shortly after its
release, Kreutzman faced a crisis when the band invited
Mickey Hart to join as a second percussionist. “In my darkest
moments,” admits Kreutzman, "I was sure he was trying to get
me out of the band so he could take over. Butinthe end | saw it
wasn't so, and that spirit of conflict served as a catalyst for
getting me off my duff and deeper into the music.” Thus began
one of rock’s most successtful double-drummer combinations.

Both drummers soon discovered that their styles were natu-
rally complementary. “| tend to play the more rudimentary,
straight ahead stuff,” explains Kreutzman, “while Mickey han-
dles the embellishments, tom fills, and other exotica.” Hart
agrees: "Usually Bill winds up doing the straighter, rock 'n’
rollish stuff, while I'm turningitin, out and around. But there are
no rules.” How do they determine their respective responsibili-
ties on any given tune? “Normally we just attack it and see
what happens,” says Mickey. “We might then discuss it, but
we find the best work doesn’t come from our minds, but from
somewhere deeper. We actually breathe in the same time. It's
not just two good drummers playing together; something is
different between me and Bill. We feel our pulses before a
show to get in common time, and we really are beating
together.”

“You can never be afraid to take chances,” says Kreutz-
man, “We may play the same song a lot, butit’s different every
performance. If you try to hold on to something you inevitably
kill it.” Hart takes it even further: “it's more than just an option
— we have to take risks. | go up there every night hoping that
someone will have a great idea that will take me away, that'll
really make me understand what music is about afterallthese
years. But you're part of an ensemble, so you wait for a good
idea to come up, and if it's right, something makes you do it
and it inspires the rest of the band.” Sometimes this creative
risk-taking spills out beyond the boundaries of the songs to fill
in the spaces between tunes. “Call it rhythmic modulation,”
offers Bill. “Instead of a sudden modulation or key shift
between songs, we try to establish a rhythmic relationship so
we can slowly amble from one to the other. It's one of my
favorite exercises, but it's damn tricky to pull off.”

Both Kreutzman and Hart are deeply involved with Asian,

African and American ethnic musics. For Hart, interest cen-
ters on what he refers to as “pre-entertainment music:” “it's
music that's not based just on entertainment; it deals with
activities such as making work easier or chasing away dem-
ons or washing clothes.”

One incident that helped Hart develop a healthy respect for
the innate power of this kind of music involved a gift from his
friend, Airto Moreira, the noted Brazilian percussionist. "Airto
gave me this Brazilian stringed instrument called the berim-
bau. He gave me a quick lesson in how to play it, and | took it
home to practice on. Well, | wound up just staring into the fire
and playing this thing for weeks. It just took over; | wouldn't
accept phone calls or anything,” laughs Har. “Three weeks
later | cailed up Airto and asked him what the hell was going
on” He explained that in Brazil the berimbau was used to
induce an altered state of consciousness for practicing the
martial arts.” Hart pauses. “The weird thing is that I've been
into the martial arts for years, but had let it go for a while, and
then got back into it when | started playing the berimbau... And
there was Airto talking about how this jungle instrument could
take you without you even knowing it!"

Both Hart and Kreutzman cite Sudanese oud player Hamza
El Din as a major source of both musical and spiritual inspira-
tion. “It's so great to meet someone who could be so damn
strong and yet not exude even a trace of evil, meaness, or
fear." A few years ago, Hart accompanied Hamza ona journey
up the Nile to visit his ancestral village in the Nubian Desert.
“The first thing those Nubian drummers taught me was that Bo
Diddley didn't invent that beat,” said Mickey. Not speaking
Arabic, Hart utilized the universal language of music to
exchange ideas and converse with the Sudanese, who were
impressed with his dexterity. “Hamza had taught me to play
the tar, a single-membraned African drum, and his people
were really blown out by the rhythmic exercises I'd worked
up.” The Nubians would often hold the same rhythmic groove
for hours, with different sections of the ensemble coming
forward to improvise over the basic pattern. But when Hart's
turn to solo came up he met with an unexpected reaction from
his hosts. “My polyrhythms startled them at first. | asked
Hamza why they were staring at me, and he explained that
when they heard the off beat and polyrhythms they felt | was
forcing the drum. They feel the drums should tell you what to
do, and not vice versa, which they see as artificial. They say,
‘Excite the drum and it will tell you what to play’,” reflects Hart:
“It's a great concept, and I've found it works if you approach
the instrument with the right attitude.”

Both Hart and Kreutzman were afforded an opportunity to
draw on their work with African and Brazilian musics when
they, along with with bassist Phil Lesh, Airto, Flora Purim and
others, accepted a commission from Francis Ford Coppola to
compose the score for Apocalypse Now — The Rhythm Dev-
ils Play River Music. Hart's marching orders from Coppola
were short and to the point: “All Francis said was ‘you know
what | want — you know how to make magic. Do it!" " recalled
Hart. “| watched the film constantly. | had it on video cassette
in my kitchen, in my bedroom, and in the studio. It played
continuously for three months.” Their task was complicated
by the fact that the battle sound effects Coppola brought back
from the Phillipines sounded unconvincing. In the end they
were asked to find a way of simulating the cacophony of war in
the studio. “Try reproducing the sounds of a napaim attack
using wooden instruments and bells;” suggests Hart wryly.
“The artillery sounded like cheap firecrackers, so we had to ]
reinforce that, too, with steel drums | had built, and other
percussive devices. We had over fifteen hours of material!"

For all their inventiveness, both drummers are surprisingly
self-effacing about the Dead's success. “It's the audience
that's the key,"” reveals Kreutzman. “They're really the eighth
band member. There is some power, be it God or whatever,
that enters the Grateful Dead on certain nights, and it has to do
with us being open and getting together with the audience. if
we can do that, then it comes...and spreads everywhere.”
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MUSICIAN: Were psychedelics really the main catalysts in
initiating the Haight scene?

GARCIA: | think it was a very, very important part of it. Every-
one at that time was looking hard for that special magic thing,
and it was like there were clues everywhere. Everybody | knew
at least had a copy of The Doors Of Perception,and wanted to
find out what was behind the veil.

MUSICIAN: What closed that doorway?

GARCIA: COPS!

MUSICIAN: Just cops?

GARCIA: That's it, really, cops...it was also that this group of
people who were trying to meet each other finally came
together, shook hands, and split. It was all those kids that read
Kerouac in high school — the ones who were a little weird. The
Haight-Ashbury was like that at first, and then it became a
magnet for every kid who was dissatisfied: a kind of central
dream, or someplace to run to. It was a place for seekers, and
San Francisco always had that tradition anyway.
MUSICIAN: Sort of a school for consciousness.

GARCIA: Yes, very much so, and in a good way. It was sweet.
A special thing.

MUSICIAN: Sometimes | think that whole scene was a
chance for our generation to glimpse the goal, and now we've
got to find out how to get back there.

GARCIA: Right, and many people have gone on to reinforce
that with their own personal energy. It is possible to pursue that
goal and feed the dog at the same time. It just takes a little
extra effort.

Bob Welr, the prototypical rhythm ghltarlst; Jerry Garcla, thoughtful maestro; and Phil Lesh, who Is

Many people have gone on to reinforce
Haight-Ashbury with their own personal
energy. It's possible to pursue that goal
and feed the dog at the same time. It just
takes a little extra effort.

MUSICIAN: Can you talk about your relationship with the
Hell's Angels? | played in a band backed by them in Berkeley
and it was, uh...an ambivalent experience.
GARCIA: Well, that's it. It is ambivalent. I've always liked them
because they don't hide what they are, and | think all they
require of you is honesty — they just require that you don't
builshit them — and it you're out front with them, | think you
don't have anything to worry about.

The Angels are very conscious of their roots and history, so
the fact that we piayed at Chocolate George's funeral way

liable to do anything on bass.

back during the Haight-Ashbury was really significant to them.
They didn't have many friends in those days, and so anybody
who would come out for one of their members was demon-
strating true friendship. And with them, that really counts for
something.

MUSICIAN: What do you feel attracted Kesey to them in the
first place? The noble savage concept?

GARCIA: No, I think Ken saw them for what they are: a definite
force of their own which you can't hope to control. When they
come around, it's reality, and you go with it.

MUSICIAN: What about Altamont?

GARCIA: Horrible.

MUSICIAN: it sure was. But having been in the Bay area at
the time, | can understand how you might have thought it a
good idea to recommend them as security people. ..
GARCIA: We didn't recommend them!

MUSICIAN: | thought the Stones people said you suggested
it?

GARCIA: Absolutely not! No, we would never do that. The
Angels were planning on being there, and | guess the Stones
crew thought this might be a good way to deal with that fact.
MUSICIAN: The Angels aside, as soon as you entered that
place you could feel this incredible selfishness — the com-
plete antithesis of what went on at Monterey and Woodstock.
GARCIA: Yeah, that's what it was: an incredibly selfish scene.
Steve Gaskin pinned it down best when he said that Altamont
was “the little bit of sadism in your sex life the Rolling Stones
had been singing about all those years, brought to its most
ugly, razor-toothed extreme.” Kind of ironic, since they were
the ones who started that “Sympathy For The Devil” stuff.
MUSICIAN: You guys have avoided falling into the darker
side of things. Did that require constant vigilance on your part?
GARCIA: It did for me at any rate. During the psychedelic
experience the fear and awfulness inherent in making a big
mistake with that kind of energy was very apparent to me. For
me, psychedelics represented a series of teaching and cau-
tionary tales, and a lot of the message was “Boy, don't blow
this!" Back in the Haight there really were some Charlie Man-
son characters running around, really weird people who
believed they were Christ risen and whatever, and who meant
in the worst possible way to take the power. Some of them saw
that the Grateful Dead raised energy and they wanted to
control it. But we knew that the only kind of energy management
that counted was the liberating kind — the kind that frees
people, not constrains them. So we were always determined to
avoid those fascistic, crowd control implications of rock. It's
always been a matter ot personal honor to me not to manipu-
late the crowd.
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Synclavier Il creates sounds never be-
fore possible from any synthesizer.

In April of this year New England Digital
Corporation introduced a stereo LP demo
record to illustrate some of Synclavier Il's
incredible sounds. After hearing thisrecord,
many people called to say they couldn't
believe all the sounds on the demo could
possibly have been created by any synthe-
sizer. However, after seeing and hearing
Synclavier Il for themselves, they were
amazed at more than just the absolute re-
alism of its instrumental sounds. They were
awed by the infinite variety of tonal colors,
unigue sounds, and special effects so easily
created by this incredible instrument. We
might add, many of these people now own
a Synclavier Il

Synclavier Il not only produces sounds
no other synthesizer can produce, it
also offers more live performance
control than any other synthesizer.

Synclavier |i gives you an extraordinary
ability to change sounds as you play them.
Using Synclavier II's real-time controllers
you can accurately recreate many of the
subtle changes real instruments make dur-
ing a live performance.

Here are some of the real-time controls
that have made Synclavier Il famous: At-
tacks can be individually altered both in
length and brightness for each note. Vibra-
tos can be brought in at different times.
Vibrato depths can be changed at will. Indi-
vidual notes and entire chords can be made
to crescendo and decrescendo smoothly
and naturally. Final decays of percussive
sounds can be made to ring out longer for
low notes than for high notes. In strummed
chords, some notes can ring out longer than
others to compensate for the differences
between open strings and stopped strings.
Individual notes and entire chords can be
pitch bent up or down. The overtone con-
tent of any sound can be completely varied
from one note to the next. Up to four differ-
ent rates of portamento can be performed
on the keyboard at one time. Some of the
harmonics of a sound can remain stationary
while other harmonics of the same sound
slide against them. And the list goes on.

The possibilities for programming new
sounds with Synclavier Il are limitless.

Although Synclavier |l comes prepro-
grammed with over 128 preset sounds, it
does not lock you into these preset sounds.
All of these presets can be modified any
way you wish. The possibilities for creating
sounds from scratch are limited only by
your own skill and imagination.

Synclavier Il can store an unlimited
number of sounds.

Any sound created on Synclavier |l can
be permanently stored on a floppy disc with

Sinceits introductic
Synclavier Il has outsold all oti
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just the touch of a button. From 64 to 256
separate sounds can be stored on a single
mini-diskette. The number of mini-diskettes
you can use with Synclavier Il is unlimited.

All of this is just a glimpse of Synclavier
II's enormous potential. The real potential
of Synclavier Il can be more completely
understood by taking a close look at Syn-
clavier |l's super advanced hardware and
software. The capabilities of Synclavier Il's
hardware and software extend far beyond
any demands currently being made on
them.

Synclavier Il is controlled by the most
powerful computer available in any
synthesizer made today.

New England Digital Corporation leads
the field in the development and use of
hardware applications for music synthesis.

New England Digital uses a powerful 16
bit computer that addresses up to 128k
bytes of memory. Other digital manufac-
turers design their systems around micro-
computers. Microcomputers are simply
not powerful enough to control large num-
bers of voices on the keyboard at one time.
Most current digital systems are limited to
8 usable voices. When these systems try to
contro! more than 8 voices at once, the
speed at which these voices can be played
on the keyboard slows down considerably.
So, for musical applications, more than 8
voices can not be played on the keyboard
at one time.

These microcomputers are also not fast
enough to permit extensive real-time con-
trol of a sound while it is being played on
the keyboard. A few real-time features are
available while other important features are
deleted because of speed limitations of the
microcomputers.

New England Digital Corporation de-
signs and builds its own 16 bit computer, as
well as the Synclavier |l synthesizer.

New England Digital's 16 bit computer
and Synclavier |l synthesizer are so unique,
New England Digital has been awarded
three basic patents on their design, and has
several others pending.

The speed of Synclavier II's computer is
unmatched by any other digital synthesizer
system on the market today. Synclavier il's
computer can easily control up to 32 voices
on the keyboard at one time without slow-
ing down. No other digital system in the
world comes close to this kind of control.

While some synthesizer manufacturers
consider a“voice" to be one separately con-
trolled sine wave, one voice of a Synclavier
1l synthesizer consists of the following: (1)
24 sine waves, (2) a volume envelope gen-
erator, {3) a harmonic envelope generator,
(4) very sophisticated digital FM controls,
(5) an extensive vibrato control, featuring
up to 10 different low frequency wave
forms, (6) a portamento control that can be
either logarithmic or linear, (7) a decay ad-
just feature, permitting lower notes to have
longer decays than higher notes.
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Synclavier II’s 16 track digital memory
recorder is more sophisticated and
has more features than any other syn-
thesizer recorder or sequencer in the
world.

Synclavier li's digital memory recorder
has enormous capabilities because its
computer is fast enough to perform the mil-
lions of math computations necessary to
make all these features operational at one
time.

For example, Synclavier Il's digital
memory recorder enables you to set inde-
pendent loop points for each of its 16 tracks.
So, you could have 8 notes repeating on
track #1, with 64 notes repeating on track
#3, and 2 notes repeating on track #7, and
so on. All 16 tracks can be looping inde-
pendently at the same time but still be in
perfect sync.

In addition, you can transpose each
separate track individually. Track #6 could
be transposed up a 4th, while track #8 was
transposed down a 5th, and so on.

Other recording features made pos-
sible by Synclavier Il's ultra fast
computer.

Sounds can be bounced from one track
to another. You can overdub on just one
track, without losing the material already
recorded on that track. You can change the
volume of individual tracks.You can change
the speed of the recorder without changing
the pitch. You can punch in and out instan-

taneously. You can fast forward or rewind
just as you would on a 16 track tape ma-
chine. You can instantly erase any number
of tracks in the recorder.

You can change the scale of a piece of
music already recorded in the recorder. For
example, if you had a piece recorded in the
key of C, you could change it to the key of B
flat minor without rerecording a single note
in the recorder. Or you could change a
piece of music already recorded in the re-
corder from a tempered scale to a micro-
tonal scale, without recording a single note
over again.

You could keep the notes of an instru-
ment that was recorded on one of the tracks
in the recorder, and assign a new instrument
to play the previous instrument's notes. For
example, if a flute were playing on track #5,
you could assign a guitar to track #5 and
have it play the flute’s notes automatically.

Synclavier IlI's computer is not only the
fastest and most powerful computer avail-
able on any synthesizer today, it's also enor-
mously expandable, with A to D converters,
D to A converters, real time clocks, printers,
modems, and alphanumeric and graphic
CRTss.

The New England Digital Computer has
had 5 years of proven production and suc-
cessful sales to scientific end users for real-
time applications. This history of steadfast
reliability has been a major part of Syncla-
vier II's unparalleled success in a market
place choked with new products.

r digital systems combined.

Synclavier Il has the fastest and most
accessible software available in any
synthesizer today.

Synclavier Il uses an extremely high
level structured language called XPL. XPL
has proven to be an extremely fast lan-
guage which has continuaily provided the
means to add new features to Synclavier ||
on aregular basis.

Other synthesizers are still using lan-
guages too limited for our purposes. Assem-
bler is a good example. It is by far a much
slower and more difficult programming
process to use than XPL. Software im-
provements made by Assembler language
could take months. But with XPL we've
been able to add totally new features to
Synclavier It in a few days.

New England Digital can add new fea-
tures to your Synclavier Il synthesizer
through the mail.

During the 10 months since the intro-
duction of Synclavier Il, New England Digi-
tal has issued four software updates to the
owners of Synclavier {l synthesizers. Those
updates were mailed out to Synclavier |l
owners automatically. They included new
software that customers had asked for. The
updates also included new features and im-
provements that New England Digital felt
were a strong enhancement to the opera-
tion of Synclavier II.

Software updates ensure the Syncla-
vier Il customer that his system will
always be state-of-the-art.

When you buy a Synclavier If, you will
automatically be sent new features as they
are developed this year, next year, and for
years to come.

The Synciavier Il synthesizer is not a
temporary answer in a technological worid
moving at warp speed. It is the answer.
When you buy a Synclavier I, the instru-
ment improves as fast as our technology
improves. Since we're already leading the
field of digital synthesis, we feel you are
comfortably safe in assuming Synclavier 1l
will be your companion for a long time to
come.

When you own Synclavier Ii, you will
never need to sell your “old"” system in
order to buy a better one. Your Synclavier i
system becomes better automatically.

For further information and a copy of Synclavier
II's stereo LP demo record send your address plus
$2.50 (outside USA $6.00) to either of the following:

Dept. 11, New England Digital Corp.
Main St., Norwich, Vermont 05055
(802)649-5183

Denny Jaeger, Western U.S.

N.E.D. Rep.
6120 Valley View Rd., OOR Y 5
Oakland, CA 94611 HE® We

(415) 339-2111 new england digital



MUSICIAN: Did that temptation present itself?

GARCIA: Yeah, sometimes we'd discover a little trick that
would get everybody on their feet right away, and we'd say
let's not do that — if that's going to happen, then let's discover
it new every time. Let's not plan it.

MUSICIAN: Back in those days there was a real bond
between the audience and musicians. Something changed
around '71, and it became a spectacle, with the audiences
sucking up your energy and the band falling into egotistical
superstar routines. It was entertainment rather than communi-
cation, and something special was lost. Were you aware of this
change, or am | crazy?

GARCIA: Yeah, it was obvious, because in spite of all that talk
about community, we knew it couldn’'t happen among the
musicians, because each wanted to be the best and over-
shadow the others. A truly cooperative spirit was not likely to
happen.

MUSICIAN: Was it the record companies and the materialis-
tic orientation they represent that spoiled it?

GARCIA: | don't think so. To me, the record companies have
never been a malicious presence...they're more like a mind-
less juggernaut.

MUSICIAN: ! didn't mean that it was intentional on their part. |
just feel they represent a set of values and a means of organi-
zation that are at odds with the goals of music. They created
an environment in which the soul of music couldn’t survive ...
GARCIA: Yeah, | agree it was the music business and enter-
tainment as a whole that killed it, because in entertainment
there's always this formula thinking that encourages you to
repeat your successes. All that posturing and stuff is what

show business is all about, and that's what a lot of rock
became: show business. It's just human weakness, and |
guess it's perfectly valid for a rock star to get up there and...
MUSICIAN: But wasn't what happened in San Francisco a
few years earlier on a much higher plane of experience?
Audience and performer were meeting and interacting in a
real way...

GARCIA: That's true, but that was something that just hap-
pened in the Bay Area, you know. It never made it to the East
Coast, and it definitely didn't make it to England. And so those
people were coming from a much more rigorous mode! of
what it meant to be a rock 'n’ roll star. That came from their
management and business levels, as things were lined up for
them in advance and they were given those models as the way
to do things. When we met English rock stars at the time, it was
like meeting birds in gilded cages, they really wished there
was some way of breaking out of what they were into, but they
were trapped.

MUSICIAN: What happened to the energy field you'd estab-
lished with your audience when you went to, say, New York or
London?

GARCIA: We found that we’d brought it along with us, andthe
people who came to see us entered right into it. And that's
what's made it so amazing for us, because our audience, in
terms of genuineness, has been pretty much the same as it
was back in the 60s. And so has our own experience.
MUSICIAN: Including your new generation of fans?
GARCIA: Sure. The 16-year-olds coming to see us now are
no different than they were in the Haight; they're looking for a
real experience, not just a show.

The Grateful Dead'’s P.A. By Marc Silag

Specs alone have never determined the Grateful Dead'’s selec-
tion of P.A. reinforcement systems. To Dan Healy, the Dead's
sound mixer for fifteen years, attitude and philosophy are as impor-
tant as crossover points and speaker configurations. Over the
years the Dead and Healy have made some formidabie contribu-
tions to P.A. theory and practice. The Wall of Sound, the band's first
and last excursion into the P.A. business during the mid-seventies
was recognized as a major step toward accurate reproduction of
stage dynamics and fidelity. The Dead's press kit has nearly as
much to say about the band's technical direction as it does about
their musical route.

Like many groups who perform in coliseum-type venues, the
Dead favor the systems built and maintained by Clair Brothers of
Lititz, Pennsylvania. These systems depend on two Clair Brothers
exclusives, the S-4 speaker cabinet and the 32x6x2 portable
mixing console designed and engineered by Bruce Jackson with
the cooperation of Ron Bothwick.

The S-4 consists of two 18" speakers, four 10" lo-mid speakers
and two hi-mid horns utilizing JBL 2405 Type Drivers using pas-
sive crossovers. The cabinets, when suspended from the ceilings
of a typical large venue, are strapped in vertical stacks to promote
“Line Source Coupling.” This affords Healy with more directional-
ity and forward loudness. Each box requires about 1000 watts of
power and Clair provides banks of Phase Linear 700 power amps
to drive as many as 64 cabinets, depending on the size and
acoustical characteristics of the venue.

The Jackson-Bothwick board is a self-contained unit featuring
32 inputs and six stereo submasters, with two main outputs. Three-
band eq is parametric and four effects sends are provided with
equalized returns. A unique "bar graph fader” design displays
peak and average signal readouts, pre- or post-fader. Steve Dove,
an engineer familiar with the board under the duress of touring, has
never known one of the six Clair Brothers’ boards of this type to fail.

Outboard equipment includes dbx 162 compressor/limiters for
each band-width, Crown D-75 power for headset monitoring, a
White Spectrum Analyzer/Noise Generator and White 1/6 and
1/3 octave equalizers.

There have been three notable occasions when the Dead have
used an altogether different system than the one outlined above.
For shows in San Francisco, New York and the Oakland Coliseum
last year, Healy brought three separate audio companies together
and fabricated a “super system” so elaborate in its engineering
and logistics as to make carrying it on tour an economic
impossibility.

Healy's trademark is an open attitude towards new methods of

producing full-bodied live sound, eliminating the shackies
imposed by electrically produced phase distortion and harshroom
reflections that debase the intended sound image. Using docu-
mented and patented theories of linear response established by
John Meyer and his company, Meyer Sound Labs (MSLI) of San
Francisco, the Dead are capable of producing “three dimensional”
live reinforcement. Healy is the only sound engineer we've run
across who uses the term "“holographic” in discussing his work.

McCune Audio of San Francisco supplies the Dead with stage
stacks consisting of twelve 12" woofers, six mid-range horns and
thirty tweeters per side. The system, known as the JM-10, incorpo-
rates Meyer's theory of linear response in which accurate imaging
is dependent on the electrical pre-distortion of the P.A. signal
before it reaches the speakers and drivers. In the case of equip-
ment listed here, speakers and drivers are manufactured in
Europe to Meyer's specs. By carefully matching each transducer
to the circuitry employed to pre-distort the signal, it is possible to
compensate for phase distortion created when the transducer
changes electrical energy into acoustic energy. Elimination of
phase distortion is the prime mover of this system and both the
JM-10 and the Bill Graham Presents System 80 that fiies over
center stage are “time corrected,” using another design of MSLI,
the Group Delay Equalizer. The GDE shapes the wave forms to be
projected by the system(s) by delaying specified frequencies
within a given bandwidth, allowing all frequencies to arrive at the
listener's ear at the same time. This also makes room reflections
more controllable, and the ping-ponging of certain frequencies in a
room is greatly reduced. The System 80 is a cluster arrangement
consisting of sixty 12" woofers, twelve MSLI horns and twenty-four
Heil tweeters. The third company using Meyer's technology is
Ultrasound of Larkspur, California, who provide sub-woofer
assemblies Meyer designed for the sound track of Apocalypse
Now. These cabinets house 18" ferro-fluid speakers to handie the
low end of the Dead's sound.

In the house, McCune equips Healy with a 22x4 mix console
with 3-band eq, augmented by a Tangent 2402 mixer for the
drums. Although outboard eq is available, Healy uses it sparingly.
Healy claims the only usable form of eq comes in the selection of
placement of stage mics. No special outboard equipment is used
aside from some special effects, the nature of which Healy would
not divulge.

The sound of this system is extraordinary. It played a major role
in the recording of the recently released live Dead LP, in that
Healy relied heavily on room mics in the mix of the album. For the
audio-conscious Deadheads of the world, it is Healy's hope that
such a system will eventually join the Dead on tour.
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The Terminal Support Package provides a
completely new method to access Syncla-
vier II's computer. The Terminal Support
Package consists of three items: (1) Graph-
ics, (2) Script, a music language, (3) Max, a
programming language.

GRAPHICS

The Graphics Package allows the user
of Synclavier Il to have a readout of numeri-
cal data printed out on a computer terminal
screen. With the depression of the return
character on the terminal, the numerical
data is changed into a graphic display. A
clear depiction of the volume and harmonic
envelopes are drawn out on the screen.
The relative volumes of each sine wave,
comprising the sound whose envelopes are
currently on the screen, is also displayed.

The graphics display provides an
extremely valuable visual tool for program-
ming new sounds and for thoroughly ana-
lyzing sounds which have already been
programmed for Synclavier 1.

SCRIPT

Script is a music language. It can be
used as a composing tool to write musical
performances into Synclavier Il's computer
without playing anything on the keyboard.

Precise polyrhythmic melodies can be de-
veloped which would be difficult or even
impossible to play on a keyboard. Compos-
ing with Script gives you up to 16 tracks to
record on.

All the real-time changes available with
Synclavier I's digital memory recorder can
also be programmed through a terminal
with Script. This includes dynamics and
other musical accents.

Any composition created with Script can
be stored on a disk, and then loaded into
Synclavier Il's digital memory recorder. All
compositions created with Script can be
made to play back in perfect sync with a
multi-track recorder.

Another feature which is extremely
helpful for musicians is the editing feature
of Script. This allows you to edit existing
compositions through the terminal. You can
cut apart, reassemble, or tailor in any man-
ner a composition without ever risking a
loss of any of the original elements.

MAX

Max is a complete music applications
development system. It allows you to con-
trol all of New England Digital’s special pur-
pose hardware, i.e.,the computer, analog-
to-digital converters, digital-to-analog con-

verters, and other devices like a scientific
timer which can be programmed to be
SMPTE compatible.

Max comes complete with documenta-
tion for the Synclavier If hardware inter-
faces to enable a programmer to design his
own software program. This language is for
people who possess a much more sophis-
ticated knowledge of programming com-
puters. Basically it is a superset of XPL, the
software language New England Digital
uses to program Synclavier H's computer.

Max is designed to permit the owner of
Synclavier I} to take greater advantage of
New England Digital's powerful 16 bit com-
puter. Up to now, all software had to be
written by New England Digital. The Ter-
minal Support Package with the Max lan-
guage gives you the opportunity to explore
new ground on your own. The ways in
which Synclavier II's hardware can be used
by Max is virtually limitless.

All of us at New England Digital feel
we've only begun to explore and tap the
awesome potential of the Synclavier ||
digital synthesizer. The Terminal Support

Package is just one
O\ (5

more step in an excit-

ing journey toward e o We

this realization. new england digital



MUSICIAN: Going back tothe idea that there was an opening
for a while to a different quality of experiencethat gave people | The Dead’s Equipment

a taste of something other, it seeems — and | don't want to The Dead have gone through enough equipment during
sound mawkish — that you guys are one of the guardians of | the past decade and a half to outfit a small musical army.
that experience. On a good night, anyway. It's as if you guys Guitarist Garcia started his recording career with a Guild
serve as a touchstone for some people. Starfire, then switched to Gibson (a '57 Les Paul and '60
GARCIA: Well, that's the way it's sort of working out, but it isn't SG) for Anthem of The Sun. But by Workingman’s Dead
something we decided or invented. In fact, it's inventing us, in he'd changed again, this time opting for a Stratocaster. “|
a way. We're just agreeing that it should happen, and volun- | decided that Strat sound was what | was really looking for,
teering for the part. so | played standard models for a while, and then in '73
MUSICIAN: | wonder how many people really believe thisis a settled in with a couple of custom models designed for me
bona fide phenomenon you're talking about, and not just a | by Doug Irwin. It's a basic Strat set-up, with three DiMarzio
purely subjective impression. Dual Sound Pickups that allow me to still get that Gibson
GARCIA: Deadheads already know, but they disqualify them- sound if | need it, though | generally prefer the Fender
selves just by being Deadheads. We try to measure it all the tone.” Garcia uses Vinci strings and Fender Twin Reverb
time, but it's hard to communicate to people. But that's okay, Amps for both concert and studio performances. Effects
‘cause it probably isn't everybody's cup of tea. But it ought to include a Mutron Octave Divider by Mutronics, and MXR
be there for those who can dig it. Distortion Plus, Phaser, and Analog Delay units. Rhythm
MUSICIAN: This conversation keeps bringing me back to | guitarist Bob Weir is another custom guitar man. In his case
something | heard in an interview a few months ago. It was the it's an Ibanez “Bob Weir" model, designed by Bob and Jeff
idea that maybe music is looking for a musician to play it... Hasselberger. Weir also favors the Ibanez UE400 Multi
GARCIA: There's more truth in that than you can know. It just Effects Unit and Flanger/Delay, as well as a Furman
chooses its channel and goes through. And you may be able Reverb, Peavey Mace Guitar Section, and IVP Pre Amp.
to spoil it in other situations, but you can't spoil it in the Grateful Bob uses D'Addario Strings on his Ibanez. Like Garcia,
Dead. bassist Phil Lesh uses a Doug Irwin Custom model and
MUSICIAN: But couldn’t you destroy that matrix by egotisti- Dean Markley Bass Strings, which is fed into an IVP Myers
cally closing yourselves off from each other andthe audience. Sound Lab Amp and/or a Great American Sound “God-
Lots of other bands have. zilla" Power Amp. Relative newcomer Brent Mydland's
GARCIA: Certainly, but luckily for us the music has always arsenal includes a Fender Rhodes Piano, Prophet 5 Syn-
been the big thing for the Grateful Dead, and all that other thesizer, Mini Moog, and Hammond Organ, plus an Ibanez
ego-oriented stuff is secondary. | mean, we've had uur has- Effects System. Both Mickey Hart and Bill Kreutzman play
sles, who doesn’t? But ali of those things have only added Sonar Drums and Zildjian Cymbals. (They make a yearly
more and more into the experience. Nothing has made it pilgrimage to Zildjian's Massachusetts factory to select
smaller. It's been a fascinating process and... complementary sets.) Kreutzman prefers Pollard Heads
MUSICIAN: ...a long, strange trip? and uses a Tama snare.

GARCIA: (Laughs) Yeah! And it still is. [¥

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
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The only synthesizer
that can improve on Synclavier Il
is Synclavier Il.

New England Digital is the only digital
synthesizer manufacturer in the world that
completely designs and builds its own com-
puter as well as its own synthesizer. New
England Digital’s powerful 16 bit computer,
along with the XPL language used to pro-
gram it, make Synclavier | more versatile,
flexible, and expandable than any other
synthesizer made.

In order to understand how advanced
Synclavier 1l truly is, it's necessary to under-
stand the enormous differences between
Synclavier HlI's hardware and softwear, and
that of other digital systems.

No other digital synthesizer on the
marketis capable of keeping pace with
Synclavier II’'s XPL language.

XPL is a high level structured language,
which offers tremendously fast and accurate
control for writing complex real-time digital
synthesis programs. Synclavier Il is the only
digital synthesizer programmed in a high
level structured language.

Other digital systems are programmed
in much simpler languages, like Assembler.
Using Assembler language, it's very diffi-
cult to write complex programs with any
degree of speed or accuracy.

XPL language uses a compiler. The com-
piler automatically translates the way we
think into the way the computer thinks.
Assembler doesn't use a compiter. So the
programmer has to do his own translating
from the way he thinks into the way the
computer thinks.

For example: If you wanted to express
the equation A = 2 + 5 in Assembler, you
would have to go through the following
instructions:

(1) Find a register in the computer
that is empty.
(Let's say it's register O)
(2) Assign register O to contain A.
(3) Load register O with a 2.
(4) Add to register 0 a 5.

In XPL, the programmer just types in
A =2 + 5.That's it. The compiler auto-
matically translates that equation into a
series of instructions that the computer
can understand.

If you wanted to compute the square
root of five in XPL, you would simply write
A = SQR(5); the compiler would automat-
ically generate a set of instructions to com-
municate that equation to the computer. In
Assembler, the programmer would have to
write almost 100 instructions all by himself
in order to get the same resuit.

The more complicated a program gets,
the more XPL pays off. The inverse is true
for Assembler. The more complex a pro-
gram gets, the more impossible it is for the
Assembler programmer to keep track of all
the enormous details all by himself.

Synclavier Il allows software changes
to be made quicker and more accu-
rately than any other digital synthe-
sizer.

It's no small wonder that Synclavier
Il offers more than five times the fea-
tures found on any other digital system.
Synclavier IlI's XPL language is the most
advanced programming process currently
being used to program a digital synthesizer.
XPL offers solutions to digital programming
that other languages can't offer.

For example, one big problem encoun-
tered in programming is how to change one
small function of a synthesizer system with-
out changing something else in the process.

A change such as this is not always so
easy to do in Assembler language. In order
to change the function of just one button in
Assembler, the programmer would have to
rewrite the software program for practically
the entire synthesizer. This is an extremely
difficult task because the programmer him-
self is totally responsible for keeping track
of every detail of the software program.
Making a software change with Assembler
is like having to tear down a finished house
and rebuild it from the ground up, just to
add a new window.

This tearing down and rebuilding proc-
ess required by Assembler takes an im-
mense amount of time, not to mention
money. Furthermore, the chances are very
great that the rebuilt “house” will have more
variations on the original structure than
the one change the programmer intended
to make.

Using XPL to add a new feature to Syn-
clavier I doesn't require the programmer
to start over from scratch. The programmer
can specifically address the one feature he
wishes to change and let the XPL compiler
take care of the rest. The compiler allows the
new information to be incorporated into the
present software without destroying any
part of already existing features.

With XPL, New England Digital can
afford to add new features to Synclavier Il
on a regular basis. In this way Synclavier I}
can remain state-of-the-art for years and
years to come.

Synclavier I} is the only digital syn-
thesizer that can make affordable
changes in its hardware.

What happens when a digital synthe-
sizer eventually uses up all the computing
power available in its computer by adding
too many new features or options?

if you change any part of the hardware
in a digital system programmed by Assem-
bler, nothing will work at all. The new com-
puter hardware won't know what to do with
the old software. In order to make the new
computer hardware work, an entirely new
program must be constructed from scratch.

This is a far greater project than merely
adding on new software feature to an exist-
ing program. The time required to redesign
Assembler software so it could deal with a
hardware change, could take up to a year
or more.

The architecture of Synclavier Il makes
hardware changes easy to incorporate.
Synclavier |l uses a MOVE architecture
computer. Synclavier II's MOVE architec-
ture allows additional computing power
external to the computer’s central proces-
sor itself. This means that the possibilities
for implementing new hardware can be
done in a modular form.

Synclavier II's software is designed so
modular hardware additions can be handled
by modular software additions. The use of
hardware and software modules gives New
England Digital total freedom to create any
new operation they want for Synclavier II.

If the constant addition of new features
eventually exhausts the computing power
of Synclavier lI's computer, New England
Digital will already have the means to
accommodate additional computing power
for the Synclavier Il system at a very reason-
able cost. Other digital manufacturers will
eventually be forced into a complete rede-
sign of their systems at an enormous cost.

No other digital synthesizer in the
world is capable of improving on
Synclavier II's advanced technology.

No other digital synthesizer on the mar-
ket is controlied by a computer anywhere
near as fast as Synclavier i's. In fact, Syn-
clavier lI's 16 bit computer is more than 10
times faster than any microprocessor cur-
rently being used by other digital systems.

No other digital synthesizer is pro-
grammed in a high level structured lan-
guage like XPL. The likelihood of another
synthesizer manufacturer developing a
high level language compiler competitive
to New England Digital’s, is not something
to bet your future on.To bring New England
Digital's XPL compiler to its present state
has required more than 10 man years of
development.

Synclavier Il not only has the fastest
computer and the most advanced software,
it also has the only architecture that is fiexi-
bie and expandable enough to permit
serious advancements in its system’s design
without taking forever.

Synclavier |l is truly designed to be a
state-of-the-art digital system today, tomor-
row, and for years to come. And New
England Digital is the only synthesizer
manufacturer that can honestly say it has
the means to upgrade
every Synclavier 1l
they sell to keep pace
with new changes in
digital technology.
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theatrical cues to salivate happily. Is there gold or only glitter?

By J.D. Considine

There's been a minor revolution in rock over the past four
years that's gone almost unnoticed by the rock press. The
funny thing is, missing it is like not seeing the forest for the
trees, because as disco, punk, reggae and rap fade in and out
of popularity, this music has consistently sold well among the
great unwashed hordes of mainstream rock fans.

It doesn't have a name as such — ask a fan, and he or she
will simply call it “rock 'n’ roli” — nor does it boast a theoretical
base. For our purposes, call it hard pop: hard, because its
sound derives from the contours of hard rock and heavy metal;
pop, because its formal structure is oriented toward popsong
melodicism, not the sprawling, riff-based jamming of tradi-
tional heavy metal.

Prime practitioners include REO Speedwagon, a one-time
bar band from the Midwest whose 10th album, Hi Infidelity,
took it from the semi-obscurity of the arena rock circuit
straight to the top of the charts (where it has remained since
January); Styx, a Chicago-based arena act whose blend of
slick, semi-classical progressive rock and slicker Manilow-
style ballads have earned ittriple-platinum albums since 1977,
Journey, a group of musical chameleons who stumbled onto a
phenomenally commercial mutation of the San Francisco
sound; Foreigner, a savvy progressive outfit whose pop smarts
are undercut by purposefully dumb lyrical posturing; and Bos-
ton, a techno-crazed basement band that developed its sta-
dium sound in the studio, and then had to learn how to
duplicate it in actual stadiums.

in terms of pure music, what these groups and others offer
isn't terribly exceptional. At best, as with Foreigner, the music
is a sophisticated test of its own limits; at worst, as with
Journey, it's musical junk food, overly sweet and utterly non-
nutritious.

What is significant i$ the way this sound evolved, and the
attitudes toward music its popularity reflects. These are, after
all, second generation rock bands, operating on a level where
experience has replaced experimentation, and where the
concept of what works is tempered by reaction from an
audience that has grown to take certain aspects of rock 'n’ rolt
style as unquestioned givens. In a sense, rock has been taken
over by its own phenomenology, so that details of sound have
almost become the substance, not merely the fabric, of the
music.

The end result is that today's rock fan, like Paviov’s dogs,
has come to associate specific sounds with certain gratifica-
tion, and salivates accordingly. Hence, if a band sports a fat,
distortion-heavy guitar sound, a huge, throbbing drum beat
and a muscular tenor voice, the listener is more likely to
associate that sound with big-time rock 'n’ roll. Andif the pot is
sweetened by applying that sound to hookish pop instead of
the basic crunch-and-holler of hard rock, so much the better.

So goes the theory, anyway. Unfortunately, the reality isn’t
anywhere near as neat. One of the biggest reasons that this
school of music has gone unnoticed for so long (aside from
the fact that most rock writers found it too aesthetically unre-
warding to be deserving of much brainwork) is that its evolu-
tion has been both painfully slow and maddeningly diffuse.
The sound’s development wasn't linear at all, and as such the
strands of cause and effect are loosely wrapped.

On an elementary level, what happened was that the vistas
opened by sound technology, both in the studio and on the
stage, were combined with certain essentials of styletoforma
new notion of how rock should sound. But the articulation of
this new sound was almost unconscious. As Paul Dean, the
prime architect of the Loverboy sound, explained, "I had this
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sound in my head a long time, but | didn't know how to get it. |
tried to get it with other bands, but it didn't come ouit right.”

One of the major reasons this idealized sound was so
elusive was that is began as a studio illusion. As Dean put it,
“As a family of recording artists, we've learned a lot of tricks.”

Perhaps the earliest of those tricks was the realization thata
recording was a thing in itself, and not necessarily a document
of live or concert sound. Although this discovery lead to a
certain amount of studio trickery for its own sake, it also
emphasized the importance of looking at instrumental sound
in terms of how it could sound, not how it should sound.

Technology furthered this trend two ways. First, the advent
of multi-track recording techniques lead to intense scrutiny of
each instrumental presence, considering each as a compo-
nent in the overall sound instead of simply looking at the
instrumental tracks as a block of sound. This was particularly
useful in developing the “L.A. sound” of the early 70s, wherein
the reliance on studio musicians and the perception of pro-
ducer as auteur lead to a recorded sound utterly removed
from the exigencies of concert sound. Instrumental tracks
became settings, where color and texture were far more
important than any notion of audio verite.

This in turn was quickly approved by a mass audience
increasingly attuned to improvements in audio equipment. As
sophisticated, high-quality sound equipment became more
and more affordable, rock fans in their late teens and twenties
commonly owned stereo systems of good to excellent quality,
and began to demand records that made the most of their
audio resources. Once they'd spent several hundred dollars
on a stereo, they weren't going to settle for the wall-of-noise
production of Vincebus Eruptum.

Furthermore, the musicians themselves greatly appre-
ciated the fiattery of the improved studio sound. Conse-
quently, not only was this unnaturally clean sound eagerly
pursued, but it lead to efforts to live up to the studio sound in
concert performances. As such, stage sound was no longer
the result of massive banks of amplifiers; instead, smaller
amps were miked, just like in the studio, and fed through the
P.A. system. As the technological advances were matched by
ingenious application, more and more concert acts were able
to duplicate studio tricks in concert arenas around the world.

None of this happened immediately, of course, or even with
much simultaneity. While the mellow rockers were quick to
take advantage of the new sound technology, most hard rock
and heavy metal still tried to biudgeon its way to audio verite.
Generally the results neither duplicated the stage excitement
nor matched the depth and slickness of mellow rock’s studio
sound, as records made by Deep Purple, Humble Pie or Grand
Funk Railroad can attest. Unfortunately, producers then
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It ain't the meat, it's the motion. Maestros of the Paviovian knee-
jerk rock reaction: Neil Schon and Steve Perry of Journey and
Grace Slick of Jefferson Starship.

sought to recreate volume and impact by retaining the noise
level found in live performances. As a result, the sound on
these albums is quite dated.

As a performer and producer who lived and worked through
this period of transition, Roger Glover of Rainbow is about as
authoritative as they come. "l think what most people have
realized,” he said, "is that most hard rock has all been sof-
tened by harmonies. One can think of Foreigner and Boston,
Styx, Journey; even softer stuff like Fleetwood Mac and
Frampton are all lush with harmonies.”

But, Glover said, that reliance onharmony vocals, profitable
though it may be, has its own cost. “There's only 100% of
sound you can get on tape. You can't possibly get 120%, so
you always have to work a limit. And so if there's going to be
harmonies and louder vocals, something’s going to have to
give. And usually, that's the instrumental side. Guitar sounds
are getting smaller.”

Hard rock traditionally worked on the converse principle.
Explained Glover, “The reason John Bonham of Led Zeppelin
got such a huge drum sound was that there was nothing else
in his way. The bass was always very muted and very bassy;
the guitar sound was also very thin. Jimmy Page's sound was
always very thin. Which leaves a lot of room for Bonham to get
that huge sound.

“Now, with a band like Rainbow that's very difficult, because
Ritchie [Blackmore] doesn’t have a thin sound. He has an
enormous sound...his guitar sound alone could take up 100%
of the tape. When you top all that with the traditional huge drum
sound we go for, plus Don Airey likes a huge organ/keyboard
sound, what I've got to do is juggle a lot.”

Properly juggling the instrumental mix is crucial to the suc-
cess of this sound, because as Glover pointed out, the desired
effect is to create a sound that is absolutely huge, but without
actually being any larger than necessary.

In order to scale the instrumental tracks down, one of the
first things that had to go was the amount of noise traditionally
allowed for hard rock. The trouble was, the producer couldn't
afford to let the sound get too clean, otherwise the recording
would miss the point. As Glover put it, “I haven't tried at all to
soften the instrumental sound, because | think that would take
away from what is Rainbow. | think if Rainbow came out
sounding like Journey, it would be wrong. We still want to



sound aggressive and hard.”

What happened was that an engineer working for Polaroid
came up with the ideal studio guitar sound, and used it to push
his band out of its basement and onto the top of the charts.
That engineer was Tom Scholz, and the band was Boston.

Scholz's big trick was to create a semblance of volume by
selectively duplicating its contours. In other words, Scholz
analyzed why a screaming stack of Marshall cabinets sounds
so loud, and then figured out what in that sound was essential
and what wasn't. Boston's Barry Goudreau explained, “First of
all, we use a tremendous amount of distortion on the guitars.
We use equalizers before the ampilifiers, and we boost certain
midrange frequencies. And that accounts for the sound. A lot
of the lower frequencies are dumped off, so the ones that are
boosted stand out. That way, when they are mixed in with the
other instruments, the guitars really stand out.”

Somebody in the ad department at Epic turned an old Gen-
eral Electric slogan on its head and called it “Better music
through science.” But to the thousands of kids who expe-
rienced rock 'n’ roll not as live music but as radio andrecords,
Boston was a dream come true. Finally, here was a band that
completely fit their idea of what a rock 'n’ roll sound was, not
only in terms of guitar sound, but also through its mix of hard
sound and pop songwriting. After all, if all it took was the right
guitar sound, Barry Goudreau's solo album wouldn't have
been such a flop.

Hard rock was no stranger to the pop charts, of course.
Bands like Grand Funk Railroad and Kiss proved a long time
ago that a crude, noisy instrumental sound was no real obsta-
cle to mass-market success. The difference was that while
those bands had the sales to put them ontop of the charts, the
demographics behind those dollars were extremely limited.
Aside from ballads like “Beth” or “Only Women Bleed,” both of
which amounted to little more than transparent ploys to tap the
housewife market, hard rock desperadoes like Kiss and Alice
Cooper were pretty much stuck with a following whose
median age was 14. Which was fine for the moment, but didn’t
promise much in longevity, particularly as statistic-crazed
program directors began to realize that 14-year olds weren't
much of an advertising base:

The vistas opened by sound technology were
comblined with certaln essentlals of style to
form a new notlon of how rock should
sound, a sound that Is absolutely huge but
without actually being larger than necessary.

What needed to happen was for hard rock to soften enough
for it to cross over into pop without softening so much that it
lost its rock credibility. The first band toreally capitalize on this
was Queen, whose “Bohemian Rhapsody” combined enough
vocal corn to intrigue casual top 40 listeners with carefully
underplayed guitar breaks full of the bite and energy that
typified the band's earlier efforts. Although Roy Thomas Bak-
er's production, which stressed the vocals over everything
else and reduced the guitar crunch to a polite buzz, was a step
in the right direction, the single's success was more the pro-
duct of its gimmickry than a compromise between styles.

Compromise is an important factor in this music, because
as a commercial sound it takes pains to appeal to a highly
variegated audience. Consider REO Speedwagon, whose 11-
year history reveals it to be an arena rock act above all else.
Now, its Hi Infidelity has sat on top of the charts so long it
seems to have a mortgage, and singles like "Keep On Lovin’
You" prosper at a time when the chief competition is aural
dental floss like Sheena Easton's “Morning Train” or Kim
Carnes' “Betty Davis Eyes.”

Clearly, the key to REO Speedwagon’s success is that the
band sounds enough fike hard rock to fool the kids, while
dealing in lightweight pop melodies that appeal to today's
Adult Contemporary market (which, as any radio adman will
tell you, is where the profitable demographics are).

To hear REO Speedwagon’s Kevin Cronin tell it, compro-
mise is everything to the band's sound. “What had happened
inthe past,” he said, “was that both Gary [Richrath] and | have
real outlined musical tastes and real outlined talents. | always
lean to more harmonies, a more acoustic and more melodic
approach, and Gary's more obvious influence is this tougher,
more rock 'n’ roll approach.

“There hadn't been a producer who could handle us both at
the same time. What would end up happening is he'd end up
siding with one of us, or siding with the other one of us, and it
would really cause a conflict in the group.

"So what happened was that Gary and | got together and
realized that we don't need anybody between us. What we
need is to work closer together.” Cronin and Richrath first got a
bead on the material REO Speedwagon would ride to success
with 1978's You Can Tune a Piano But You Can't Tuna Fish.
That album, Cronin reported, has sold almost two millica
copies to date, a figure he feels was limited by unexceptional
sound. Nine Lives, which followed, had better sound but
leaned more toward Richrath’s rock than Cronin’s pop. “What |
learned from both those records,” Cronin concluded, “is that
we can't go too much one way or too much the other way.
Because in order for our band to do well, both Gary and i have
to feel real comfortable with what's going on. That in turn
makes everybody inthe whole band feel comfortable.”

Comfortable indeed, since Hi Infidelity is well on its way to
triple-platinum.

It's funny how certain specifics of sound can mark the
difference between success and failure on the charts. Cheap
Trick worked the same Midwestern circuit Styx and REO
Speedwagon grew up in, and released three critically
acclaimed albums that sold passably at best. What finally
broke the group was a live album recorded in Japan, Cheap
Trick at Budokan. The reason? Even though the songs on the
earlier albums were very strong — Budokan boasted only two
new numbers — the studio sound provided by producer Jack
Douglas was too thin and ornate, whereas the live sound at the
Budokan was fat and full of presence. Once Cheap Trick's
Beatlesque pop was given some muscle, it sold like hot cakes.

Oddly enough, the band has yet to duplicate Budokan's
success. Dream Police, the follow-up album, was too over-
blown to pass for pop, and somewhat lacking in wallop. All
Shook Up, on the other hand, had plenty of punch, but was
short on hooks. Hopefully, Cheap Trick will realize that it isn't
just the crunch but the proper combination of crunch and
snappy pop that sells records.

Still, the wealth of sound available to rock bands in the
studio today must be incredibly seductive. Why else would
bands fritter away whole albums on grandiose displays of
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» well be inclined to see the album'’s double-platinum sales as a
& clear mandate for their message. The group may think that as
Q it is, but give them the benefit of the doubt. Considering the

traditional chauvinism of arena-rock audiences — during the
w hostage crisis, it was almost routine to see kids parading

Tom Scholz of Boston distilled the essence of screamingly
loud live sound to fit into the confines of tape.

aural embellishment? Toto, a band comprised of L.A. studio
types with chops galore, made its debut with a stunning piece
of ear-candy called Toto. With its tight vocal harmonies, lush
cushion of synthesizers and mock-symphonic sense of
scope, it had the ideal hard pop sound; better yet, it boasted a
thoroughly digestible set of pop songs that quickly made it an
AOR staple. But rather than follow this up with more of the
same, Toto turned away from its pop base to concentrate on
honing nuances of sound. No doubt the band members think
there's art in there somewhere, but it's made for slim listening.

Yet when you consider the level on which these bands
operate, it's no surprise that they occasionally get carried
away by the mannerisms they pursue. Foreigner, for example,
seems to have the idea that if its lyrics aren't completely sexist,
nobody will buy the group’s records. Sure, a lot of heavy metal
and hard rock is misogynistic, but compared to Foreigner's
Lou Gramm, Robert Plant is a lobbyist for the E.R.A. Carrying
that particular aspect of hard rock to a cartoonish extreme is a
shame, because it makes it all the more embarrassing to admit
that Foreigner's music is imaginative and stimulating.

Lyrics are a funny case with this music anyway. While it's
probably safe to say that nobody buys these records for the
lyrics alone (sorry, but “Well I'm hot-blooded, check it and
see/| got a fever of a hundred and three” won't be turning up in
the next edition of Bartlett's Familiar Quotations), it isn't fair to
say that the lyrics go completely unnoticed. Just as countless
high school juniors puzzled over the imagery of “Stairway to
Heaven,” there are kids today who consider the poetic pud-
dles of Rush and Styx to be quite deep indeed.

Part of the reason for this is that these lyrics carry the same
self-conscious air of profundity as the music to which they're
set. After all, one of the reasons a big sound is so essential to
hard pop is thatit carries with it a sense of importance, and that
attitude is crucial to most teenagers, particularly when their
own sense of importance is under constant strain.

Currently, Styx is touring behind its Paradise Theatre, andis
eager to point out that underneath all the bad puns on “this is
Paradise” is the message that Americais falling apart, and will
continue to do so unless the kids do something about it. If the
members of Styx were part of Reagan’s cabinet, they might
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around during intermission with hand-painted “fuck Iran”
banners, and not just at Ted Nugent shows, either — it makes
sense to assume that the fans approve of this message.

But it's doubtful that they buy the records because they
agree with the message more than the music. As Tommy
Show of Styx admitted, “The people who have been Styx fans
for years always understood [our message]. ‘Cause if you sit
down and look at it, it's not that hard to understand. Butthere's
a whole bunch of new Styx fans who are just starting to
discover us, just starting to read our lyrics.”

In the end, it's always the music that retains primary impor-
tance. Which is why hard pop will be hard dying. Becauseit'sa
music that's built around details of sound more than details of
style, it will continue to spread into other aspects of rock. If you
listen to the Professionals, ex-Sex Pistols’ Steve Cook and
Paul Jones, you'll hear the same fat guitar sound as on the
latest Rainbow album.

Further compromise? Hardly. it's just that musicians are
forever vulnerable to the sort of aural flattery the hard pop
sound delivers, so the mannerisms will continue to creep into
all sorts of music, particularly as hard pop's box office poten-
tial becomes more widely appreciated. Already, a fortuitous
change in approach has pulled Rainbow off the heavy metal
scrap heap and taken REO Speedwagon'’s career out of cold
storage, to say nothing of what this new direction has done for
the rudderless journeymen in Journey.

In fact, Journey's success seems to be striking an unlikely
resonance among its progenitors. You may have noticed by
now that Santana, which Greg Rolie and Neil Schon left to form
Journey, has a new single out called “Winning,” and that it
sounds an awful lot like, uh, Journey. Whether or not this is the
result of planning or coincidence is hard to say. On the one
hand, Santana has flirted with this sort of material before
(remember “Well Alright” from Inner Secrets?). On the other
hand, the success of the hard pop sound could hardly have
escaped the notice of someone with the commercial instincts
of producer Bill Graham, and in any event, it seems unlikely
that anyone in Santana is annoyed by the amount of airplay
"Winning"” has received.

In all fairness, it should be pointed out that Carlos Santana is
no fan ofrecent Journey. “Once Steve Perry came in,” he said,
"l didn't listen to them as much. | like bits and pieces, but it's
not anything that makes me listen, like Led Zeppelin...l dolike
Neil Schon, but | don't like Neil Schon just in that environment.”

Santana understands Journey's willingness to cater to its
audience, but doesn’t consider that much of an excuse for
music. “Maybe that's why Greg [Rolie] bailed out,” he
reflected. “Greg is a musician. There are musicians, andthere
are entertainers. And the entertainers, | see ‘em when | go to
the circus.”

But there is a certain type of musician to whom this form of
entertainment is the highest level of expression. Consider the
case of the Jefferson Starship. Initially, guys like singer Mickey
Thomas and guitarist Graig Chaquico were brought into the
group as functionaries — to play or sing what they were given
by the band’s creative minds. But with the defections of the
past few years, a natural-born sideman like Chaquico found
himself with writing duties. So it's no surprise that he does the
same thing as a writer that he did as a guitarist — put big fat
powerchords in all the right places. Except now he gets to
choose which key those chords fall in.

It may not be art, but it does sell records. The question is, is
that really what every pop group wants? Considering the
overly-defensive tone of Paul Kantner's “Stairway to Cleve-
land,” maybe not. “People tell me everything | need to know
about rock 'n’ roll,” he pouts, reciting a litany of bad reviews.
“Fuck you, we do what we want.”

Sure, Paul. You and Freddie Silverman. [
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Six eager writers racing down the aisles of the yearly Supermarket of Jazz,
sampling name-brand caviar like Omette, Max and Miles, some justifiably popular meat and potatoes,
and some twofers in the avant-garde section.

hey don't even call it Newport

anymore. The name was rich in

associations: inch-high jazzmen

viewed across a quarter-mile of
landscape and haircuts, bands clocking
in and out on or off schedule, torrential
downpours during Herbie Mann’'s set
that kept you wet right through John Col-
trane’s, long stretches of music you
didn't especially want to hear, short
stretches of music you couldn’t hear —
then the long drive home. | only went to
one Newport Jazz Festival, in 1964 and
decided early on that it was a silly way to
hear music. Oh, there were compensa-
tions, like catching Cecil Taylor's Unit
Structures band just as | rolled in and
realizing with a shock that a gifted but
puzzling musician had found his way
onto the ledge of genius, like watching
Papa Jo Jones dazzling his way to the
top of a drum battlie with tapstep brush-
work while Elvin Jones looked on grin-
ning approval, or Lee Konitz trying to
teach the audience to sing in tune so
that he could play with them...afternoon
events all. You could sit closer for less
money in the afternoons, even make out
a few onstage faces. The afternoon
mood was less formal, but the most
spectacular moment came at night. I'd
never heard Duke Ellington’s Orchestra
live before, and when Jimmy Hamilton's
clarinet trilts on “The Bluebird of Delhi”
roused me from my mid-festival torpor |
blinked myself awake. Later, the band
lifted me surprised from my seat into a
dance of wild, unreasoning joy. Ellington
was supernatural. No wonder they had
riots.

All the same, Newport was a super-
market. | felt no itch to go back. When
the town fathers chucked George Wein
out and he took the show to New York it
was a different kind of festival, featuring
no marathon all-in-one events but a
large number of separate concerts,
some of them bewilderingly simultane-
ous, lots of promotion and ostensibly
some overall vision of the music to be
gleaned by those sufficiently eager or
monied. | read about the fesitvals in the
papers. Jazz was feted, Wein was
teased for playing it safe, highlights duti-
fully recorded. The Newport name was
retained as a buzzword to assure non-
jazz unwashed that wandered in off the
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Art Blakey at Carnegle; two choi

boulevards that they would get the real
thing, not some godawful noisy alien
angry stuff.

When Kool cigarettes took over
exclusive sponsorship this year, New-
port was just another mentholated com-
petitor and that was that. /ncipit the Kool
Jazz Festival, New York. Only those who
had to call it that did, and they either
chuckied or flinched.

On paper, it looked like one of the best
Menthol Jazz Festivals ever: tired of tak-
ing a yearly ribbing from the press, Wein
hired a couple of the best of them to
program an evening here and there.
Gary Giddins was responsible for “The
Art of Jazz Singing” and a “Portrait of
Roy Eldridge;"” Dan Morgenstern helped
program an evening of Duets. Better still,
Max Roach produced his own Grand
Collaboration between M’boom and the
World Saxophone Quartet as a benefit
for the Leake & Watts Children’s Home,
and Billy Taylor co-produced a Tatum
night. These were by no means the only
interesting evenings on the ten-day
schedule. There were tributes to Duke
and Blakey, toasts to Chicago and
showcases for new stars, and the festi-

es: get moving or get steamrollered.

val would end with the return of Miles
Davis. Pas mal, as they would sayin Los
Angeles. But still...As usual, the avant-
garde got stiffed. Having the WSQ meet
Max was a great idea, Roscoe Mitchell
did after all find his eerie way onto the
Chicago program, Air and Leroy Jenkins
did a night at Town Hall and Arthur
Blythe was Presented by CBS, but that
was that. Oh, | know. Koolport has to sell
out the big halls to retain its identity and
stay solvent. It did better by the new
music in its upstate programs and by
printing Soundscape'’s after-hours festi-
val in the official program, so there are
no ultimate grounds for complaint. But
even if the New York Jazz Festival had
programmed the wisest concerts imagi-
nable and otherwise acted in a manner
suggesting corporate sainthood, the
questions remain: for whom is it a festi-
val, and what is a New York Jazz Festival
for?

The city's full of music all the time.
Does it really need a hoo-ha center-
piece every year? Are there real rea-
sons for ceremonially celebrating the
music, hauling out the old banners of
“"America's only original art form” (what



ever happened to sand-painting and
totem poles?), laboring to pull in a few
strays from the supperclub circuit, and
selling us all on the questionable idea
that the nation has a collective cultural
life? Besides, it costs roughly $150-a-
head for anyone to attend a schemati-
cally meaningful number of concerts.
Throw in carfare, late food and drink,
double the whole thing if you want to
bring a friend, then try to name three
people you know who can swing the
cost. And | don’t know about you, but the
prospect of attending that many con-
certs in a week and a half is like to give
me the fantods. It has almost nothing to
do with the jazz life as | understandit,it's
just one more edict in the reign of quan-
tity: more art, more often, with the lis-
tener transformed into a kind of glorified
sponge.

Of course, if you want to find more
flies in the ointment just keep thinking
about money. When you hock your first-
born and put your several hundred down
in New York, ask yourself why you can
attend Chicago's week-long festival free
of charge. Inquire as well why a well-
known (and therefore unnameable)
bandleader, who might easily have sold
out Town Hall with one of his groups,
was offered a scandalous $550 ($250
for himself and $100 each for the band)
to play an outdoor set at Purchase, New
York, and although Miles Davis was able
to command roughly $75,000 for two
short shows at Avery Fisher, his orches-
tral friend Gil Evans was stiffed by CBS
at Town Hall when he declined short
money for a recording of his set ($25 a
man for his ten-piece band, said the
cruelest rumor): he was allowed a quick
four tunes at the end of the program.
Stories like these lead me to wonder if
there is something rotten in the state of
Menthol. Certainly the jazz biz has never
lacked for tales of financial horror.

But let’s not end on a sour note. The
music was too good, and the festival
was bracketed by the long-awaited
return of Ornette Coleman and Miles
Davis. Ornette and Prime Time, unaffil-
iated with Koolfest, appeared at the Pub-
lic Theater ondays one and two, Miles at
Fisher on day ten. Let's hope the specta-
cle of Miles pulling 75 G's doesn't send
Ornette back into the fourth dimension.
Like all real artists Coleman is obsessed
with money, and like most visionaries he
doesn’t understand the way the world
works: he thinks he’s supposed to get
paid for being a great artist. If he had
changed the shape of jazz to come in
1960 when he dropped the chord
changes and took up the untempered
scale where the blues had left it in
another country, the harmolodic revolu-
tion is at its height in 1981 (and if you
think the term refers simply to free-
bomp, reflect that Ornette first used itin
reference to a symphonic work). Cole-
man’s opening night coincided with the
Art Blakey tribute, the Max Roach-

As muititudes sat hushed in rapt
anticlpation, Miles ate hors d’'oeuvres.
/World Saxophone Quartet coliusion,
and the “Art of the Jazz Vocal." Harmo-
lodics indeed. Out of the many possible
experiences of a festival nearly as
crowded, here are a few. — Rafi Zabor

Max’s M’Boom

By Cliff Tinder

Taking my seat just three rows from
the jungle of percussion instruments
and microphones, | have the feeling that
this night will be indelible. There's
Anthony Davis, Arthur Blythe, George
Lewis and Leroy Jones settling into their
seats, and everywhere around us, the
awesome venue itself: the cavernous
gothic monstrosity, the largest cathedral
on the planet, the Cathedral Church of
St. John the Divine. Everything about the
impending event is breathtaking. But
still, can Max mold his wealth of material
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With the harmolodic revélutlon raging,
Omette called from the maelstrom.

DEBORAH FEINGOLD

— nine percussionists playing more
than 100 instruments and the cream of
the crop of the contemporary saxo-
phone harvest — into something cohe-
sive and coherent, something that can
do battle with the gothic echo?

Max mounts his trap set, positioned
directly in front of one of the choir boxes
brimming with photographers. His initial
attack sends shock waves reverberat-
ing around the sanctuary. Tindering his
clean blue fire, Max sets the stage. In
from the wings come the four young
turks of Adolf Sax's pet creation, weav-
ing their way onto the bandstand already
blowing a funky, R&Bish riff. It's obvious
that the World Sax Quartet compositions
will be the usual collage of free bop,
churning counterpoint, R&B grooves,
down home blues, French classical and
the avant-garde. But as the music
unfolds, | realize that everything's been
simplified, focused, toned down. Gone
are the tedious masses of collective
screaming that permeated their earlier
work, in its place a deeper blues and a
more constant spark of celebration.
Julius Hemphill has grown as a com-
poser. His compositions are mature,
powerful, direct. And in a band of awe-
some improvisors, Murray has almost
become the featured soloist — not that
Oliver Lake, Hamiet Bluiett and Hemphit
are napping. Murray plays with increased
conviction; he speaks the history of the
sax. Blazing to a climax with some
extremely uptempo counterpoint, the
WSQ caps their best performance I've
yet heard. It certainly didn’t hurt to have
Max kicking their asses along the way
either.

The white noise potential of nine per-
cussionists in this cathedral is high, but
Max, the grand conceptualist, would
never stand for it. Working with a simple
pentatonic melody, the ensemble sets
out with a peaceful pensive mood. Even
as the group swings into a multi-layered,
poly-everything Latin groove, the music
is so well organized, rehearsed and
directed that the nine percussionists
blend into one living, breathing entity
pronounced, mmmBOOM. At the vibes,
Joe Chambers arpeggiates the initial
chords of Monk's “Evidence.” With
Max's marvelous orchestrations and
Chambers’ and Warren Smith’s highly
developed melodic sensibilities, “Evi-
dence” dances a mysterious dance.
The Grand Collaboration. The WSQ
continues with its expansive new reper-
toire and expanded emotional horizons.
Power, swing and swagger are still there,
but now they play pieces that drip lush
melodies, Latin/reggae numbers, as
well as the usual swagger/collective-
splat/swing configurations. And M'Boom
is the ultimate rhythm section. The per-
cussionists spin their way around the
horns; complementing, embracing and
lifting them. Even though Max isn't pres-
ent onstage, he left the band with such
sensitive and perfect arrangements of
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the WSQ compositions, that his spirit is
vividly present. When he does take the
stage, he ascends the drums to direct
his own creation. No credits were given,
but from the sound of the piece, it had to
be Max's. The intensity rises with Max at
the helm, and M'Boom cooks behind the
expanding and contracting tempos of
the horn lines. The swing, of course, is
relentless.

Back for an encore, the members of
the M’'Boom line up in front of a row of
microphones and pound out the sounds
of rain on their chests. One by one, they
man their instruments until Max sits
down at his set. Now the hurricane be-
gins. For the first time, the ensemble
unleashes its full thunder and lightning,
filling the cathedral with a presence
equal to the acoustic potential of the
structure itself. Slowly, the hurricane
passes and only the murmurs of a soft
after-shower remain. Then, a minute of
silence as the audience comes to grips
with the power that was unleashed.
Thunderous applause follows.

Max looks shocked as the WSQ walks
out for an unexpected encore. "Do they
think they can top us,"” | can almost hear
him say. But instead of a power play, the
four celebrate with music for the dance
impulse. A grin spreads over Max's face,
turning into a full-fledged smile as
Hemphill, Murray, Bluiett and Lake
swing their saxes back and forth like
James Brown's horn section.

I've seen Max make music history
when he met Cecil Taylor at Columbia.
Now, only ten blocks away and a year
later, I've seen and heard him doitagain.
The Grand Collaboration: he's only
being modest.

Mi1¢§ Blows

By David Breskin
Peck peck peck peck peck here
comes Miles mute first out of the shell
he's hid in the last six years and now
here’s the rest of his horn and his Willie
Nelson cap and a week in Boston to
warm up for his coming out party (a real
debutante, that Miles) in N.Y.C. first at
the obligatory press party at Xenon glut-
ted with “friends,” other well-known
musicians trying to act kool and mind
their own bizness (Blythe, Blood, etc.,
etc.) and a barrage of flashbulbs going
off to the assaulting beat of overloud
disco attached to photo madmen trying
to steal his soul like they do with lost
tribes of Africa. Oh yes, the party was a
spectacle — oh! there he is walkinin the
door extremely tashionably late, where's
Cicely Tyson?, oh my god it could be, it
might be, yes, it is Miles heading over to
the hors d'oeuvre table. And...he's eat-
ing! Oh happy day!! He's eating real
food, not drugs!! He's alive!! It's alive
againt It plays the trumpet!! Round up
the women and children.
Gotta go man, gotta go hear his three
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alumni playing uptown Herbie Tony &
Ron with new trumpet sensation (cough)
Wynton Marsalis something. Wayne and
Josef too, 48 hours later, all very nice
those alumni at the same hall warming it
up earlier in the week rolling out the red
carpet. | wasn’t lucky enough to cop a
seat for Miles' first set but when I got there
for the second young ladies were giving

Roach led a superb percussion ensemble.

The main event: Miles’ street funk blazed with loneliness, irony and vulnerability.

up their first born male children to get
inside, some things never change, and
anyway word was filtering down through
the over-enthusiastic avery fisher air
conditioning that the first set was short,
dis-sa-point-ing, Miles a great but infre-
quent contributor but the band down-
right noxious and incompetent. Fine,
thought |, remembering that Miles’ last
recording date Feb. 1.'75in Tokyo, was
marked by a mediocre (good, of course)
first set that CBS gave us americans as
Agharta and a positively ungodly, cos-
mic, joyously demonic meltdown of a
second (Pangaea) which, | suppose to
make up for events 30 years previous to
the show, was given to the japanese,
and so now costs many many dollar to
buy in the states if you can even find it.

I got to sit in a row with a lot of CRIT-
ICS and Rafi got to sit closer but said
actually later Miles is (physically) more
mesmerizing from farther away and |
admit | didn't take my eyes off him but
once or twice during the whole 85 min-
ute shindig 'cept to nip a little glance at
the shrugging, nerdy downbeat editors
to my left who were taking copious notes
and giving a lot of sighing-type weary
body language of dis-sa-point-ment you
know that they didn't approve of the
aural message being provided them
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By Ernile Santosuosso
S ix years ago, when we met just prior to his opening set at

Paul's Mall in Boston, Miles Davis showed me an example

of his notorious scorn for writers. When asked what he would
play that evening, he snapped back like a nettled cobra, “Why don't
you listen to the music, man?"

Chastened and chafing, | declined to reenter Davis' dressing
room at the conclusion of his set despite the persistent cajoling of
CBS promo man Sal Ingeme. While | waited in the hall, sulking
appropriately, Davis kept watching me over Sal's shoulder; finally, he
motioned me into the room. That first interview was one of the most
satisfying | had ever conducted. The mercurial Miles was surpris-
ingly warm and ingratiating — for Miles, that is.

He discussed at that time his need for musical change. (*I'd rather
be dead than stay the same.”) In 1975 he wasn't particularly ena-
mored of jazz festivals. Dizzy Gillespie had explained that he had
played the Newports, the Montreux and the Montereys in order to
eat. "So why don't you open a supermarket?” countered Davis. What
kind of music was Miles Davis playing at the moment? The trumpe-
ter, indicating the pigment on his left hand, replied tersely: “This
kind."”

Six years later, Miles returned to Boston when formerPaul's Mall-
Jazz Workshop operator Freddie Taylor invited Miles to do four
“warmup” concerts in late June at Kix Live, a musty basement of a
well-known Commonwealth Avenue disco. It was, ironically, to be
Kix's final presentation before its takeover by Boston University.

At the afternoon rehearsal of his new band, the trumpeter seemed
relaxed and open as he cued the musicians on the piano and put his
renowned lip through several test runs. The music was predomi-
nantly percussive, interrupted with mercifully melodic runs by the
trumpeter. While his physical mobility was conspicuously limited on
stage, the occasional thunderclaps of music rejuvenated him. And
he smiled. Miles Davis smiled! He would jubilantly hug one of his
musicians or promoter Taylor. Could it be true? Was Miles actu-
ally...mellowing?

Following the rehearsal, | watched, with fingers crossed, as the
tumpeter's manager relayed my request for a briet meeting, hoping
Davis might have remembered the graying Globe reporter of six
years ago. Then Davis perfunctorily waved me into his cubicle. He
fumbled around my shirt pocket in a futile search for a match for his
cigarette. He settled for a Tic Tac instead.

He seemed to bridle when | suggested that the loss of self-con-
fidence had caused his disappearance from the concert scene.

“The reason | stopped playing was my health,” he said, indicating
a long welt of scar tissue running down his left leg. “Look at this
scar,” a grisly souvenir of surgery for a blood ailment which he did
not diagnose. “It's the finest operation — 56 stitches — it wasn't from
the automobile accident [in October, 1972]. It's the black disease —
the red corpuscles start to eat at the white ones. You got to stop it

and they cut the poison out.

“Then | got pneumonia and was diabetic for about a week but it
went away. | never lost my confidence. You just play. | didn't make
any decision to return to performing. | just felt like playing.”

During a concert at Kix, the trumpeter, spotting a handicapped
person in the audience, left the stage and, standing in front of the fan,
blew a personal, muted solo to him and when the young man clung to
his left arm, Davis cheerfully accommodated him by playing one-
handed.

“A lot of people think my confidence is arrogance,” said Davis.

The intimidating facade that he and Richard Pryor wear was
mentioned. “Weil, that's what you get. Richard is a very nice person.
Like he crawls into my dressing room. | tell him ‘get off your knees
and come in,’ because he remembers years ago when he didn't
have a coat and | gave him my best coat. He will mention it to me and
i tell him ‘you'd have done the same thing, Richard.’ !suppose it'sthe
image that people project on both of us.”

“I never lost my confidence. You just play. |
didnt make any decision o retum fo
performing. | just feit like playing.”

0

Then, with faintly disguised pride, Davis shifted his attention to a
gold St. Christopher's medal around his neck. “Santana gave me
this,” said Davis. “He put it on me and I'll never take it off. ‘The only
reason I'l take it,’ | told him, ‘will be if you put it on my neck.’ Those
are diamonds and rubies. To real people that doesn't mean anything.
I give things according to the way | like. If Santana would say, 'l like
your car,’ I'd give it to him. Possessions aren't that important. San-
tana says the reason he’s playing is because of me. | can always get
another car. | have two Ferraris.”

Davis sees no point in hiding his age. “I'm 55," he said, mischie-
vously darting back at me: “You look like you're about 80."

Cryptic as ever when discussing what he’s playing now, Davis
characteristically suggested that listeners “call it what you want. |
can't tell you what I'm thinking because you'd be picking my brains
and my brains are worth a lot of money.” He did acknowledge the
difference in the new album, The Man With the Horn. "1 always like to
play between the beat and Al [Foster]} knows that. He's my favorite
drummer. | showed him everything he knows. | showed him different
rhythms that | learned from Max Roach, Art Blakey and all kinds of
playing, you know.” Why did he plck Boston to give his band a
pre-Newport shakedown cruise? “l| just happen to have a thing with
Boston,” he said. “Every time | have a new band and a good band, |
just come to Boston Also, | wouldn't do it for anybody else but
Freddie Taylor. | like Boston people. It isn't a question of how many
jazz clubs you have here. It's the attitude of the students. The
students are thinking, you know what | mean? They are not afraid to
look beyond today's music or anything else. The heavy college
community you've got here means they're thinking.

“Their minds are wild.”

Ernie Santosuosso is a music critic for the Boston Globe.

(free of charge) from the stage. As like
before his disappearance, Miles re-
emerged with big canvas ideas (that
means long songs to you folk who think
like that, or as an editor of a competing
music rag said to me later, "l heard he
only played one song!") as a matter of
fact it pretty much was one piece of
music with a lot of staggered starts and
stops and applause which would have
come anyway if Miles had decided to
blow his nose instead of his horn and
Davis quotes from stuff like Filles de
Kilimanjaro and “My Man Done Split.”
You clamor for a description? Okay:
spacey heavy metal afro-minimal-funk
big on booming then gentle riffing bass
by Marcus Miller, cartoon “hard-rock”
guitar solos by a guy who looks like
some overweight frat bro from Athens,
GA., Mike Stern, completely unintelligi-
ble paddling-against-the-wind-on-a-
huge-lake saxophone solos by Bill

Evans (this born-again phenomenon
has gotten out of hand), steady thump-
ing by groovalistic backbeater Al Foster
and long conga solos by an orally fixated
(oooohhh-aaaahhhh went the wet
skins) percussionist. A rag-tag outfit,
Foster excepted, but So What? Miles
gave 'em solo space, 'cause that’s the
kind of guy he is.

His playing and the way he dresses is
what we came for and we were not dis-
appointed by either. Not only was his
military fatigue-look with cap and
shades justtheright thing as we head for
World War Ill (shades are gonna be
standard equipment, it's gonna be a very
very bright war), but his horn playing still
spoke of a solitude, an inner fire banked
by the injustice absurdity racism and
petty insanity of society (classic 20th
century artists’ posture, only more inti-
mate with Miles) spoke with a loneliness
and spirit (never heavy handed as in the

manner of the political saxophonists and
those “Art” ensembles) and with a
vulnerability | for one have always found
more tragic (therefore deeper) than
touching. Miles is an open wound,
muted by fine art, limping from one side
of the stage to another on that bad hip
and if he takes our applause for salt
rubbed into it (like any post-dada artist
might justifiably) then I'm not gonna be
offended. Why launch another tour of
discomfort in front of the loyal masses?
Vanity, love of art | guess, the man has
nothing to prove to anyone but himself.
You know he came back at the Newport
Festival in 1954 after smack had
reduced him.

No electric mouthpiece these days,
justa mic at the end of the horn and a
battery pack, which allowed him to play
the horn bent over straight to the ground
or curled up like a hurt kid or fetus, fan-
tastic. For whole stretches of the music,

85



this is what happened:

You got it, nothing. No Pangaea
tonight. But | found the lulling mural of
prosaic funk made his solos, his work, all
the more — not less — compelling. (Of
course a band of equals would be better
— how 'bout Charlie Parker on sax?)
Whispers shouts, I'm not gonna get
literal about the magnetic pull of his
horn, or his phrasing, which has the abil-
ity to put a 15,000 foot mountain in front
of you one beat after he's conjured up a
little valley, maybe a stream or the quiet
elegance of Stockholm. You hear it or
you don't. He's playing street funk at 57,
after a fot of grief, and no one’s gonna
make you buy the record, but if Ornette
and Cecil are suns, and Sonny is the
man for all seasons, then Miles came
back and proved he still has the night.

Ornette Alone
° By Brian Culiman

Ornette Coleman’s done a fair bit of
traveling. No one's ever accused him of
staying in one place too long. He shifts
perspective while maintaining the same
center of gravity; he changes focus, he
digs deeper into his own roots and finds
global connective tissue, from Texas
blues to the Berber music of Jajouka.

With his new Prime Time Band he
seems more vital and fresh than avant-
garde, as if he'd traded in the shock of
the new for the shock of recognition.
He's always borrowed from odd sources
— sometimes shamelessly, always
exuberantly — and his new music
encompasses country blues, bebop,
African music (the rhythm and main
motit of Dancing in Your Head is lifted
directly from an early sixties recording of
traditional music of Tchad on Ocora),
funk (Sly, Larry Graham, George Clin-
ton), and the outer fringe of rock (the
loopy rhythms of Captain Beefheart and
recent Talking Heads figure prominently
in Fashion Face, or whatever he's now
calling his still-unreleased new album).
What's exciting is how right everything
feels, how seamless. If the rhythms and
the ideas are complex (and they often
are), they feel naturally complex — there
is no sense of obfuscation or mystifica-
tion; if anything, | felt Ornette reaching
out toward the audience (more than
toward the band). He tries to explain:
there is this beat, and there is this time,
and there is this tonality; this is what
happens when they meet.

At the first show at the Public, the
band sauntered onstage, all casually
attired except for Ornette, who wore an
iridescent green suit, the kind favored by
retired golfers and Sun Ra. The fact that
he looked like a slim green maraschino
cherry was forgotten once his picked up
his horn.

The evening started ponderously with
“Night Worker,” an introduction to the
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Chick Corea twisted his familiar,
rigorous prettiness around newer, more
perverse harmonles and rhythms.

band in which each member took an
extended unaccompanied solo. This is
most definitely not a band of soloists but
a tight ensemble that functions wonder-
fully behind Ornette’s alto, and only bass
players Albert McDowell and Jamaala-
deen Tacuma played solos of real depth
and interest. From there on in, with
Ornette smack dab in the middle, the
evening was pure joy: the guitars lightly
echoing the sax lines, the drums buoy-
ing each other, and the basses leading
the party.

Ornette basically has two bands —
two drummers, two bass players and
two guitarists — with himself at the cen-
ter of the two. This was probably a prac-
tice learned in Texas, where every good
blues player kept a spare drummer or
bass player handy in case one got sick
or uppity. But they rarely used them all at
once. Here they're used for interlocking,
spiralling rhythms, with Ornette the only
soloist, the one voice crying out from the
center of the maeistrom. It throws the
melodic burden on him, and he is emi-
nently capable of carryingit,evenifhe's
not always challenged. It's like watching
Ron Guidry pitch for both the Yankees
and the Red Sox in the same game. Yes,
he's amazing and tireless and awe-
some, but every once in a while I'd long
for Don Cherry to step i and biow the
whole shebang clear into orbit.

That's just wishing though. What there
was was better than good, and there
were moments that were small miracles.
In between the roar of the band, Ornette
played with the sort of sweetness and
sadness that you hear in Louis Arm-
strong and Miles Davis and Billie Holi-
day and maybe Ray Charles, the sort
that stops time and stops your breath,
that brings you back to yourself and lets
you remember that the most unlikely
people suffer and that everyone who
suffers is the same age. Always.

DAVID REDFERN/RETNA LTD

Blakey's Legacy

v}y Jon Pareles

Talk about tourist traps: with all of New
York City to stomp in, during jazz-festival
week | always feel like I'm stuck on a
cruise ship. It's not just seeing the
music-writer ratpack every night — a
swell bunch, tasteful as all getout — but
noticing the same pair of hyper-attentive
Japanese, the loud lost Frenchman, the
business-suited man and his tolerant
wife. Where do | know them from? The
Art Blakey tribute? The Herbie Hancock
concert? Some of the recurring faces
may be jazz-label execs reconnoitering
talent and setting up quickie sessions
before the musicians leave town; more
are just plain fans helping themselves to
a yearly dose of syncopation. They al!
look familiar. Sooner or later, every jazz-
hound alive will have jostled all the oth-
ers in Carnegie’s hallways, and we'll all
have stifled the impulse to yell nasties
about the sound systems when George
Wein — beaming like the social director
of the Queen Elizabeth — appears every
night to run down the activities checklist.
After all, that checklist is why we're here.

On the festival's first two nights at
Carnegie Hall, the musicians probably
had similar reactions as they collided
with cronies from all over. Both “The
Blakey Legacy” and “Goin’ to Chicago”
were encyclopedic jam sessions, shuf-
fling personnel every 25 minutes or so.
Blakey burned, Chicago sputtered, the
names kept coming.

“The Blakey Legacy” — a Jazz Mes-
sengers alumni convention that included
bassists Jymie Merritt and Victor
Sproles, pianists Cedar Walton and Wal-
ter Davis, saxophonists Johnny Griffin
and Jackie McLean, trombonist Curtis
Fuller, and trumpeters Donaid Byrd,
Freddie Hubbard and Bill Hardman, not
to mention the current Messengers —
had the makings of intricate psychologi-
cal drama.

Q: How did grown men, leaders now
themselves, react to rejoining the man
who gave them a big break years ago?
A: Mostly Blakey kept them honest, boot-
ing harder and harder as the night wore
on and the fame quotient increased. Of
course, the Blakey drive offers two choi-
ces: get moving or get steamrollered.
Jackie Mclean played bright piercing
alto, going as far outside as anyone
dared; Cedar Walton, fresh from a solo
recital that afternoon, quietly reaffirmed
the quality of his Blakey-era composi-
tions, like "Ugetsu” (there are rumors of
an all-originals Walton solo album in the
works); Hardman and Byrd chased Clif-
ford Brown's ghost in the middle and
upper registers. Only Freddie Hubbard
took the crowd'’s cheers as a license to
grandstand; otherwise, Blakey chaired a
serious cutting contest.

continued on next page
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Q: How did the latest Messengers feel
as they faced the legacy incarnate? A: A
littte daunted, for the duration of the
opener. Then, as they played “Moanin’,”
each of them found his legs, particularly
tenorist Billy Pierce, whose solo strutted
and, well, moaned, and trumpeter Wal-
lace Robie, whose terseness and silen-
ces were either stiffness or (more likely)
neatly timed enigmas. Blakey took it
easy on them; he won't have to for long.

Q: How did returned fusioneers
Donald Byrd and Freddie Hubbard feel
as they confronted their equally tal-
ented, less prosperous colleagues? A:
We'll never know, despite some elo-
quent body language. | sure wish | had a
hidden microphone backstage. Only at
festivals can so many musicians enjoy
(or suffer) public reunions — yet it still
takes a strongman like Blakey to make
them earn their accolades.

"Goin' to Chicago,” like the Blakey
show, was a triumph of logistics. The
mis-title was forgivable; since the pro-
gram included a goodly share of Windy
City stalwarts who rarely play the Apple
— tenorist Von Freeman, trumpeter and
reedman Ira Sullivan, pianists Art Hodes
and John Young, singer Estelle “Mama”
Yancey — maybe it should've been
called "Comin' from Chicago.” Any
transplanted Midwesterners at Carne-
gie must have enjoyed a Proustian buzz
as Joe Williams’ narration listed genera-
tions of players and clubs. The problem
was that instead of one focus like Bla-
key, “Goin’ to Chicago"” had eight: 30s
swingsters, the AACM, the Roosevelt
Coliege Jazz Showcase, the blues, stu-
dents of DuSable High School's Waliter
Dyett, 20s white Dixielanders, and Willi-
ams himself.

For all its failings, “Goin’ to Chicago”
did note the existence of new jazz. While
Wein whined that the weird stuff doesn't
break even — and proved it with a pitiful
turnout for a Town Hall double bill of Air
and Leroy Jenkins' Mixed Quintet —
Ornette Coleman sold out four non-
festival-affiliated shows at the Public
Theater, and Ronald Shannon Jackson
played SRO at Soundscape (which had
listings in the program, but sold tickets
separately). Go figure it.

As the festival neared the home-
stretch, Miles Davis became the topic of
conversation. Although he was added
after the festival was first announced, it
seemed that the final days' programs
were designed to crescendo up to his
reappearance, with concerts by Chick
Corea, Herbie Hancock, and Weather
Report, Milesians all. Wein hadn't made
much room for new jazz, but he did book
Corea and Hancock on their most pro-
gressive behavior: Corea with Gary Pea-
cock on bass, Joe Henderson on tenor,
and Roy Haynes on drums; Hancock
with VSOPers Tony Williams on drums
and Ron Carter on bass, plus trumpet
prodigy Wynton Marsalis.

The Corea concert was an exercise in
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rigorous prettiness. For once, a festival
double-billing didn't imply audience
gang-wars; opening for the quartet was
the Red Norvo trio with Tal Farlow on
guitar and Steve Novosel on bass. Wein
ieft the house P.A. off, so the audience
strained forward to hear the three-way
counterpoint, which was predicably
elliptical and witty and brilliant, the jazz
equivalent of a night at the Algonquin.
Farlow and Norvo interlock in a way that
makes both Norvo’'s vibraphone and
Farlow's guitar seem more emotive than
either does alone. Corea, for once, didn't
get cute. The new compositions he
played — all of them fairly long — pull a
trick | hadn't expected: they used all of
the cliches of Corea's scientological-
communication era as toeholds, while
twisting themselves around harmonies
and rhythms perverse enough for Carla
Bley. The quartet’'s an odd mix — three
60s modernists plus a 40s modernist —
that may take a little more time for full
synching. Haynes seemed a little
uncomfortable with Corea's pseudo-
flamencos, and Henderson was con-
straining himself so as not to honk away
the rest of the band. Yet I'm glad Corea
hasn't chosen perfectly polite players;
his new tunes are spiky enough to
deserve some harder blowing.

Hancock’s band roared from the start,
in a set of Blue-Note-style abstracts that
was even more abstruse than VSOP's
output. Apparently Hancock has his
brain compartmentalized so that when
he plays with an electric band, he futzes
around with the simplest ideas he can
think of — and when he plays a grand
piano, he lets his imagination run wild.
While Tony Williams constructed terra-
ces of white noise (which the sound sys-
tem whipped up into high-frequency
overkill) and Carter sculpted the time
into sensuous asymmetries, Hancock
pulled diatonic harmonies inside-out.
He has a unique way of switching from a
major key into whole-tone harmonies
that never fails to pull me through the
looking-glass. Wynton Marsalis, who is
all of 19 years old, was undaunted by his
superstar company. His playing com-
bines the biuster of Freddie Hubbard
with the every-which-way note-bending
of Miles himself. Was it misplaced
modesty that led him to end his solos
with decrescendos — or has he already
discovered subtlety?

And then there was Miles. | was
impressed by his own playing, which is
always pushier live than | expect it to be.
| was also reminded that nobody can
make a band play like a Miles band — to
circle around the beat like a python pre-
paring to strike, to create a tension with-
out release. After Ornette’s revolution in
structure(s), Miles' string-of-solos set
seemed conservative, particularly when
his soloists stumbled, yet it hardly mat-
tered because you could always listen
to the band. Does jazz always need
strongmen? Does jazz always need to
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be up-to-date? | hope the answer to
both questions is No.
Nignts of Ficasso
o]
By Rafl Zabor
| had anticipated the Ornette Cole-
man concert at the Public Theatre more
keenly than any in the actual festival.
The opening Denardo Coleman tune
with its roundelay of unaccompanied
solos may not have been a success in
itself but it gave us a chance to hear the
individual people in the band. Jamaala-
deen Tacuma might be the greatest
electric bassist I've heard, and Ornette's
own heart-piercing phrase or two was
worth the wait. Once the harmolodics
got rolling, the band made a wonderful
indiscriminate noise and Ornette took all
the solos. It was like Dancing in Your
Head only taster and more intense.
From a critic’'s notebook: Compared to
Ornette, every one else makes music
from the outside. Conceivably the one
living artist in any genre who can be
artistically responsible for the entirety of
his age. He sums up the hideous and
beautiful possibilities of our time
because he's never been distracted by
anything less. You can drag out all the
frames of reference from Africa to the
Delta to pan-ethnic this 'n’ that — it
doesn’t mean s__. Bless Sid Bernstein
(current management) or anyone else
who can get him to play for people again.
It was all there in the music: Ornette
playing into the teeth of the band's wall
of noise like the last soul alive in a city,
like a man at once overwheimed by the
world and utterly innocent of its effects.
Incidentally, a collaboration with Cecil
Taylor is threatened again — the pianist
is to appear with this same electric
Prime Time Band. | hope they willdoit at
the Public, which provided the only
decent sound system of any concert hall
that week.

The other adequate sound came in
the chintzy pre-Vegas splendor of Rose-
land, where Panama Francis and the
Savoy Sultans, a smallish and thor-
oughly excellent swing band, filied the
giant floorspace with dancers. Then
Mercer Ellington with the Duke Ellington
Orchestra filled the floorspace with peo-
ple hugging the bandstand so that there
was no room to dance. You'd better
believe | hugged it with them. The band
is not the great rainbow beast it once
was — the reed and brass sections are
sections now, not rough-hewn concords
of individual voices, and the band in full
no longer resembles Duke Ellington's
speaking voice (how could it) — but |
listened to it with a greater happiness
than anything else at the festival would
inspire. The band still has the world's
greatest charts in its favor and presents
a rare opportunity to study the Duke's
science of sound, as Mingus put it, his
sound of love. Soloists step forth to be
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buoyed by the ensemble and then return
toit in an interplay asrich asin Ornette's
band but infinitely more ordered and lus-
cious: a paradise lost. The repertoire
was unadventurous, Mercer Ellington
presented it flawlessly, Norris Turney
and Britt Woodman were still inthe band
and, Jimmy Hamilton, out of uniform,
guested on clarinet.

Quick quick this is a record date get
Arthur Blythe set up no time to lose...
Blythe came out with the guitar-tuba-cello
band which I'm sure CBS would love him
to drop, and played a short set in which
there was no time for the group to mesh.
Weird sound problems too, no audible
cello then a screech, tiny tuba then a
whale — not the musicians’ fault. Blythe
himself always sounds good, better than
you remember, better than you expect,
and the compositions — one fast tune
sounded like a George M. Cohan
number, sorta — were good enough to
be taped again before a record goes out.
Quick gquick rush rush no time, get
Blythe offstage so in the Tradition can
be set up, hasty hasty, we're not record-
ing Evans tonight so let's go. Art Davis
substituted for Fred Hopkins on bass
and was typically cavernous, John
Hicks overcomped and McCall was
impeccable. Blythe, who had tooked
angry ever since emcee Ed Williams
talked over the end of one of his tunes,
was joined by D'Rivera and Phil Woods
and an odd bebop alto battle was on,
Woods sounding far better than he had
with his own band a month back at the
Bottom Line, D'Rivera finding his wings,
and an obviously unsettled Blythe —
more bitterly than is his usual wont, with
lots of high-note effects and “outside”
squonks. Each altoist took a ballad turn,
Woods a fine “You Leave Me Breath-
iess,” D'Rivera a “Lover Man" that will
be worth the price of the record when
and if it comes out (lots of fluent Parker,
Paquito passion, and some hi-note
barbs at Blythe), and Blythe a stately
and finessed “Lush Life.” Quick quick
jam to climax, clock’s ticking play some
bebop then get the hell off and every-
body applaud.

If Evans had been shafted he didn't
appear to care, came out in raggedy
denim shorts and ran his star-studded
band through four tunes before a quick
exit. Hannibal Marvin Peterson blew the
roof off a rolling blues assembiage,
George Lewis did his slippery-fish thing
on trombone, a tremendous drummer
who may have been Buddy Williams
(unannounced) powered things like a
master, and the band had just begun to
mesh on a rock-rhythm do of Charlie
Parker's “Cheryl" when it was all over.
Evans’ oblique charts were filled with
little eccentric illuminations, the big
shape of tunes vanishing in thickets of
orchestral detail.

The night before Miles, Weather
Report played at Avery Fisher Hall,
which looks like the set for Let’s Make A
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Weather Report finally jelled as Major
Wayne Shorter took tremendous tenor
solos, climaxed by an acapella delight.

Deal, a big joke on the City, which
deserves it. They played a few tunes
from the latest album, fighting the hall
and the sound system all the way, the
Big Boom. You could teil that Wayne
Shorter was taking tremendous tenor
solos, that Zawinul was the ultimate
synth-wiz, that Pastorius was ingenious
and Peter Erskine was not a sleek futu-
rist like the rest of them (what would WR
sound like with DeJohnette?); all the ele-
ments were fine, certainly including
Bobby Thomas, but they didn't quite
come together as they might have. The
new material (“Night Passage,” “Mada-
gascar” and "Three Views of a Secret”)
has all the lush and giacial appeal of
earlier WR triumphs even if it's less
memorable melodically. Pastorius took
a solo interlude in which he tried out a
variety of virtuoso gambits, played along
with a tape of Alan Hovhannes' “Myste-
rious Mountain,” and finished by tape-
looping his way through “Purple Haze"
and our national anthem. So? The even-
ing reached its high point in an unac-
companied Shorter soprano solo — and
I don't mean to write one of those loved-
Shorter-hated-the-band screeds, that's
not what | mean — which Zawinul later
joined and turned into, of all things,
“Sophisticated Lady.” That may have
cleared the air, because in a set-closing
(crowd roars) “Birdland” the band came
together as it hadn’t earlier. “The
“Badia” encore, finally, showed off all
the classic virtues of the ensemble. Pos-
sibly the only problem all along had been
the room acoustics, which the Shorter
switch to soprano unmuddied. Obviously
a great band for all my reservations.
Miles. There was a palpable electri-
city in the air, such as attends weddings
and executions. | was supposed to
cover the first show, which featured
Miles tuning his band like a radio, trying
this station and that until he found some-
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thing he felt like playing along with, then
pointing his trumpet at the floor as if
dowsing for underground streams and
beginning to play. There were flashes of
brilliance, musicmaking of a thrillingly
high order, and long stretches of nothing
much during which the loud rock guitar-
ist Mike Stern failed to fill in. Saxopho-
nist Bill Evans looked edgy, bassist
Marcus Miller sounded fine, Al Foster
sounded great. Miles cued the riff-
changes with stray fingers on the
Fender Rhodes. Sitting well back in the
boomy house | couldn’t take my eyes off
him. No one could. His stances seemed
hieroglyphic, the letters of a new
alphabet, every move you ask, “What's it
mean?” even though you know the
question’s idiotic. Charisma of the Miles
/Dylan/Brando level is something you
don't fight.

The blasts of brilliance left me frus-
trated at the end of the short set. |
thought of hiding out and sneaking in for
the second show, but raninto someone |
knew from the Kooiticket office, gave
her $25 and was in again. David Breskin
has the music nailed in his review, so I'll
just add marginalia. Everything that was
tentative in Show One flowered in Two
(Miles’ long blossoming lines on the
slow walk of “My Man's Gone” were
literally breathtaking). When | sat up
closer not only was the sound better but
the charisma gone. Miles was a musi-
cian going about his business, doing
what he had to do to get the music out.
(As a friend remarked, the new record
should be named The Man in the Horn.)
So, interesting thought, the mystique is
created by distance. Much of the crowd
left grumbling at the short set (Blood
Ulmer was supposed to open and Miles
nixed it) but with the luxury of two shows
under my belt | thought how something
timeless can't be short. Later, Breskin

‘and | had a sage and beery discussion

about Miles and Ornette, the festival's
two towering presences. Funny, we said,
how Miles uses a band to underline his
solitude, while Ornette has the great
vision of musical collectivity but takes all
the solos. We also noted that a major
jazz musician can no longer hire a great
band — the apprentice system is shot;
everyone's a leader — which is why the
great bands of the 70s have all been
collectives like the Art Ensemble and
Weather Report or conceptual triumphs
like Prime Time. Then Breskin said why
Miles was our Picasso (summed up art
in our time, epitomized the modern artist,
his duende), and | said why Ornette was
our Picasso (even his quickest sketches
seem like fundamental assaults on our
habits of perception, wildly divergent
areas of experience are undifferentiated
in him). An old rheumy-eyed dog appar-
ently asleep in the corner of the room got
up, yawned, said "'l thought Picasso wuz
our Picasso,” and left the room mutter-
ing about “intellekshuls.” The festival
was over. It was time to go home. [
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Miles Davis

The Man With the Horn (Columbia)
Anyone re-
member the
Miles Davis
Wind-Up Doll,
you wind it up
and it turnsits
back onthe au-
dience? Since
that joke was
‘ ! coined in the
50s, Miles has found more ways of turn-
ing his back than anyone would have
dreamed possible then. A Miles Davis
rock 'n’ roll band, really...you jest. Turn-
ing your back on the house is one way of
hearing your band better. Turning your
back on the past is one way of staying
loose for the future.

If Miles’ return to active playing after
five years of almost lethal health has not
provided us do-nothings with a brand
new idiom to consume in the 80s, it has
at least reestablished him as the grea-
test trumpeter in jazz with the usual room
to spare. Oddly enough, he also seems
the foremost avant-gardist on hisinstru-
ment, the originator of a tense, high-
pressure style that alternates fugitive
lyricism, sudden piercing blasts, bleared
rapid runs and silence. You can hear it
more clearly now that he's ditched the
meow pedals, though its most complete
incarnation is still to be found on 1975's
nightmarish Pangaea (go to Japan and
buy a copy, or offer a freshly killed lamb
to CBS).

Miles has almost aiways cleared him-
self a large space to piay in, cutting
away at the conventions he used until
there was as little left of them as possi-
ble; then he was free to move. His recent
nearly teatureless riff-a-thons have
cleared a space for a Miles Davis style
stripped of everything — most of its
phrasing, half its ingenuity and effects —
but its unmodulated emotional intensity.
What convolutions of passion, defense
and pain that intensity has had to come
through, what blood and fire | won't in-
quire. Miles has always been able to
do more with one note than any trumpe-
ter since Armstrong. Thing is, now one
note is sometimes all he feels like letting
out. It comes out very strong.
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Given his current priorities, he seems
to care less than ever what his bands
sound like — odd for a man who's led
some great ones — as long as they give
him something he feels like playing
along with. This by way of introduction to
The Man With the Horn, which disap-
pointed me same as everyone the first
few times around. You won't listen to
anyone on it but Miles with too much
gratification, except maybe when
soprano saxophonist Bill Evans makes
one of his high note entrances that fool
you into thinking he's Miles on open
horn. Oh, | forgot Al Foster. He's real
good. Nor is the album uniformly terrific
even when Miles is playing: he spends a
lot of time looking for an entrance, the
head of “Shout” raises the ominous pos-
sibility of future collaborations with Bob
James or Dave Grusin, and the title
tune...well, the title tune. I'm amazed
that Miles would lend himself to such a
project. It's a vocal and it's about Miles,
“the man with the horn,” “aman sorare”
and on like that, a Miles Davis commer-
cial (thanks, Jon), a theme song for a
Miles private-eye movie; | dunno.
Neither do | know whether he let himself
be sung about that way from perversity,
humor, the failure to give a shit or the old
urge to turn his back. One thing he
hasn't done is “mellow with age” as the
lyrics say. It's pretty funny — leave it at
that.

As for the rest of the album, the cuts
that work best for me at this stage of my
listening are “Aida” (klaxon head, then
funk with blasts)and “Ursula” (a walking
four with Miles playing pretty, excellent
bass playing from Marcus Miller and fine
cymbal shading from Foster). There are
audible splices throughout both of them.
| resisted most of Miles' 70s work.
Nothing like a few years of absence to
relish his presence most any way it
comes. A nervous-nellie CBS is running
around recording Miles' live gigs so
they'll have new stuff to release if the
man with the horn takes the money and
runs. | felt bothered that Miles wanted to
work in indifferent idioms when he's
always used the very best. Now I'm kind
of thrilled by the beauty and terror if it: a
devastated landscape, a single upraised
sword. Welcome back. — Rafi Zabor
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Jim Messina
Messina (Warner Bros.)

,47(-;;&-« _

A songwriting
relationship is
like a love
relationship;
when it's work-
ing, sparks fly
and tall build-
ings are leaptin
singie bounds.
When it breaks
up, there is bitterness to overcome and
the loss of a creative energy system.
The first song on Jim Messina's new
solo album is, in essence, his "How Do
You Sleep?” directed to former partner
Kenny Loggins. “How does it feel to be
on the wheel and running in the race/i
bet that you would like to rest but you're
afraid to lose your place/Oh long ago
someone said to me, ‘I'll never work like
you,'/Well ain't it strange how money
can change a man and his point of
view.” Messina’s "Money Alone,” how-
ever, lacks Lennon's acidity as it lacks
Lennon's insight into the connection
between taking risks in one's music and
taking risks in one's life. Messina's
music is unfortunately no less commer-
cially safe and (therefore) dull than Log-
gins' recent work. It is more verbally
aware, showing concern for “the mad-
ness,” but the music itself winds pla-
cidly, studio-saccharine sweetly, through
wellworn Messina idioms and riffs liter-
ally lifted from the old albums. It must be
nice to be able to steal from yourself, but
it is also unsatisfying and stale.

In the early 70s, Loggins and Messina
brought finesse and unique orchestra-
tions to a sound derived from CSN&Y.
With all of their sophistication, they
never lost that cutting edge of honesty in
the music, the backbone of rhythm and
blues. Well, almost never. The tendency
towards late 70s pablum showed in
some of Loggins' political satire and
penchant for long, climaxing instrumen-
tals, featuring horns and mandolin in the
rock 'n' roll framework constructed by
his 60s-style guitar leads.

Some of the songs on Messina, (e.g.,
"Whispering Waters™) hint at instrumen-
tals as patiently exploratory as those on
L&M's Mother Lode; but they are cut




short, made token gestures to a formula
that required the specific ingredients of
Loggins, Messina AND Al Garth, Jon
Clarke and Larry Sims on multiple horns
and bass. The smallinstrumental breaks
throughout the album are invariably cute
— building no tension, supplying no
release.

Messina still has that personal pluck-
ing guitar sound going for him, as well as
the intricate mandolin background that
has been his trademark. With roots
planted in Buffalo Springfield and the old
Poco, Messina has always maintained a
style of his own that now struggles to
breathe through the layers of California
slickness. Like that of Dire Straits or Lit-
tle Feat, Messina’s sound seeks to
occupy its own place, transcending the
categories country, rock, jazz, rocka-
billy, fusion, etc. What Jimmy seems to
need is another equal partner in creativ-
ity, in horn arranging or even in writing, to
make his work more than a technical
effort. (Even the names of guitars and
“guitar technicians" are listed on the
sleeve.) His production shows taste and
professionalism, but these talents need
to be applied to more raw, more powertful
material. — Pat Rose

The Psychedelic Furs
Talk, Talk, Talk (Columbia)
THE PSYCHEDELIC FURS® Talk, Talk, Talk
L is an appro-
priately sar-
castic title for
an album that
comes on like
one long sneer.
Echoing the
! early punk
N A bands, The
Psychedelic Furs have always painted
just about everything pitch black. But on
this second album, with its much
condensed, crueler music, there's more
reason to buy some of the extremes of
the band's kvetchy stance. This time
there's a real middle to the sound, inha-
bited by lots of biting guitar, blaring sax
and glorious echo. On the Furs’ likeably
crude first album it was mostly Richard
Butler's great Son-Of-Johnny-Rotten
snarling vocals up front and a firm back-
beat kicking in from behind. The guitars
were often smeared in between like
some vague, ambient drone. Here every-
thing is faster and tighter, with some
new steel reinforced guitar work. (Check
out the rousing riffs in “Pretty In Pink.")
The Furs' drone chants now have more
punch and they haven't sacrificed sub-
tleties — like the Death-In-Venice shad-
ings to Duncan Kilburn's sax and their
haunting minor melodies. The Sex Pis-
tols meet Roxy Music.

Richard Butler's lyrics, delivered with
his unrelentingly accusatory vocals
have been upgraded as well. He's more
specific and personal this time around
(Last time he used the word "stupid”

continued on next page
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Both Peter Tosh, with his Wanted
Dread & Alive on Rolling Stones/
EMI, and Black Uhuru, with Red on
Island Mango, offer some excellent new
grist for the reggae-pop mili. Both these
albums by seasoned artists feature the
Sly Dunbar-/Robbie Shakespeare-led
rhythm section that's become the domi-
nant sonic force in Jamaican and
reggae-influenced music today. Oddly,
both LPs signal shifts in direction for the
artists involved; not so strange, however,
is the fact that the same rhythm section
holds both projects together, deftly mix-
ing Jah music with enough studio sub-
tlety and driving grooves to satisfy loyal
fans and probably snag some new ones.

Black Uhuru is a vocal trio that
includes Michael Rose, Puma Jones
and Derrick Simpson a.k.a. Ducky. Ms.
Jones is an American from South Carol-
ina who graduated from Columbia Uni-
versity with an MA in Social Work and
went to Jamaica in 1977 to work in that
field. There she met Rose and Simpson,
veterans of the island’'s hotel club gig
circuit and local recording scene. She
had already done some back-up singing
for Ras Michael and the Sons of Negus,
so when the trio formed, it was ready to
record immediately. Enter Sly and Rob-
bie as producers, and a string of singles
introduced Black Uhuruto the Jamaican
and English markets. The group's first
album in '79, the euphorically-titied Sin-
semilla, combined your basic modified
dub rhythm track — thick slabs of reverb
on the drums and sound effects thrown
in whenever things start to sag — with
some genuinely haunting melodies and
lyrics. On this second LP, Red, the pro-
ducers have toned down much of the
reverb and tightened up the grooves,
emphasizing rather than camouflaging
the repetitiousness of the music by sink-
ing harder into the backbeat. Mean-
while, the trio’s vocals have been raised
in the mix so that the dreamy chant-
melodies ride on the music rather than
swim underneath it; these are droning
melodies, to be sure, that draw on Euro-

New Reggae: Peter Tosh and Black Uhuru

| P
-
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By Crispin Cloe
pean and African folk sources, each
song pitched inexorably in a minor
mode. But Black Uhuru's lyrics —
printed this time on the LP's posterior —
are not so repetitive, and manage, as
Rose banters back and forth with Puma
and Ducky, to be grim and zany at the
same time. On “Sponji Reggae,” Rose
uses his euphonious squawk to great
advantage on lines like: “Some say
| am nuts zooky crazy/Want | to leave
the music alone/They say go and look
work | and | are lazy/But | think for a
while and say to myself/It's a time for
every style..."” And for every utterance
from Rose, the band supplies a running
commentary. On “Journey,” for instance,
the chorus “burn brimstone burn"” gets
goosed along by Mikey Chung's mania-
cally funky guitar riff that sounds like the
midday Caribbean summer sun beating
down, with Sticky Thompson's sporadic
percussion blasts simulating stones clat-
tering on a dusty road. Red is minimalist
reggae at its funky best, and the album’s
meticulous production values greatly
enhance and sustain Black Uhuru's
somber naturalistic scenarios.

Peter Tosh has been playing with the
Dunbar/Shakespeare rhythm axis for
years; they were founding members of
his original back-up band after Tosh left
Marley and the Wailers. These players
may have recently produced and played
on such funk-nouveau exotica as Grace
Jones' Nightclubbing, but behind Tosh
they give the Bush Doctor exactly what
he wants. Tosh co-produces himseltf
with his band, and what he wants on his
new album, Wanted Dread & Alive, is a
more laid back, traditionally soul-based
sound than the pop-reggae he's devel-
oped over the last three years. The
songs here are like mellower updates of
late 60s soul hits (“The Poor Feel It”
features a chorus bass line patterned
after the lIsley Brothers’ “it's Your
Thing,” for example), and despite the
“wanted man,” outlaw image on the
album cover, most of the LP is really

continued on next page

93

SEAT

v
O
' [o]
I
[
~
e
X
—
<
z
=
=]
<
a




quite soothing, in the manner of Toots
and the Maytals’ soul-reggae fusion.
“Nothing But Love" is a love ballad that
Tosh sings in a near-tenor voiced duet
with Gwen Guthrie, and the songs's gen-
tle lilt reinforces the links that reggae
first had to such American R&B greats
as Curtis Mayfield. On “Reggae-Mylitis,”
which is built around a basic dominant-
subdominant chord progression that's
been at the heart of gospel, soul and
country for eons, Robbie Shakespeare
ingeniously refines and reworks his
bass line without once losing the song's
slow funk pulse. On Wanted Dread &
Alive, Peter Tosh breaks it back down to
the original, sweet, sun-drenched
grooves that he, Marley and Bunny
Wailer first fashioned out of the Ameri-
can pop radio R&B that drifted down

from the Gulf Coast. And while Tosh
pauses to reflect on his roots and Black
Uhuru forges into new territory, Sly
“Drumbar” and Robbie “Basspeare” (as
they list themselves on Red) and their
confederates in skanking funk further
the notion that Jamaican sounds will
continue to cross-pollinate with pop
music the world over, including these

here United States.

continued from previous page
some 13 times and “useless” no less
than 14, sometimes overstepping the
bounds of purposeful disgust, stumbling
into the realm of easy-bake nihilism.)
Here he concentrates on relationships.
The only problem is he's so busy attack-
ing the conventions, institutions and
misuses of love that he makes the
assault seem more important than the
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real problem of finding or even feeling
love itself. Only in one song does he
seem to really care about a lover — in
“All Ot This Or Nothing,” which is about
a broken relationship. The rest is mostly
distancing put-downs, like “She Is Mine”
where his contempt for other people's
idea of love seems to abort his own
search.

Ultimately, though, Butler's vicious-
ness (which at times borders on anti-
sexuality) comes across as charmingly,
if obnoxiously, adolescent. In a word —
punky. It's broad to be sure, but that's the
same angle that helped make the first
album so likeable. Now with the more
powerfully angry music here, the effect
is doubled. Some of the band's talk may
still seem rote or shallow. But in their
action there's a certain truth. — Jim
Farber

Mick Fleetwood

The Visitor (RCA)
Edikanfo

The Pace Setter (ECM)

MICK FLEETWOOD
THE VISITOR

Mick Fleet-
wood & Brian
Eno virtually
crossed paths
at the Ghana
" International
Airport last
winter in the
course of mak-
ing these two’
albums; as Fleetwood and entourage
arrived in January for a six-week stay to
make a solo album, Eno was on his way
back to the States, having completed a
spell of woodshedding by producing the
local group Edikanfo. While their output
certainly merits comparison — the
Ghanaian musical scene is cohesive
and even intimate — these two English-
men-living-in-America had very differ-
ent aims.

Eno has declared [Musician No. 32]
that, “The complexity of so-called ‘primi-
tive’ and ethnic tribal peoples’ music
stands as a symbol of the richness of
their societies,” and that he wants to get
such music heard. Edikanfo — the name
means "“The Pace Setters" — are less
tribal musicians than modern urbanites
who play a vibrant mix of various “high-
life" styles with elements of samba, blues,
buena nove, etc. Edikanfo’'s music, as
led by trumpeter Osei Tutu, is indeed
intricate and intelligent, without losing its
funk or getting too crowded for individual
players to step out. But, hey — guitarist
Kwefi Ooran has beena DJ and axeman
for an ensemble known as King Bruce &
the Barbeques, so let's not get overly
anthropological here.

Edikanfo is perfectly pleasurable pop,
but | find that Fleetwood's The Visitor,
superficially the more Westernized
album, has more moments of spine-
tingling stuff from its Ghanaian contribu-
tors than the Edikanfo LP. | was present
doing a feature story, as Fleetwood's
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final sessions with local musicians were
in progress. With the aid of his core team
of producer Richard Dashut, guitarist
Todd Sharp, and bassist/singer George
Hawkins, Fleetwood seemed deter-
mined to make a solid pop record with-
out patronizing his hosts; we sat in the
studio and heard a procession of groups
from all regions of the country. it's a
tribute to the fecundity and sometimes
startling beauty of Ghana's indigenous
music that four of ten tracks bear the
copyrights of Ghanaian composers.
The blending of styles is bound to
cause confusion for the more politicized
critics back home. Just today | read a
Voice review calling the record “tame"”
and hinting at its “chauvinism” — com-
pared to say, Nigerian Fela Anikulapo

Kuti's radical hellfire preachings. But
Nigeria is a prosperous, oppressive
hate-ridden African state; Ghana is a
financially floundering democracy with
a musical tradition, which, like its amia-
ble and progressive citizenry, keeps an
eye always on the eternal verities. If it
took Fleetwood's big-money Western-
ism to get Nii Amartey's lovely “Amelle
(Come on show me your heart)” on
record — as he meanwhile provided a
formidable infusion of hope and hard
dollars into a local scene that was crying
for both — then | can swallow the song
with a little “chauvinism.” The Visitor is
the most melody-rich record I've heard
this year. It also finds Fleetwood in per-
cussionist's heaven and shows that
Hawkins, until now a relatively obscure
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sideman for Kenny Loggins, deserves to
be at least a cult star on the strength of
his singing and arranging. A pop record,
yes — but one made with wit, respect

and a clear conscience. — Fred
Schruers
Yoko Ono
Season of Glass (Geffen Records)
The Season of
“‘~‘~::‘,‘:‘,‘\j;‘“‘ Glass is the
season of see-
ing life without
illusions; of
. remembering
g one's innate
. @zf}ﬁ honesty by
-4 [ constant rein-
S : terpretation. On

Season of Glass Yoko's struggle to rein-
terpret and express every facet of the
confusion brought on by a sorrow and
an anger is difficult to listen to. And
yet it's beautiful for its shamelessness,
(like the cover of Two Virgins), for the
touches of the incredible Ono humor,
and, with exceptions, for the music itself.

Side one is a clear, sad-existential
melody line — immediately familiar and
gently playful. Yoko sings "Goodbye
Sadness” in that completely disarming
1940s chanteuse style that she epitom-
ized with “I'm Your Angel” on Double
Fantasy. The next song, “Mindweaver,”
is Yoko at her uncanny, routed, univer-
sal best. She answers the phone and
gives us a glimpse of what we aliwantto
know: how she lives day to day. She
answers warm, forgiving, to the point,
and then is suddenly taken far away —
inevitably reminded of some small Len-
nonism. The rest of side one is equally
graceful, “Dogtown” has the curl-of-
the-lip ironic undertone of a good Bogart
film, and “Silver Horse," at the end of the
side, is like a fable or luliaby. All of which
makes the shock of side two even
greater. The first three songs rail against
the inexplicable loss. The sudden, angry
chaos that was wreaked upon her life is
flashed back at us in music that is liter-
ally frightening. In “Extension 33" she
sings of having made the “right” choices
in her life because now she still has her
“pride and freedom.” She sings “free-
dom" over and over again, until it is
almost sarcastic, as the echoed near-
disonant harmonies turn “freedom and
pride” into a lonely prison: the shattered
vocal seems to run along the bars, look-
ing for escape. And then there are the
four shots and Yoko's scream opening
“No No No" in which she even questions
the way she and John understood their
life together. "l don't remember what we
promised but | know we didn't keep it."
Cutting ruthlessly to the truth, Yoko
shows that she is still not afraid to be
afraid.

The last song on Season of Glass is a
spiritul, but because it's sung from need
and not from fullness, it is strangely
unconvincing and unsatisfying. Ulti--
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mately, however, “Mother of the Uni-
verse” is honest. The disappointment in
its inconclusiveness comes from want-
ing Yoko to comfort us again, but who is
comforting Yoko? We want her to to tell
us that she understands even this dark-
ening of half the sky. Instead, she has
given us the chance to better under-
stand the utterly personal/universal
nature of what she, and what we, have
lost. Chapman’'s message to John, to
Yoko, and to the world was, “See, you're
just like the rest of us.” Season of Glass
is Yoko's reply to Mark, to the world, and
for John: that neither of them ever felt
otherwise. — Patricia Rose

George Harrison
Somewhere In England (Dark Horse)
; The title alone
says that for
all the cata-
clysmic events
of the past year,
the music con-
tinues to ema-
nate from a
vague, perhaps
even hidden
place. As opposed to, say, the corner of
72nd Street and Central Park West.
Somewhere in England, in the case of
George Harrison's music, has generally
been a murky region of the imagination
between tantric pop and dull-witted
whimsy. And the new album does
nothing to clarify the boundaries of his

artistic intent. Though it ostensibly car-
ries the familiar save-the-world-and-
pass-the-karma baggage, Somewhere
in England is almost defiant in its insig-
nificance. By comparison to some of this
material, “Crackerbox Palace” is Kaf-
ka's Castle.

Nevertheless — perhaps for the very
reasons stated above — Somewhere in
England is Harrison's most consistently
entertaining LP in years. For a change,
Harrison doesn't weigh down flimsy
material with muddled mysticism or
drollery until it sags like an over-
decorated Christmas tree. In fact, the
tunes that would seem to have the most
potential for heavy-heartedness and
empty-headedness are among the most
infectious ("That Which | Have Lost,”
“All Those Years Ago™). Moving even
further afield, Harrison displays a flair for
the AM pop arrangement a la Wings
(Teardrops,” “Unconsciousness Rules").
Lyrics like “He is fighting the forces of dark-
ness are Rocky Raccoon rather than
Dante, more Mickey Mouse than
Mabharishi.

With Harrison's restrained guitar work
and vocals the constants, a group of
veteran pop sessionmen, including Tom
Scott, Denny Laine and Ringo, are
shuffled in and out to good effect. The
Scott horn solo on “Unconsciousness
Rules,” for example, is light pop but
helps rescue the song from Captain &
Tennillism.

Finally, as homage to old friend and

mentor John Lennon, Harrison has writ-
ten a bouncy pop ditty that doesn't bela-
bor the point. It's a much more effective
tack than rewriting “Give Peace a
Chance,” and it's emblematic of Harri-
son’s approach to what could have been
a difficult album project. Somewhere in
England knows its place. — Mark
Mehler

Van Halen
Falr Wamlng (Warner Brothers)

I3 The generally
accepted no-
tion of guitar
heroics holds
that heavy met-
tal is a lead
guitarist's fo-
rum. Practice
and history,
however, sug-
gest another conclusion. Despite the
preponderance of solos in heavy metal
music, the guitar’s principal function is
as a rhythm instrument, setting up and
repeating the basic riff or riffs around
which a song is constructed. The rhythm
guitar provides both the body of the
sound and the basic harmonic direction,
while the vocals supply the melodic
interest. Guitar solos and fills are essen-
tially secondary to the stylistic require-
ments of heavy metal, which perhaps
explains the current popularity of HM
bands that either limit or exclude guitar
solos.
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signed permanent record. Royalties from the sale of
A TRIBUTE TO JOHN LENNON will be divided between
the Spirit Foundation, Lennon’s own charitable vehicle,
and Handgun Control, Inc.

Mustrated with
20 b&w photos,
$8.95, Hardcover.
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Which brings us to Van Halen's Fair
Warning. From the opening flash of
distortion-charged harmonics, guitarist
Eddie Van Halen clearly dominates the
album. This is pretty much true to form,
as is the fact that, with occasional
exceptions, all his playing is devoted to
rhythm work. But what makes Fair Warn-
ing more than just another way for 16-
year-olds to waste their money is that
Eddie Van Halen approaches his rhythm
work with an intensity and invention
that's usually reserved for lead work.

The structure of most heavy metai
songs is predictably rigid. Riffs are
deployed in maddening symmetry,
verse chorus form is adhered to as if
sacramental, and once tonic has been
established it is stuck to like glue (unless
the last verse is modulated up a key for
flash). Much of Fair Warning, however,
boasts a surprising fluidity in its structu-
ral ideas. Once Van Halen (the group)
has established a riff, Van Halen (the
guitarist) often as not will move on to
another idea. More significantly, the
instrumental tracks generally seem to
lead, with David Lee Roth's vocals
added on almost as commentary.
Where the song structure is most con-
servative, on “So This is Love?" and
“Push Comes to Shove,” the results are
fairly predictable; but where guitar and
vocals take almost independent direc-
tions, as on “Mean Street,” “Unchained,”
and the remarkable "“Dirty Movies,” the
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effect is devastating.

Term-paper talk aside, the main thing
Van Halen has to offer is energy — the
“why" behind all of heavy metal’s “what”
and “how.” But where previous albums
offered brawn at the expense of brain,
Fair Warning turns in an impressive
combination of melodic savvy and sonic
excess. Needless to say, the general
tone tends to run along the lines of loud
and obnoxious, just as surely as David
Lee Roth continues to cultivate his
tough-asshole persona.

But so what? If what you want is pro-
gressive gentility, pour yourself a cup of
tea and listen to Genesis. If, on the other
hand, you want to listen to some hard
rock that assumes the listener is smarter
than the average lap dog, this is the
album for you. — J.D. Considine

Woody Shaw
United (Columbia)
The Iron Men with Anthony Braxton
(Muse)
(L) e Woody Shaw
must be even
more sick
of the music
press than |
am by now. He
spent years on
the Muse label,
a putting out fine
albums and
trying to take hard-bop trumpet another
notch beyond Freddie Hubbard, kept to
the straight-and-narrow while Freddie
fattened himself, then got signed to
Columbia, at which point everyone ritu-
ally pronounced him a star and began
putting his new records down. Shaw's
Columbia outings were certainly slicker
and a few degrees cooler than his best
Muse albums — he didn't seem to be
storming the gates anymore, perhaps
because he felt he was inside them —
but they certainly maintained a high
standard. New Freddies sure get treated
a lot like old Freddies these days, when
the need for a new hard bop trumpet
hero seems less pressing thanitusedto
and people like Lester Bowie and Olu
Dara are turning corners hard bop never
heard of. It'll be interesting to see what
will hapen with Wynton Marsalis, also
recently signed to CBS, and that new
guy, Miles Davis.

Any Shaw album presupposes a high
level of musicianship. United demon-
strates that he has been able to put
together a new band without departing
from the high standard of his previous
one; drummer Tony Reedus seems a
particularly lucky find in place of the
excellent Victor Lewis. The front line is
reedless now, with trombonist Steve
Turre Shaw's only partner; Gary Bartz
augments it with alto on two cuts. It's a
good album, resembles Shaw's earlier
Columbias, doesn't shake the earth, is
flawlessly executed. The rest is politics.
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The Iron Men, recorded in '77 and
shelved till now, is more “interesting,”
less flawless and reminds us that we first
heard Shaw on Eric Dolphy's Iron Man,
even before he came to town with
Horace Silver. The music is more
intense and bitter than anything on Uni-
ted. Dolphy’s “lron Man" opens it and
Arthur Blythe (speaking of maintaining
high levels of performance) comes out
of the gate with probably the hottest solo
on the record, followed by tart, discon-
tinuous Shaw. The rhythm section of
Muhal Richard Abrams, Cecil McBee
and Joe Chambers is fine. Braxton
appears on the next two cuts, an engag-
ing, comic and somewhat anomalous
presence flitting briefly on clarinet
through *Jitterbug Waltz,” and contribut-
ing a characteristic analytical-duck solo
on alto to Andrew Hill's intriguing “Sym-
metry,” a tune most notable here for the
head and for Abrams' turbulent piano
solo. Except for Abrams' work in gen-
eral, the album does not represent the
meeting of the ways that a Shaw/Brax-
ton nexus might suggest. Everybody
does their usual stuff. It seems a shame
that Braxton did not contribute to the two
brief freely-improvised Shaw/Abrams/
McBee cuts on side two; they're fine as
they are but it would have been interest-
ing to see their quirk quotient raised
another 50 percent or so. Neither The
Iron Men nor United is a perfect Woody
Shaw album, whatever that might be,
and you can take your pick depending
on what you're after, polish or adventure.
| look forward to Shaw putting both of
them together in the future. — UK.
Gurtmanian

The Nevllle Bros.
Flyo on the Bayou (A&M)
What the hell
is amusic that
thinks of itself
in a perpetual
present tense
going to do
with a rapidly
accumulating
history? Per-
formers like
Gary Numan decnde to ignore the question
and slap together a thoughtless pas-
tiche of stolen goods. Archivists like
Robert Gordon obviously fell to their
knees at the shrine of the forefathers
and haven't gotten up yet. But a band
like the Neville Brothers, they know what
to do with their yesterdays. In synch with
the New Orleans legacy they so accu-
rately delineate on their new LP, the
Nevilles have been esteemed musical
eclectics and ecologists for too many
years to bother counting. Fiyo on the
Bayou has traditional New Orleans key-
ard styles, funk bass guitar, Caribbean-
derived rhythms, Stax-Motown melodies
and percussive horn arrangements —
all that and more working together like
continued on next page
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Carla Bley’s Social Studies

arla Bley lays her skillful composi-

tional and arranging talents onto

two new discs, Nick Mason’s Ficti-
tious Sports on Columbia and her own
Social Studies on Watt/ECM, and the
results are, not surprisingly, gratifying.
Bley appears as instrumentalist, com-
poser (lyricist on Sports), and producer
(Pink Floyd drummer Mason co-pro-
duced Sports) on both albums; taken
together, they document much of the
material that Bley has developed for her
band since their 1978 Musique Meca-
nique sessions.

Among the major treats of recent Bley
performances have been the slightly
loony song sagas that she has written
for various sidemen. Sports collects
eight of them, as performed by a scaled-
down version of the Bley band popu-
lated by several art-rock ringers
(Mason, Chris Spedding, Terry Adams,
Robert Wyatt). These are not tunes you
walk away humming, being either har-
monically convoluted ballads or simple
repetitive phrases; “Siam” and “I'm a
Mineralist” seem to be two versions of
the same riff. Bley’s usual miclodic inge-
nuity has been jettisoned for the most
part in favor of hooks and the words turn
sophomoric on the audience-baiting
“Boo to You Too,” which in any event is
best heard in person. Still, Bley can be
literate, clever, and quietly bizarre, and
she has written several very funny
tunes.

“I'm A Mineralist” is a prime example
— the confession of someone with an
uncommon attraction to minerals, it is
full of puns (the narrator hopes in time to
become jaded) and ominous ensembles
that lead to an instrumental homage to
Philip Glass, “mineralist to the extreme.”
“Can't Get My Motor to Start,” despite
its promise to automotive double enten-
dre in the “Terraplane Blues” tradition, is
actually a harrowing vignette of an inno-
cent, mechanically inept female driver
at the mercy of a loutish mob of repair-
men; the Texas Chainsaw Massacre
performed on a Volvo.

Complaints can be lodged about

By Bob Blumenthal

Robert Wyatt's too-proper reading of the
lyrics (I miss the zanier attack of the
various band members who sing these
songs with Bley) and the one-dimen-
sional drumming of titular leader Mason,
but the only serious problem is a lack of
contrast. The album reminds me of my
last live encounter with Bley, where the
performance sequence was determined
by randomly drawing cards and all of the
vocal numbers ended up being heard
one after another. They simply sound
better when mixed among Bley's
instrumentals.

Which is not to suggest that Social
Studies needs a few vocals to punch it
up, for it is perhaps the most well-
balanced and satisfying coliection of
what Bley refers to as her “serious”
pieces. Bley is too much the jokester to
remain deadly serious, so she tucks in a
few laughs along the way (the orchestral
quotes in the second part of “Reaction-
ary Tango” would make Dexter Gordon
blush) without destroying the less bois-
terous emotions that most of the pieces
evoke.

There are beautiful melodies in abun-
dance here, played with well-tempered
passion by the nine-piece Bley band.
Among the most memorable are the bal-
lad “Utviklingssang;” “Copyright Royal-
ties,” a reworking of “"Mood Indigo” (|
think) poised on liquid clarinet and trom-
bone lines; and the three-part bolero
“Reactionary Tango,” a personal sketch
of Spain that allows Bley to reinvestigate
the folk music sources she employed for
Charlie Haden's Liberation Music
Orchestra and the repetition elements of
“Musique Mecanique.” This last piece,
with its shifting voicings of the main mel-
ody, best demonstrates how Bley has
expanded upon her nonet by creating
what is in effect a section of bass-clef
instruments containing Joe Daley’s
euphonium, Earl Mclintyre's tuba, and
Steve Swallow's electric bass. Each
man is an extremely mobile instrumen-
talist, capable of playing long, flowing
lines without grandstanding, and this

continued on next page
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continued from previous page
allows Bley to pass the traditional bass
lines among them, to employ them as a
unit or split them apart for pairing with
the reeds or higher brass, or even to put
full melodic responsibilities on their
shoulders.
| don't know how Carla feels about the
word “jazz," but she strikes me as one of
our best jazz composers — i.e., as some-
one who conceives her music with spe-
cific players in mind, who gives those
players room to add and inextricably link
themselves to the compositions. There
is something truly democratic about
Social Studies, where each of the nine
players gets a chance to contribute and
no one is particularly dominant. Bley,

heard on piano and organ, and her hus-
band, trumpeter Michael Mantler,
remain writers first and soloists out of
economic necessity, and the fine
drummer D. Sharpe sounds surprisingly
under wraps (due, perhaps, to the res-
tricted recording facilities at Bley and
Mantler's Grog Kill Studio, which forces
the rhythm section and the horns to lay
down separate tracks). The others are
superb, particularly the featured solo-
ists. Carlos Ward, on soprano and alto, is
both sweet and torrid on the tango. Gary
Valente, also heard on Sports, is one of
the best-kept secrets among contem-
porary trombonists and a natural heir to
the rambunctious Roswell Rudd tradi-
tion. Tony Dagradi, one of the newest

members of the band, is a tradition-
minded soloist on both clarinet and
tenor (his soulful "Utviklingssang” spot
carries the blue-edged grit of Stanley
Turrentine, an unexpected yet tho-
roughly compatible touch). Best of all is
Steve Swallow, whose electric bass
work on the tango and “Floater" is
nothing short of breathtaking. There are
a lot of Fender thumpers out there, and
there is Jaco Pastorius (the only other
player | can think of who might have cut
these parts), but no one else has been
able to humanize the electric bass the
way Swallow does here. These are per-
haps the finest performances in his
criminally underrated career.

— Bob Blumenthal
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sweethearts brought together by
destiny.

The record’s release in the summer of
'81 is another move by fate. Not that the
inevitable stylistic decentralization of
popular music has turned specialties
like island sounds or R&B into triple plati-
num, but it has opened some ears. And
the burgeoning interest in bravura soul
vocalizing (from the past or the present)
should certainly help a disc that has soul
singing in its heart and Caribbean
rhythms in its feet. Disco got us used to
chilly, utilitarian singing as mere embel-
lishment of the groove; the Nevilles pour
hot carmel on every note, even though
the actual phrasing is often staccato
(particularly on dance floor magnets like
“Hey Pocky Way" and “Sweet Honey
Dripper”). The timeless peaks of croon-
ers like Al Green and Sam Cooke are
equalled or even surpassed by tenor
Aaron Neville's readings of “The Ten
Commandments of Love"” and Nat King
Cole's ‘*‘Mona Lisa."” Only strings
accompany the voice, with a strange
abundance of mournful cellos moving
through legato phrases, answering
Aaron’s inconsolable waver. When he
finally sings a whole passage on one
breath — well, history can take a bow,
and so can the here and now. Fiyo on the
Bayou sends a benevolent |-told-you-so
to all those folks who are either phobic
about the past or trapped by it. The past
is a gift. Maybe some people misplaceit,
that's all. — Laura Fissinger

James Chance & the Contortions
Live In New York (ROIR cassette)
8-Eyed Spy

Live (ROIR cassette)

Listen to the
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that he demands. That’s why all of Lee’s electrics are strung with
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Lydia Lunch and Mr. James Chance
while the world passes by unawares. Or,
better yet, if you're brave enough, slap
one of these cassette-only releases into
yer big black box and go public. Guaran-
teed to clear out a midtown sidewalk at
rush hour quicker’'n you can say, “Hot
soup!”

Yessirree, cassette-only releases
promise to be all the craze, though, so
far only Malcolm Mclaren's brilliant
Bow-Wow-Wow ode to home taping
piracy, C-30-C-60-C-90, really made
sense as a conceptual package. Other-
wise, the cassette-only releases seem
the industry’'s pathetic gimmick to try to
co-opt the blank tape market.

On the other hand, the James Chance
and 8-Eyed Spy items we have before
us probably had no chance of existing in
any other form, what with the various
legal entanglements stymieing both
artists’ recording careers (coinciden-
tally involving ZE Records). Neil Cooper,
a highly likable chap who used to run a
club in New York called the 80s, is the
man behind the idea, which is generally
a very good one. Take the hottest recent
live recordings of these generally
undocumented groups — past and pres-
ent — and release them as limited edi-
tion cassettes

Cooper’s choices for his first two proj-
ects are impeccable. Live in New York
captures the Milwaukee-born funk-
meister with his all-black back-up band
which includes Ornette Coleman guitar-
ist Bern Nix, Tomas Doncker, Colin
Wade, Richard Harrison and, on two
tracks, trombonist Joe Bowie. The
recording quality is adequate, the per-
formance — as always with Chance —
wildly erratic. The set includes a
harrowing medley — the self-penned
“Sophisticated Cancer” followed by a
chilling reading of James Brown's “King
Heroin” — that captures the slender,
pompadoured alto saxophonist at his
creepy-crawly best: all goose-bump
trills and squawking sax, gurgling, lurch-
ing and chortling like a man gone
insane. Keep a straight face listening to
this on your headphones riding home
from work on the LIRR. | dare you

8-Eyed Spy Live is a bit more problem-
atic. This raucous quintet, fronted by the
notorious 20-year-old she-demon Lydia
Lunch, burnt a hole right through the
local N.Y. club scene for a period of
about eight months in 1980. The late
bassist George Scott, as well as John
Cale and the instrumental Raybeats)
powered this unit like a runaway loco-
motive, with multi-instrumentalist Pat
frwin, yeoman drummer Jim Sclavunos
and guitarist Michael Paumgardhen
forming a dense undertow of twisting,
spiralling, demented rockabilly rhythms
rent out of shape by Ms. Lunch's cater-
wauling lamentations and explicit lyrics.
That said, at first | thought the produc-
tion on this 8-Eyed Spy tape was unfor-
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givably amateur, but, like the band itself,
with repeated listenings in different
environments, the unadulterated energy
of this outfit comes through the wobbly
transmission. When the lovely Lydia
warbles the John Fogerty classic, “You
bettah run through the jungle,” believe
me, you don't walk, man. Unless you
wanna get bit by a panther...

Neil Cooper's upcoming releases
include live recordings of the Dictators,
Suicide, and the New York Dolls (with
the late Billy Murcia on drums). They are
available from Reachout International
Records, Inc., 611 Broadway, Suite 214,
New York, NY 10012. — Roy Trakin

Gang of Four

Solid Gold (Warner Bros.)

Jon King sings
like he just
Inciudes Cheeseburger What We All Want left a funeral.

Outside The Trans Oon't Run On Time

Add to thatthe
cold, grating
noise of guitar,
bass & drums
as cheery as
the  Atlanta
\ City hospital
and you've got rock 'n’ roll with all the joy
of an Ingmar Bergman film.

For the Gang of Four, rock is a
medium to be exploited toward their own
subversive ends: trumpeting anti-sexist,
anti-capitalist, anti-materialist, anti-
fascist messages at the people. Rock,
as the Gang of Four have remade it on
their first LP, Entertainment!, and now on
Solid Gold, becomes a medium at one
with its message. This dark, jarring
sound pummels with the force of a jack-
hammer into cement. Bassist Dave
Allen and drummer Hugh Burnham
forge the rumbling rhythm and guitarist
Andy Gill steers the songs with a
Frankenstein monster guitar sound as
ominous, yet funky, as anything else in
contemporary rock 'n' roll

The Gang of Four's triumph is their
ability to make challenging, decidedly
experimental rock that is as intellectu-
ally stimulating as it is danceable.
infused with the most unlikely hooks —
like Pere Ubu, these guys could turn the
sound of breaking glass into a hook
you'd yearn to hear again and again —
this stuff is addictive, it is scary. The
relentless fury of the music gives the
listener no quarter — just check out the
opening track, “Paralysed,"” for instance.
The only refuge is in the lyrics, which are
always political, often dogmatically
Marxist. As a matter of fact, lines like “He
wants his wife to run and fetch/Or-
der/He's obsessed with order/ ORDER!"
and "Why work for love/lt shows no
profit/You only earn emotional losses/
There is only one condition/Stay in
bed or in the kitchen" are just the thing to
stimulate your next Marxist (or feminist)
study group.

— Michael Goldberg
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NY Dolls cont. from pg. 20

company the size of RCA. You've got to
have love and business. But, the longest
journey starts with a single step.

“Nothing ever happened with the
Dolls until shocking things took place.
People love scandals. Like when Billy
[Murcia, the Dolls' first drummer, who
OD'd on quaaludes and alcohol during
the group's first tour of England] died, ail
of a sudden the band was playing the
bigger room in the Mercer Arts Center.
Instead of the 150-person room, we
were playing weekends for 500.”

More than a harbinger of the future,
the New York Dolls were really the last of
the 60s-styled rock bands, bringing that
decade to a hilariously bungling close.
Never again could we view a rock band
with the same innocence.

“That's right and lets keep it that way.”

Was there any chance the Dolls could
have stayed together?

“I don't think, after awhile, they even
wanted to,"” says Syl. "We had done
everything we wanted to do as a band.
After that, it fell apart almost naturally.
Sometimes, breakups like that can be
good for the body and the spirit. You take
all the things you learn from that and
apply them.

“Everybody's always talking about the
New York Dolls. If the Dolls were so
great, how come they don't sell? There
can’t be that much interest out there or
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somebody would've re-released those
old albums. If the new generation really
wanted to hear the Dolls, there would be
records available. If you did put out the
New York Dolls records today, it
wouldn't do anything again. That was
only an interest in so many people's
hearts. To your average Joe on the
street, the Dolls weren't very important
then and aren't very important now.”
Irving Plaza. A humid summer night,
1981. Johnny Thunders is onstage, wail-
ing away, as a bemused David
Johansen looks on from the audience. it
is one of those frustratingly rare nights
when Thunders is in peak form — stunn-
ingly lucid, upright, effortlessly reeling
off those distincive metallic whiz-bang
riffs, like Chuck Berry on amphetamines,
sounding for all the world like the best
guitarist in the universe. His once-
youthful features, though, have prema-
turely aged him into the stunning
caricature of an old man, with the black
liner around his deep-set eyes trans-
forming Johnny's face into a skeletal
death mask. What a great way for the
story to end | thought, if David and
Johnny could only get together to jam.
Y'know, Dolls Re-dux and all that...But,
no, it was not to be nor was | about to
ask, and the highlight of the evening
turned out to be a song that succinctly
summed up the moral of the New York
Dolls. A sad, mournful tune that
appeared on Johnny's only solo album,
So Alone, Thunders performed it with
the aching fatalism of a man who's seen
everything and lived to tell about it. “You
can't put your arms around a memory...."

Baxter cont. from pg. 56

the road for three years. | put an alligator
clip on it because the wiring is all weird
— to maintain grounding integrity with
the rest of the guitar, it grounds the
bridge to the metal plate that hoids all
the controls. It has a maple neck that
had died in the making, so | putiton a
neck machine and planed it down, put a
rosewood fingerboard on it. The pickup
placement is real important on a guitar,
and those are a little different — it's the
way | like things to sound. | designed this
guitar to be both a Fender and a Gibson,
and it really did the job for me.”

And at the bottom of Baxter's guitar
closet: “I own a Siren 63 guitar, which
from what | can tell was made in Bavaria.
It was a pre-Framus Framus — with, fike,
29 laminations in the neck, chrome
f-holes, believe it or not, and the funniest
set of tone and volume controls and
switches |'ve ever seen. But it sounds
like a real good Super 400 on the rhythm
pickup. See, somebody spent some time
with the real funny ones. My blue-
sparkle Hagstrom with the clear plastic
fingerboard, the whole pickup assembly
just drops out and you can drop another
one in — plugs in with a mini-plug.
There's a place to put your pick on the
back, a double truss rod, and tremolo
system that was the best at the time. |
mean, that guitar was high tech.” [
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Pat Benatar — Precious Time (Chrysa-
lis) This girl really knows how to pummel
the cliches — she's everything Variety
sums up in the word they often use for
female singers: “thrush.” By putting her
spitfire vocalizations over growling
heavy metal band sounds, she’s making
modern, chic soap opera histrionics
("Your doctor’'s on vacation/So you
took the medication/And wound up in
the lost and found™) safe for a whole new
generation. She covers "“Helter Skelter”
and the Raiders' "Just Like Me” in the
same frantically gruff style as her own
material (e.g., the bathetic "Evil
Genius”) so her fans probably think
she's got guts. It feels more like subur-
ban chutzpah to me.

Forelgner — 4 (Atlantic) Aha...they've
reached the level of sure-fire sales that
lets them put out a totally blah album
cover, the kids are gonna give them
back their (chart) bullets come hell or
high wattage. Within their forumla, this
band is masterful — | like my refried Free
as well as the next guy. Give me a hash
pipe and a smokin’ Trans Am with big
speakers and | could listen to both sides
in a row. This stuff is supposed to make
you aggressively horny, right? Here's a
verse that kept them up all night, I'm
sure: "(Ooh yeah) I'm looking for some
action/l gotta find my main attraction
now/'Cause | need some satisfac-
tion..." So watch them hiss and grunt all
the way to the bank. Next year'll bring
Foreigner 5, | guess. ..

Echo And The Bunnymen — Heaven
Up Here (Sire) This Liverpool-spawned
band’s accomplished atmospherics fall
just short of U2's epic sweeps; they're a
tad more literate, but a tad less invoca-
tory. Call them old romantics — slightly
breathless, tinged with psychedelia, but
directin their playing: noirrelevant guitar
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Echo And The Bunnymen

noodlings, no glassy-eyed metronomic
drumming. And lan McCulloch's some-
thing-awful-is-about-to-happen vocal
manner sounds like he means it.
Holly and the Itallans — The Right To
Be ltalian (Epic) This band boasts the
same producer, and the same brand of
inspiredly arch amateurism, as Blon-
die's first album. Singer-guitarist Holly
Vincent brims with offbeat charm; on a
post-Ramones track like “Baby Gets It
All,” she makes her limits work for her.
Guest Jerry Harrison’s synthesizers
underscore, rather than ciutter. Any
artiste who celebrates Channel 5 and
cola slurpees knows she's dealing in
junk food; the band's logo, an airline
passenger clutching himself before a
crash, shows she knows how danger-
ous junk-rocking can be.

Thelma Houston—Never Gonna Be Anoth-
er One (RCA) With a cover of “96 Tears”!
The tepid disco track saps the song, but
Thelma's pliant vibrato elevates it —
briefly. Arranger Mike Piccirillo’s ham-
fisted guitar fills do little for a second
daunting standard, “Don’t Make Me
Over,” but Thelma is in perfect, spirited
control for at least the first verse. | don't
see how a singer can sound so sterling,
then so perfunctory, within the same few
grooves — maybe the much-credited
George Tobin production team hali-
wanted to make a dance record.

The Joe Perry Project — /'ve Got The
Rock 'n’ Rolls Again (Columbia) | was
rooting for this 7,000th son of Chuck
Berry when he slid off the Aerosmith
dinosaur, and this LP really does get off
the mark fast with “East Coast, West
Coast.” But then it's back to the well-
thumbed riff catalog. Perry and his co-
writers in the band try to beef things up
with attitudinizing chaff like “No Substi-
tute For Arrogance” and “Buzz Buzz,”

Blackfoot
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but, all too soon, silence looks like a
damn good substitute for arrogance
The Cramps — Psychedelic Jungle
(LR.S.) Of course, psychedelic rocka-
billy, why didn't somebody think of it
sooner? (No, not Suicide — that's Elvis
on a heart-lung machine). This record is
nothing but fun, good for a mild party or
when you want something slightly less
smart-alecky than the B-52s. Singer
Lux Interior's cultivated, lonely-were-
wolf treatment of “The Green Door" is as
delicately sensual as a great watercréss
sandwich. Also check “Can't Find My
Mind.”
Robert Gordon — Are You Gonna Be
The One (RCA) Guess Robert finally
took that dump he's been waiting on.
This record, without departing from the
revival spirit, doesn’'t sound quite as sta-
gey as the earlier paint-by-numbers
efforts. His timbre is looser, more natu-
ral. Radio play has made it obvious that
Marshall Crenshaw's “Someday, Some-
way" is a highly pleasurable cut, and it
proves that Robert can occasionally put
both feet in the real world, without relin-
quishing his good-old-buy fantasy.
The English Beat — Wha 'ppen (Sire)
The things that might have gone sour on
the English Beat — their potentially nar-
row ska genre, their message-mongering,
their stake in a movement — have ail
been guarded against. Significantly, the
back cover snapshots show the band
goofing around in some sunny clime.
Their music on this LP is linked to, not
fettered by, ska, and their messages are
delivered (again) with a degree of light-
heartedness. Singers and players are
darting and fluid, and this welcome effort
thumbs its nose at sophomore slump.
The A’'s — A Woman’s Got The Power
(Arista) Dear lead singer of The A's: You
continued on pg. 116
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Let's start at the source — Africa —
with Savannah Rhythms: Music of
Upper Volta (Nonesuch), a set of wond-
erfully clean field recordings in which a
bunch of nameless musicians shake out
the proverbial roots. You might hear
Ornette Coleman’s Prime Time shuffles
in the xylophone cross-rhythms of the
Bobo-Dyula tribe’s "“Allah man dogo,” or
McCoy Tyner's six-against-four vamps
in the chorus-and-calabash workout
“Wenlega,” from the Mossi tribe (and did
you know that the calabash doubles as a
cooking pot?). But you've probably
never heard anything remotely like
“Lemendi gyeba,” a musical-bow solo
that out-twangs anything in the Western
Hemisphere. One odd side effect: after
listening to such intensely cooperative
music for a while, most American jazz
sounds like ego trips.

Side one of Echos from Africa (Inner
City), a duet album by South African
pianist Dollar Brand (Abdullah Ibrahim)
and bassist Johnny Dyani, has them
vamping and singing a traditional tune,
“Namhanje,” for 17 minutes of pleasant,
less than riveting listening. The three
ballads on side two include a McCoy
Tyner dedication that sounds more like
a Satie tribute. Brand and Dyani seem
effete or at least mellowed-out com-
pared to Prince Nico Mbarga and
Rocafil Jazz's Sweet Mother (Rounder).
The band plays, not jazz, but lilting high-
life tunk, unmistakably African although
it uses electric guitars and bass. Fela
Anikulapo Kuti's Black-President
(Arista-Jem)is darker and angrier, with a
front line of saxes and horns. Edikanfo,
a Ghanaian band whose The Pace
Setters (Editions) was produced by
Brian Eno, have obviously heard Ameri-
can disco, to their detriment, although
their less imitative tunes approach Hugh
Masekela's jazz-kwela mix. And then
there’'s James Brown's Nonstop (Poly-
dor), a throwback to his late-60s pro-
ductions: total funk with a lighter bottom
than current dance fare. Back tojazzina
second — but better this than fusion.

Okay, what could be jazzier than 5
Birds and a Monk (Galaxy), a six-saxo-
phones-no-waiting bop collection. The
saxmen (in order) are Johnny Griffin,
John Klemmer, Joe Farrell, Art Pepper,
Joe Henderson and Harold Land,
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backed by Roy Haynes on drums, Stan-
ley Cowell on piano, and either Cecil
McBee or John Heard on bass. Side one
is bluesy and assured:; side two has the
blood and bone of Art Pepper’s disturb-
ingly opaque lines and Joe Henderson
doing a daredevil no-piano romp. The
object lesson, it needed, is the differ-
ence between Klemmer's arpeggio-
mad "'Round Midnight” and Pepper's
laconic “Yardbird Suite:” Klemmer plays
the changes, Pepper plays the music.
CBS contract in hand, Max Roach
teases the world on Chattahoochie Red
(Columbia). He put together a potentially
dangerous young band — yet alloted
them minimal blowing room, packing the
album with two- and three-minute cuts
(including “Giant Steps” and ‘“'Round
Midnight”) which cry out for longer
solos. A couple of tracks, for some rea-
son, are Roach-free; one of them,
“Wefe,” makes you want to grab the
volume control before it fades out. The
expansive "it's Time" and the title tune
are the exceptions, two whiffs of high-
powered Mingus-styie suite disharmony
that make the rest of the LP all the more
frustrating. Will it pay off in airplay?
Didn't think they had it in 'em, but
Gunter Hampel & His Galaxie Dream
Band have come up with a Mingus trib-
ute that has the genuine spirit — i.e., it's
ascream,and a moan,and a bellow, and
a laugh. All The Things You Could Be If
Charles Mingus Was Your Daddy (Birth)
is mostly free sextet improvisation with a
riff honked here and there, except for
Jeanne Lee's spooky rendering of
“Goodbye Pork Pie Hat." Lee is the sal-

-

By Jon Pareles

vation of Hampel's next LP, A Place To
Be With Us (Birth), a quartet showcase
for Hampel's latest batch of tunes. The
contrast of her sinuous vocals with
Hampel's prickly vibes keeps the tunes
from seeming entirely bloodless.

The skeletal String Trio of New York
— Billy Bang, violin; James Emery, guitar;
John Lindberg, bass — faces the same
problem: how to keep their tunes from
sounding dry and abstract. On Area
Code 212 (Black Saint), their simple
solution is to play the hell out of every-
thing while paying close attention to tex-
ture. They're not afraid to play in unison,
since they know they'll still swing, and
Emery’'s guitar parts shift unself-con-
sciously (but precisely) between chord-
ing and single note lines whenever
things threaten to get stuck. Compari-
sons to the Hot Club quintets aren't out
of order at times.

Even more skeletal, yet remarkably
gutsy at the same time, is The Arrow
(Music Unlimited), an album of duets by
cellist David Eyges and reedman
Byard Lancaster. Sometimes Eyges
treats his cello as a mini-bass, some-
times he makes it moan like a stringed
saxophone; mostly, he meshes with
Lancaster so that you forget about their
combined virtuosity entirely. Lancaster
invokes Ornette Coleman’s playfulness
and the blues (no, they're not that far
apart) and various gradations of threat
and promise and bicycle horns, but he
doesn't show off, either. A superb album,
one that sounds so easy and natural |
begin to fear for the employment pros-
pects of rhythm sections everywhere.
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Ollver Lake pays tribute to Eric
Dolphy on Prophet (Black Saint), settling
a major debt with a set of three Dolphy
tunes and three Dolphyesque Lake orig-
inals, music twistoflexes all. Unlike
Dolphy, Lake plays alto sax on all the
tunes, yet it's a shock to realize how
many of Lake's mannerisms came from
Dolphy: the big squealing register leaps,
the burlesque tone shifts in mid-phrase.
It stands to reason that these tunes are
the perfect context for Lake’s turn-on-a-
dime fluency and his sweet-and-
pungent timbres. Pianist Donald Harris
has to invent his own niche in the arran-
gements, since late Dolphy tended to
dispense with piano; in “Hatand Beard,”
Harris comes up with a sprawling, Cecil-
Taylorish solo that seems free yet pre-
serves all the angles of the tune — a
strategic gem.

The jumpingest blues debut in recent

memory belongs to Johnny Copeland,
a Houston veteran who, true to Texas
tradition, sounds feisty through all sorts
of tribulations. On Copeland Special
{Rounder), his voice and plunky guitar
stand right up to a horn section that
includes Arthur Blythe, George Adams
and Byard Lancaster, all of whom con-
tribute solos they can be proud of. Koko
Taylor, whose big shtick is a raspy
growl — don't look for tenderness —
adds some late-60s Memphis R&B on
her usual B on From The Heart Of A
Woman (Alligator), and suddenly her
limited range pays off. Who says pop is
all bad? Buddy Guy, who comes across
onstage as the world's greatest blow-
hard (at least when he's playing for the
white crowds I'm in) is convincingly
deranged on Stone Crazy! (Alligator);
even when he's playing cliches, his gui-
tar tone has a jagged, paranoiac edge.
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taught me what | know about
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At the other end of the spectrum, Jimmy
Witherspoon was Mr. Suave on Olym-
pia Concert (Inner City), recorded in
Paris in 1961, abetted by elegant obliga-
tos from Buck Clayton and a snow-
balling tenor hoot by Buddy Tate on
“Roll 'Em Pete.”

Tate's appearance on Helen
Hume's Helen (Muse MR) almost
makes up for hearing her sing “"Shake
Your Booty" in the last verse of “There'li
Be Some Changes Made.”

On the reissue front, MCA (which
bought ABC which owned Impulse) has
put out new versions of Impulse’s Ree-
valuations series as “Great Moments
Wwith,” including stellar anthologies of
Keith Jarrett and Charles Mingus at
their peaks. Get ‘em while they're still in

print. [

Rock Shorts cont. from pg. 112

have the chops, kid, now runin there and
smash all those David Bowie records
that are ruling your phrasing and arran-
gements. Better sling the Boomtown
Rats and Thin Lizzy on the pile while
you're at it. Pick a notion that's a little
less grandiloquently booshwah than “A
Woman's Got The Power” — or at least
don't illustrate it with a tit shot on the
cover. Now go forth and prosper.
Janis lan — Restless Eyes (Columbia)
Despite the impeccable session men
(Bill Payne, Lee Sklar, etc.) and the zil-
lion perfectly engineered multi-tracked
harmonies, this is a literary record,
designed to cause shivers of delight in
the sort of people who can read Robert
Shelton’s salivating liner notes without
laughing. How can songs like “Bigger
Than Real” act so knowing and feel so
bogus? Produced with aching sincerity
by Gary Klein for The Entertainment
Company.

Blackfoot — Marauder (Atco) There's
always a world of stuff happening onany
given second of Blackfoot vinyl — chit-
tering guitars, energetic bass, and gutsy
vocals from Ricky Medlocke in the best
redneck-rock tradition. “Fly Away"
deserves to be the hit it is, but much of
the rest of Marauder is the standard,
whiskey-women-fightin’ braggadoccio.
These guys live in Holiday Inns, not in
the canebrake, so why not get real and
have some more songs about buildings
and food?

Tubes — The Completion Backward
Principle (Capitol) Call me old-fashioned,
but I've never been able to tolerate
recorded sarcasm for more than a min-
ute — it all ends up sounding cute. Yes,
they really can play — that's essential to
the joke. There are yards of funny ink all
over this album cover; they're parodying
the American economy on its upscale,
corporate side — a Devo for aging hip-
pies. I'm sure they're still fun onstage,
but listening to them self-righteously
throw away their virtuosity on songs like
“Sushi Girl" and “Power Tools™ gets bor-
ing fast. [
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ALL'STAR GUITARS

A connolsseur and collector of fine gultars shows
his own favorite instruments and explains why the great electric gulitars

of the 50s and 60s sound so fine.

Telecaster Les Paul

here's something special about
a Les Paul. There's something
special about a Stratocaster.
There's something undeniably
special about certain musical instru-
ments. They have spirit, sensuality and
presence.

By “spirit” | mean that part of the guitar
which is alive; a quality imparted when
it's manufactured and nurtured by those
who possess it over the years. It's dis-
playing a responsiveness to the will of a
player while retaining a distinct person-
ality of its own. That personality, in turn,
inspires a player. It's the ability of certain
guitars to communicate.

“Sensuality" refers to the shape of the
neck, the feel of the frets and the finish,
the touch of the controls, the weight and
balance up against your body, etc. It's
the phyiscal experience of the guitar.

"Presence” is that almost mystical
quality which enables a guitar player to
recognize an exceptional instrument
practically before touching it. It's a
faint tingling at the base of your neck or
like something barely glimpsed from the
corner of your eye. The guitar projects
itself into your consciousness.

Since | collect guitars with the inten-
tion of playing them (as opposed to
acquiring them only as investments or
“art for art's sake), my criteria for want-
ing to own an instrument are those of a
musician. The three qualities I've men-
tioned (i.e. spirit, sensuality and pres-
ence) are my prime considerations
when purchasing any guitar. However,
they're particularly important when
selecting vintage guitars such as the
ones with which this article is concerned.

118

Q

L

Stratocaster

']'q

Telecaster

Although the Telecaster is not an all-
around perfect guitar, | still like it. I've
always liked Teles, and I've always
owned them. A good Telecaster can
sound acoustic at low volume, yet the
bridge pickup has an unmistakable
whine and purity when cranked.
Because the notes don't linger very
long, you've got to work for them. You
can't fool a Telecaster. They're very
straight-ahead. You really have to play
all the notes.

This particular guitar is a 1951
(12/4/51) Telecaster (Serial No. 1120).
It has extremely good single-note play-
ing capabilities which isn't necessarily a
typical characteristic of all vintage
Telecasters.

Several years ago | discussed old

By Larry DiMarzio

Teles with Roy Buchanan, and had the
opportunity to play two of his guitars.
From then on, | looked for one that
equaled their performance and | feel this
one does. This guitar is fairly lightweight
and completely original.

The Telecaster was the first solid
body guitar to be mass-produced.
Launched in the late forties, the “Broad-
caster” (as it was then known) boasted
such unique features as a micro-
adjustable bridge, a three-position lever
switch for timbre selection, as well as
the convenience of a cutaway to make
the upper frets more accessible.

My Tele has an ash body with a blond
finish and a flatsawn maple neck (meas-
uring 1% inches at the ivory nut). This
neck is fully-rounded rather than “v"
shaped, and the fingerboard edges are
rounded over.

Stratocaster

No other guitar posses flexibility of
sound like the Stratocaster. This is prim-
arily due to the pickup type and place-
ment. | also like the body shape which
was an outgrowth of the Precision Bass
design.

Introduced in the mid-fifties, Strato-
casters feature a tighter, more com-
pressed sound than Telecasters. In an
attempt to create an instrument with
maximum tonal flexibility, Fender trans-
cended the then-prevailing imitation of
acoustic sound and achieved a truly
electric, and in this sense, innovative
sound.

There's a lighthearted funkiness
about rhythms played on a Stratocaster,
and a bell-like clarity when pickups are

Switchmaster
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played in combination.

One of the unique improvements of
the Stratocaster over the Telecaster
was the patented vibrato bridge which
allowed individual height and intonation
adjustment for each string. (The vibrato
bridge has always been optional on
Stratocasters.)

Rosewood fingerboards on Strats
were introduced in the late fifties. Since
my guitar was made in 1960 (9/60,
Serial No. 53266) it has a solid Brazilian
rosewood fingerboard rather than the
rosewood veneer ones which came
later. Typical of its period, this Stratocas-
ter also features a small headstock, a
three-color sunburst finish and a mint
green pickguard. Except for its vibrato
arm and one tuning peg, this guitar is
factory stock.

As with the Telecaster, necks on the
Stratocasters were also highly variable,
and in many instances this affects the
instruments’ playability. For example,
with certain playing styles and tech-
niques, the placement of the thumb
behind the neck is relevant to the per-
formance of the vibrato. A v-neck allows
placement of the thumb closer to the top
of the fingerboard which, because of the
alignment of the hand, gives increased
force on the fingerboard. This, in con-
junction with the fingerboard's 7%-inch
radius, presents a very workable angle
for various vibrato and bending techniques.
Les Paul

The Les Paul has the strongest
single-note playing capability of any gui-
tar ever created. The reason for this s its
unique combination of wood density and
electronics. The Les Paul starts out as a
mahogany body with a maple top; the
top being arched, of course, in the Gib-
son tradition.

The sound of a Les Paul can be char-
acterized as a lush warmth and round-
ness with dark, full-bodied overtones. Its
sound reminds me of the flavor of a good
Bordeaux wine.

The Les Paul was designed as a jazz
guitar and, therefore, it has a delightfully
smooth string balance. All strings pos-
sess the same playing strength. This
balance also accounts for the guitar’s
popularity among rock musicians.

The “cherry sunburst” Les Paul was
introduced in 1958. My guitar was made
in 1959 (Serial No. 9-3196). It has double
cream and black and cream pickups.
Originally, the Gibson Company designed
all pickups to be used with the cover
(which is an electrostatic shield) and the
coils were never intended to be
exposed. When players began removing
the covers, they found these cream-
colored humbucking coils and a great
mystique arose: that pickups in either
black and cream or double cream were
better than the standard black ones.
This is not necessarily the case. How-
ever, they centainly are rarer. Black and
cream or cream only pickups were only
built from early 1959 to mid-1960.

This particular Les Paul has PAF pick-
ups (denoted by a decal on the bottom).
There are a number of differences
between what's called a “patent applied
for” pickup and the present (new) Gib-
son pickup. In general, from a design
standpoint, the pickups are extremely
similar. The subtleties fay in the number
of turns, the strength of the magnet, the
carbon content of the pole pieces and
studs (similarly relevant to old Fenders)
and the purity of the copper wire and the
coating material. Again, as with Fender,
these pickups are highly inconsistent,,
even on the same guitar. There was no
real effort to maintain an extremely spe-
cific control over any of these parame-
ters, as long as they worked.

The neck of the Les Paul is flatter than
a Fender neck and “C”-shaped. Thefin-
gerboard (11" radius) is bound.
ES-335

The ES-335 is a semi-hollow body
guitar, and probably one of the most
beautiful electric guitars ever made. The
most unique characteristic of the 335 is
the way the pick feels on the guitar. Its
sound is typically almost nasat or horn-
like in nature.

The 335 feels more like an acoustic
guitar than a solid-body guitar because
of its sensitivity to the pick.

My ES-335 has a solid block of maple
lengthwise through the center of its
body, as is standard on 1958-1960
335s. This guitar was manufactured in
1959 (Serial No. A-35309). It has an
unusual neck shape (flatter and thinner
than normal) which makes you want to
play it fast. This guitar has dots on the
fingerboard rather than the block inlays
which were introduced around 1960.
Arch-tops

The L-5, D'Aquisto and Switch-
master/ES-5 guitars are all representa-
tive of one stage of acoustic develop-
ment at the Gibson Company in that
they're single cutaway arch-top guitars.

| like the L-5 for its uniform sound,
excellent playability up and down the
keyboard and its warm sound. Of
course, it's only really useful for home
practice or low-volume performances.
(The better the acoustic properties, the
more prone the instrument is to feed-
back.)

The D'Aquisto is basically a custom-
fitted L-5, and all of these are completely
handmade. The only forms used in mak-
ing this guitar are those used to shape
the sides. All other assembly is done by
hand including the top and back carving.
Additionally, each neck is individually
carved for the purchaser.

The Switchmaster is just the electric
version of the L-5. It has three humbuck-
ing pickups and (to reduce feedback) a
formed plywood top.

All three of these guitars look and play
fairly similarly. The neck shapes on the
Switchmaster and the L-5 are almost
identical. The L-5 has the biggest, most

continued on pg. 126
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POST-PUNK GUITARISTS

After herolic rock gultar started coming out of
everyone’s ears, a new group of guitarists had nowhere to go but out,
breaking rules and Inventing a few new ones.

hat happens after too

many years of Chuck

Berry extrapolations,

buzzsaw powerchords
and interminable lead guitar solos
resolving in all of the right places?
What's left when all of the dynamic ten-
sion implicit in the proper manipulation
of the pentatonic scale, the emotional
juxtaposition of certain major chords
(D,A,G) or even the perpetual motion
John Lee Hooker boogie riff has been
sucked dry due to overuse? Obviously
if you're under seventeen years of age
and heavily committed to a daily regi-
men of methaquaalone, you couldn't
care less. But some of us are saturated
to the power of ten, including many of
the younger guitarists on both sides of
the Atlantic. Rock 'n'roll guitar is starting
to go out.

As defined here, “out” means all the
right notes in the wrong places, odd
intervals, unhealthy resolutions, dimin-
ished chords stuck in unfamiliar loca-
tions within seemingly familiar pro-
gressions. But since this installment is
devoted to rock 'n’ roll guitar, we are
bypassing obvious avant-garde territory
like punk-jazz and experimental music
(“Blood" Ulmer, Fripp, Frith) and the high
tech evolution from rock to jazz to future
(Metheny, MclLaughlin, Holdsworth,
Scofield).

No, what we have here arerock 'n’ roll
saboteurs. Those players who, through
rejection of conventional guitar icons
(Clapton, Beck and Page) or a healthy
antisocial attitude toward the instru-
ment, are tinkering with standard guitar
attitudes. This trend has flourished
throughout punk/new wave/Blitz, but
there are historical precedents: Hendrix,
Captain Beefheart, James Williamson
with the Stooges, Slick/Alomar on
Bowie's Station to Station and subse-
quent LPs and, more recently, Adrian
Bellew on Talking Heads' Remain in
Light. You can even hear it on the chart-
topping Police LP, Zenyatta Mondata.
Andy Summers is one very clever fella
who knows to embroider hit tunes with
suspended chords, partials, discrete
echo and berserko solo excursions bur-
ied deep in the mix. His mastery of reg-
gae/ska in tandem with Sting and
Stewart Copeland opens up the rhyth-
mic possibilities, and a return torhythm as
the axiomatic function of the guitar is a
large part of what this new thinking is
about.

Newer players are more song-
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that crosses between rhythm and lead.

oriented (hence more rhythm, less lead),
listen to a lot of dub and/or funk and
tend to interact more closely with bass
and drums. Composition is a function of
rhythmic interplay, or as Andy Gill,
whose spikey, metallic guitar provides
the perfect signature for Gang of Four's
bracing brand of didacta-funk, puts it:
“We've often started with the bare bones
and we'd think, ‘What makes up a song?’
You've got drums, you've got guitar and
whatever you choose, to make a noise. If
you see the thing as a succession of
independent noises making some sort

V)t )

John Ashton of the Psychee"c

Furs.

e The Edge of U-2 are breaking new ground with aunique minimalist sound

LAURA LEVINE
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of logic or pattern, if you see the thing
from that angle, you're going to invaria-
bly end up with something that comes
over strongly rhythmic. We'll often start
with some sort of worked-out rhythm
which won't be a 4/4 thing but it'll have
some kind of syncopation or internai
structure. Other parts often fit in or
around the beat, between the beat, or off
the beat.”

John Ashton, creator of the hypnotic
counterpoint guitar riffs that motor much
of Psychedelic Furs' music, concurs: “|
look for a beat and then | look for a riff,
the ‘sound.’ | usually look for something
that's repetitive in some way although
I've been gettin' away from that a bit
more recently (Talk, Talk, Talk versus
Psychedelic Furs). We'll work out riffs
together with a sort of interplay kind of
thing.” With the guitar placed backin the
rhythm section, the sound becomes the
next major consideration. Again, there
are few concessions to established
idols in this area, with the possible
exception of Jimi Hendrix. Andy Gill
owns up to it with characteristic blunt-
ness: "l was extremely keen on Hendrix.
| was thirteen or fourteen at the time and
| was completely obsessed with him.
Quite a lot of people were. But he's the
only gutiarist I've ever been interestedin
as a ‘guitarist.” " Hendrix mattered, not for
what notes he played but for the total
universe of sound he created by force-
feeding the razor-edged squeal of the
Fender Stratocaster through hundreds
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of watts of Marshall amplification and
reaping raw, vibrant, screaming electric
sound as pure matter to be shaped into
whatever he wanted. Jimi's technical
mastery of the guitar is of less interestto
these new guitarists than his sound,
since it is easier to come by.

The Sex Pistols and Ramones played
a crucial role in democratizing rock 'n’
roll. Technical proficiency was expressly
rejected in favor of the pure joy of pick-
ing up an instrument and going for it.
John Ashton provides an apt case in
point: “The turning point for me was
probably hearin’ the Sex Pistols and lis-
tenin' to that sound which in a way was a
good heavy metal sound. But applied to
a 'sound’ — one guitar, one bass — and
that was when | decided to take up the
guitar and play. A couple of years later |
joined the Furs. By that time | was still
sont of lookin' forthat sound. | think | got it
when we went in to do the album. | real-
ized what | could do with things like gui-
tar synthesizers. Rhythmically, | wasn't
too hot but I've been working on that
more and more to get a good balance
between a sound and a rhythm and now
I can let it go alittle bit, | can be free-form
and to do that means there’s still a lot of
work to be done. When | hear people like
The Edge (U-2) or Andy Gill | think,
that’s really unique.’ There's something
more there than just pure inventiveness
or just runnin’ away with yourself. It's
something that has very much to do with
the band. It's like a signature. That's
where I'm goin’.”

Creating a distinctive signature sound
within the fundamental minimalist tenets
of rock 'n’ roll has become the basic
credo for many young guitarists. Gill
uses a scratchy metallic sound through
a solid state amp with boosted highs and
lows and no midrange to better define
the angular guitar fragments or “bits”
layered into Gang of Four's Anglican
funk. Ashton plays a variety of solid
bodies through a distortion device (“The
Rat”) and a Roland Bolt amplifier for a
fatter guitar timbre that marks somewhat
of a departure from the traditionally
hard-edge metallic (single coil pickups)
new wave sound. He explains: “| play a
lot of single notes, that's why | go for a
more distorted sound. | have two distinct
Sounds. One is the overloaded chorus-
ey kind of swimming, swirling sound
('India,” ‘Imitation of Christ'} and | have a
more chunky kind of sound that | use on
‘Pulse.’” U-2's center attraction is guita-
rist The Edge, unusual in the newer
order where there are no heroes per se,
because his brilliant rhythm work and
propulsive guitar figures loom large in
the band’'s overall impact, especially
during live-performances. These guys
are in the forefront but there are new
primal wackos coming up every second
with yet another version of how to take
the electric guitar into the ozone.

This fact was recently confirmed to

me on a recent edition of the “Uncle
Floyd" show. A cult favorite on cable TV
in the New York-New Jersey area, this
“talk show" places heavy emphasis on
state-of-the-art moron humor with
instants of pure mutant genius. Genial
host Uncle Floyd Vivino presides over
this barely contained chaos and every
day the show offers up another local
band touting some murky, homemade
single already consigned to musical
oblivion. Lately, I've noticed that the guit-
arists with these bands are departing
more and more fromthe accepted norm.
Just last night this guy was playing a
new modified Fender Telecaster with a
slide and he was happy to lay down
these banshee propeller shrieks that
had absolutely nothing to do with the
tune at hand. It didn't sound bad either.

The new guitarist's approach to the
tools of the trade is just as refreshing as
much of the playing. Historically trendy
faves like the '59 Gibson Les Paul Stan-
dard or the '54 Fender Strat go in the
dumper. They're too damned expensive
and status means less than nothing to
these people. Again, sound is a prerequi-
site. The more trashy or abrasive, the
better. Playability can be a factor but as
Andy Gill notes, choosing a guitar occa-
sionally comes off as a barely conscious
process, not something to be lingered
over. “Ah...a tricky one, that. | don't
know how to answer that. The only
example | can give is the last guitar |
bought since the Ibanez and this [a
Fender copy] is a Burns guitar, a ‘one off’
that he'd made. It's fairly cheap. I've
been through lots of guitars, Strats,
Music Mans, ones with positive eq, but |
still like the rather brittle sound of the
Burns, really.” Ashton echoes this
understated approach to a topic which
can occupy too much of a gutarist's
time: “| started off playing a John Birch
guitar on the first album. It was £200,
cheap enough for me to afford, with a
thin, long scale neck. A typical sort of
lead guitar. I've used SGs and Les Pauls
on occasion. | mainly use a Music Man
[Sabre i} guitar right now. It's quite a
clean guitar but it's got overdrive and
treble boost on it." Simple and to the
point. You don't buy a guitar because
you want to sound like Jimmy Page. You
find one that'll give you a sound all your
own and you take it from there.

It's not that the best and the brightest
of the current crop are radically chang-
ing the face of rock 'n’ roll guitar by doing
something that can be exactly targeted
as different. They've just gone back to
the rock primer, carefully resifting and
re-evaluating the basics to stretch the
guitar's unseen boundaries just a tad.
Just enough to accomplish the miracle
of making this overworked clich€ of an
instrument vital and interesting again
when, by all rights, it should've by now
been consigned to the unholy pit of ter-
minal boredom. [
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Star Guitars cont. from pg. 120
acoustic sound of the three. This one
has an ivory bridge. (Date made: 1959,
Serial No. A-33812.) The D'Aquisto has
a more balanced and better focused
soundthan the L-5. (This one was made
in 1964. Serial No. 1004.) The Switch-
master is the most compressed sound-
ing of the three. (This guitar was made in
1959, Serial No. A-31559.) The Switch-
master ofters optional pickup combina-
tions not normally found in arch-top or
electric guitars. Its scale length and
overall characteristics are the same as
the L-5. An unusual electrical offering in
this instrument is the option of having all
its pickups on simultaneously.
J-200

If it's good enough for Elvis, it's cer-
tainly good enough for me. Called the
“King of the Flat Top guitars™ by Gibson,
the J-200 really was, in most instances,
a flat top L-5. This made for an easy
transition, for most jazz guitar players,
from electric guitar to the J-200. The
sound from the J-200 (Serial No.
A-32948) is big, warm, and a little
mushy. Again, certainly not what you'd
expect from a vintage Martin. My reason
for owning this J-200 has been that it
plays like an arch-top guitar, and there-
fore it is much more comfortable for my
playing style. This model J-200, “the
mustache bridge,” refers to the bridge
shape and is actually a popular nick-
name rather than a product name. The
neck shape on this instrument is very
similar to that of arch-top guitars. Its
most outstanding feature is its beauty,
its especially curly maple back and
sides, and its ornate pickguard.
Collectabllity

There are many excellent old guitars
that are not completely original, but if
your major concern is buying an instru-
ment for playing pleasure then mint con-
dition is not essential, as it would be if the
instrument were to be displayed. Per-
sonally, | have owned some of the ugli-
est Teles, Strats and Les Pauls in
existence — but, boy, could they play.

When purchasing a vintage instru-
ment it is wise to remember that classics
generally maintain their value, but one
should beware of faddish instruments
which may not. Specifically, here are
some of the things to watch for when
purchasing a vintage guitar. Always try
to get a guitar that is as close to original
as possible. Although some alterations
are acceptable, it is foolish to accept
any guitar which could not be returned
to its original state. Keep a keen eye out
for original hardware, tail pieces, tuning
pegs, saddles, etc. | don't mind peg
changes on Gibsons, but | won't accept
any pegs other than the original on a
Fender guitar (this head stock is nega-
tively affected by weight). If the pickups
have been replaced then the original
pickup should be supplied. Try to get
instruments with original frets. When

continued on pg. 132
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SOUND AT THE SAVOY

With a new concept reinforcement system custom designed
for a renovated Blg Apple theatre, such names as Northwest Sound,
Yamaha and U.S. Ploneer are updating the sound of stompin’ at the Savoy.

verytime a new venue opens in

New York touting itself as the next

great full production facility on

the club/theatre circuit, the local
“techies” swarm the place, frequency
spectrum analyzers dangling like LED
mood jewelry from their necks, hoping to
be the first to discover a pocket of stand-
ing waves or a glitch in the P.A. when
someone drops some change into the
cigarette machine.

The Savoy, new jewel of the already
glittering New York music scene, leaves
most of them begging. Ron Delsener, the
most prominent and consistent promo-
ter of contemporary music since Bill
Graham left town, has refurbished an
elegant old Broadway theatre that had
been dormant for years and has made
the already hotly competitive Big Apple
circuit burn. Delsener’s new venture is
elegant, sleek. It is not, as one local tech-
nician puts it, “young, fast and scientific"
as so many of the new places are. Duke
Ellington would have loved the Savoy.
Lots of marble and hard waxed black
floors. Big chandeliers. Plush black
drapes separate the bar inthe foyer from
the listening area. The flowers overflow-
ing from the prominently placed urns are
real. We wanted to see what the new
place in town had to offer apart from its
elegant atmosphere. And we left our
spectrum analyzer at home because we
didn't need it.

Kudos for this excellent P.A. installa-
tion go to Northwest Sound of Portland,
Oregon. Contracted by Delsener with a
liberal budget and an endorsement
agreement with an equipment manufac-
turer, their approach to the design and
installation of the system coupled with
Delsener's propensity for quality pro-
duction has taken the time-worn phrase
"state of the art” one step further.

For the most part, only two equipment
manufacturers are ‘represented here;
Yamaha, known in pro P.A. circles for
the roadworthy PM 1000 Series Mixing
Console, and U.S. Pioneer, heretofore
relatively quiet on the pro sound front. A
spin-off of the consumer audio giant,
Pioneer’s Technical Audio Division or
“TAD" will most likely turn this silence
into a clear resonant murmur within the
industry. Bob Stern of Northwest who
supervised the design and installation
with partner Chris Strom, told us that
Delsener's concern for prudent spend-
ing was matched by his willingness to go
with the best, as long as costs were justi-
fied. Stern secured an endorsement
from U.S. Pioneer which pared down the
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cost and the U.S. Pioneer banner
appears in Savoy print advertising. The
TAD components don't come cheap, but
with this kind of an endorsement, North-
west's six figure budget allowed them to
put together a formidable two-way P.A.
system of exceptional quality. Whereas
most sound companies are carrying
three-, four- and even five-way systems,
this one borders on the radical.

Simply put, the systemis comprised of
the following: All speaker cabinets are of
Northwest design and utilize one or two
15" speakers manufactured by TAD.
Each cabinet is also equipped with a
Northwest horn fitted with a special ber-
yllium driver manufactured by TAD that
covers not only the mid-range, but the
higher frequencies as well. One might
suppose that some frequency loss
would be audible with this design. Not so.

We stood on stage during a sound
check by Earl Klugh and his band before
opening night of a recent two-day run at
the Savoy, listening to the quality of the
monitor mix coming from a wedge floor
cabinet employing two of the 15" speak-
ers and the requisite hybrid horn. Moe
Slotin, the Savoy's house monitor mixer,
agreed with our appraisal of the sound
as “hi-fi, very good hi-fi!"” Slotin is a vete-
ran of stage and roadwork and he took
the time to lead us through the monitor
system’s signal path, explaining that
there were no fancy electronics ac-
countable for the clean sound being pro-
duced, at a relatively high volume
without distortion or system noise. Skep-

By Marc Sllag

tical nonetheless, we scrutinized the
Yamaha PM 2000 Series 32 input/8 out-
put mixing console for signs of “hotrod-
ding” or modification. But it was as clean
as the Yamaha one-third octave equalizer
on each output andthe assorted Yamaha
power amps and crossovers mounted in
a mobile rack for storage. Stock equip-
ment throughout. The as-yet-unverified
count of 1,012 knobs, buttons and faders
of the PM 2000 and the 27 bands of Eq
shaping on each monitor/send provide
nothing so complicated that any normal,
ambidextrous centipede couldn't oper-
ate it. Each monitor output serves as an
individual mix for the performers on stage,
enough to satisty the most dour-faced
monitor mixer who's been struggling to
placate his or her band with the two or
three monitor mixes standard with most
in-house installation. But the Savoy can
not be considered a “standard” installa-
tion. More a theatre than a club, the
sound system and the lighting must
meet the production needs of a varied
cross section of performing artists, from
Santana and Leon Redbone to James
Taylor and Patti Lupone.

Slotin mentions one drawback. There
are a number of bands requiring the use
of all eight monitor/sends but not all
require eight separate mixes. The engi-
neer is faced with the somewhat tedious
and taxing replication of the same mix
on more than one output. Moe mixes
monitors for about 60% of the artists who
perform at the Savoy and is philosophi-
cal in his approach to mixing two or
three acts "blind" in a single night, often
for only one show. “Part of being able to
adapt so quickly to so many bands is the
flexibility of the board. It's logically
arranged and it seems impossible to
overload the thing. In a situation like the
Savoy it's 20% technology and 80% psy-
chology. This monitor system is a given.
I'm trying to find a way to get the bands
coming in to turn down!” The master
volume control for Moe's monitor is
labelled “EAR DEATH CONTROL.”

Ron Lorman is the chief engineer at
the Savoy and a veteran of world tours
with Frank Zappa, Jack Bruce and Nina
Hagen. He's also well-versed on most of
the house systems in New York. He
pointed out the four identical cabinets
that hang to within eight feet of each side
of the stage, the rigging and wiring de-
scending through neatly-cut holes in the
bas relief of the proscenium arch. Each
cabinet contains the same components
as the described monitor wedge, though
their rectangular cabinets can be
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perfect reception.

ground noise.
X911 synthesizer.

® Amazing low price.

INCREDIBLE!

NOW YOU CAN GO WIRELESS
FOR THE PRICE OF A FLANGER!

THE SAMSON TR2 WIRELESS GUITAR [OR BASS) SYSTEM.

@ Gives you freedom of movement—play up
to 200 teet and more from your amp with

® FCC approved FM broadcasting system.
m Fixed frequency for easy operation.
m Noise-squelch circuitry to reduce back-

® Use with any standard amp, effects, even
& Boosts your pickup power.

Complete TR2 System Including
Transmitter, Receiver, Battery
$265 Suggested Retail Price.

SAMSeoN

SAMSON MUSIC PRODUCTS
249 Glen Cove Road, Old Westbury, New York 11568
Write for the name of your nearest Samson dealer.

The MESA Engineering

The Ideal 6L6

Thus, since all tubes are

(MESA/Boogie) 6L6 output

individually chosen only

tube is the result of two years’ The MESA Sm 415 when meeting this ideal spec,

cooperative effort with the leading manufac-
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 before be-
ing selected as a MESA STR 415 type 6L6.

it is not necessary to match them in pairs. The
problem with pair-matching is that the pairs
differ — some are stronger and amplify more
— and replacing a single tube is not feasibie.
The MESA STR 415'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 eise built on a reputation for superior quality and inno-
vation, detivering 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
within 6 months will be replaced free. Each tube is $ 10 including shipping anywhere in US (cash,
money order or certified check). Also available COD, $12 each plus shipping charge (Cash only).
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Signature

All orders shipped within 24 hours.

, Name
Street
City
State_ . Zip
Quantity of 6L.6 Requested
$10ea, enclosed |_ishipCODat $12ea
_TEESHIRTSI $6.00 ea.

’ v Phone ()

W -, STRa4I5 4, 1%}

STRa15 (I8 (‘ " circlesize S M L XL Quantity
California residents must add 6% sales tax

ﬁ\vs'""i {“Q g‘ Visa & MC accepted #

GRAND TOTAL
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1317 ROSS STREET
PETALUMA, CA 94952
call (707)778-TUBE
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angled up or down slightly to provide
ample coverage for the plushly uphol-
stered theatre seats in the two balco-
nies, as well as the more typical night-
club seating on the orchestra floor. Dur-
ing the refurbishment, hard reflective
surfaces were removed where neces-
sary and the room acoustics are now
well-balanced and rich.

Three levels above the stage, the
power amps, crossovers and ‘“out-
board” equipment for the main system
are housed in a rack installed in a
temperature controlled room — 58°
works as well for power amps as it does
for wine. Integral to the rack is switching
circuitry that allows Lorman to isolate
the input stage of each system compo-
nent while listening to the signal via a
small Northwest-designed speaker. For
the first time we noticed some equip-
ment without the Yamaha logo, specifi-
cally a Lexicon Prime Time DDL which
provides the delay for two speakers
under the first balcony and dbx 160 Limi-
ters to protect the mains. Maintenance
was designed into the system and,
speaking from Portland, Bob Stern
explained that a major consideration in
the selection of Yamaha equipment was
their network of service centers.

Installed neatly in the first balcony is a
Yamaha PM 2000 console identical to
the monitor mixer, mute testimony to the
unit's flexibility. Lorman's aerie is sparsely
equipped with only a tape deck for play-
back, a pair of dbx Limiters and one-
third octave equalization. Reverb is
provided by a Northwest speaker and an
AKG 414 microphone in the sub-basement.

Both Lorman and Slotin agree that
their gig is easier due to the amount of
headroom the sytem offers and the fact
that a lot of cumbersome maintenance
has been removed by virtue of North-
west's design is icing on the cake. We
listened to soundchecks and perfor-
mances by Muddy Waters, whose growl-
ing electric blues sawed through the
system out front. On a subsequent even-
ing, Earl Kiugh's mellifluous acoustic
guitar work shimmered throughout the
house. The system presents a balanced
frequency spectrum and the PA. is
transparent as all P.A.'s should be, allow-
ing listeners to hear the band on stage,
not the P.A,, even at the highest point in
the upper balcony. The technical staff of
the house is excellent, led by stage man-
ager John Ackerman. Mention must be
made of the superb lighting system
designed and installed by Michael Calli-
han, one of New York's most accomp-
lished lighting mavens. Callihan also
worked with Northwest in the electrical
distribution of the stage, and ground
loops are rare at the Savoy. No doubt,
the aforementioned “techies” will have
a hard time swallowing all of this. Tell
them to bring their Sound Pressure
Level meters and a pair of well-
scrubbed ears. They'll be amazed at
how clean /oud can sound. [



HOLD IT

BEFORE YOU BUYA SUPERTWEETER.

Your live system is sounding more
dead than alive and you know you
need a supertweeter. But consider this
before you rush out to buy one of the
“old standards” — Yamaha's JA-4281B
compression tweeter is better. It packs
the kind of ultra-high frequency
response, high sensitivity and
dispersion necessary to keep up with a
powerful bass and midrange.

A conventional dome tends to

resonate, break up and yield high
distortion, so we use an aluminum ring
radiator to generate the sound. Its
rigidity and low mass provide a
smoother top end with superb
transient response. The ring’s output is
efficiently coupled to the acoustic
environment by an integral, circular-
slot type diffraction horn which
disperses the sound over a 120°
conical pattern at 10 kHz. This wide
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coverage plus a very high sensitivity
means you need fewer supertweeters
to cover a given area.

We've just mentioned the
highlights. Why not write for all the
facts to: Yamaha, P.O. Box 6600, Buena
Park, CA 906227 Or visit your Yamaha
dealer and hear the difference. You'll
be glad you held out for a Yamaha.

Because you're serious.

1

EDGEWOUND ALUMINUM
VOICE COIL , | DIAPHRAGM ' ‘
ALUMINUM INTEGRAL CIRCULAR-SLOT HIGH ENERGY
SHORTING RING EXPONENTIAL HORN
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Or Yamaha Canada Music Ltd , 135 Milner Ave., Scarborough, Ontario M1S 3R1
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Star Guitars cont. from pg. 126
buying vintage Fenders examine the
neck closely. Make sure the fingerboard
radius has not been changed because
this will devalue the guitar. | have never
been one to insist upon mint condition
finishes; however, refinishing does
devalue the instrument.

Expect prices to vary. Generally
you're better off purchasing a guitar
from a reputable dealer, but don't let that
stop you from “treasure hunting” since
there are a great number of fine instru-
ments in private hands. With luck and
perseverance you may just find a truly
special guitar. [

Hill/Freeman cont. from pg. 44

it's as if he had anticipated the avant-
garde years ago.) It's a tone that may
take some getting used to, but which
somehow fits in with the more classic
variety — as Freeman's collaboration
with the meaty Willis Jackson, coming
up this summer on Muse Records, dem-
onstrates.

That Von Freeman and Buck Hill are
at last capturing some limelight is more, |
think, than a minor repudiation of Coas-
tal Capital-ism — it's a bona fide
bonanza for those still hungering after
jazz's unique mandate to surprise. And
their joint emergence in the late 70s
struck me as a fortuitous coincidence.
The revenge of the unheralded? | jok-
ingly suggested as much when | asked
Chuck Nessa (of Nessa Records) when
the Freeman/Hill collaboration would
be in the stores. To Nessathough, it was
neither a joke nor a new thought. “We're
recording it in a few months,” he said,
catching me off guard. Then again,
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SAMSON’S LOW COST POSTER

A A
Grateful Dead
RP101 Copy of ong San Francisco $350
billboard ad (Skull & Roses)
L RP102 Blues For Allah LP cover 350 |ay

AP103 Terrapin Station LP logo 350 ; »
RP104 Full color close-up on stage 400 .
RP105 Coitage of concert shots 300
*RP106 Onginal group with Pig Pen 300

® Improves sound quality at least 50% R e Db LA e

B Eliminates “mush” in mid-section : RP210 Boston oga of st (P 300
W Totally controllable hot signal APo1? Beaties 3%
@ Full tone range

® Gives you a completely even keyboard
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AP212 Beaties collage 300
RAP214 The Doors porirail 300
AP215 Jim Morfisan Amencan Poet 300
RP216 Jim Mornson partrail 300
"RP217 Jim Morrison portrait (b&w) 300

. EI . f 0 9 RP218 Fleetwood Mac portrant g%
lmlr}ates need for expensive parametric T— aal) #‘2';‘;:33“5"';::::"‘5'302 oo
eCIuallzer RP222 Led Zeppelin collage 300

@ Consists of preamp with controls and battery fogs Lzt gois - 300 8 1
. . . . . RP225 Ted Nugent in concert ! K
B Install it yourself in ten minutes with no soldering Rrzzr Yes colage” 300 U
Or dnlﬁng *RP229 Neil Vougg por!?a»l gz %
A *RP230 Crosby. Stills, Nash, Young
B Fits all Rhodes stage models Rezd) Selosiasgas il LAY
®Only $89.95 suggested retail price RP% Zome soen ooten 300 A2ID
K , RP236 Lynyrd Skynyrd group photo 300
. RP237 Beatles 1963 Palladium 3.00
RP238 Pink Floyd in concert 300
s AMS"N RP239 Lynyrd Sslynym ct:lllage g%
0 Rolling Ston:
SAMSON MUSIC PRODUCTS RP242 Pk Floya Tne Wall collage 300
RPai6 Fraon 2epoa onstage 300
249 Glen Cove Road, Old Westbury, New York 11568 Posters Approximate Size 2. x 3t
Write for the name of your nearest Samson dealer. e Ful Color Except Where Noted By *
Rhodes s the registered trademark ot CBS Musical Instruments :
Samson Music Products 15 1n no way connected with CBS Musical Instruments t&?:gfﬁs‘:"_’;iz_‘::?:;g: :,.T;T‘:I_T

residents acd 5% sales tax. SEND ORDERS TO:
C.M. PRODUCTS, 33 Park Avenue, Rutherford, N.J. 07070.
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AVAILABLE WITH
STUDIO BASE or TRAVEL BASE

TRAVEL BASE

Chrome Steel

Tubular
Folding Base

STUDIO BASE
12" Black Cast
iron Base

INTRODUCING THE NEW
REVOLUTIONARY

One Piece
Mike & Boom Stand

Converts instantly
from Mikestand to
Mikestand with Boom!

Today’s musician is loaded down
with enough equipment to outfit
an orchestral army. On the road or
in the studio, you're looking to cut
down on the bulk and cost of all
the paraphernalia.

NATIONAL’s Versatile Mike &
Boomstand Combination Takes
the First Step in Cutting the Extras!
The unique, patented “ADJUST-
A-CLUTCH?" feature allows you to
silently convert from mikestand to
mikestand with boom and vice-
versa in just seconds. Adjusts to
any position. Made of heavily
chrome plated tubular steel; pro-
fessionally designed and en-
gineered for convenience and
economy. EASILY STORED and
TRANSPORTED!

Join the musical revolution with
the trend-setting one-piece mike &
boomstand — the practical solu-
tion for saving time, space and
money!

HOW IT WORKS...

AS A MIKESTAND... AS A BOOM...

AVAILABLE ONLY BY MAIL

$2995

Plus Taxes Where Applicable
Plus Shipping & Handling Charges

Lift internal tube fully, tilt and adjust to
desired travel and angle...tighten knob

Lift internal tube to
desired height and
tighten knob

INATIONAL BANDSTAND PRODUCTS, Inc. Sares"

EAST ISLIP, NEW YORK 11730

I Yes! Please send me Mike & Boom Stand(s) with (check appropriate box indicating Base desired) l
Note: Studio Base w ipped with Mike & Bo l

l O STUDIO BASE O TRAVEL BASE stand unless otherw pecthed

l Name l

l Address Phone I

l City State Zip l

Piease make check or money order payable to NATIONAL BANDSTAND PRODUCTS, INC
. Please allow approximately 4 weeks for delivery >
L8 3 2 1 X 3 ¢} _; §f ¢ _ N 8§ N J§ 8§ J | §® F F I T ¥ 1 4



BOOKS

ROCK READ presents the only book on the New
York Dolis! A British import for $4.95 pius $1.00
shipping. Free catalog available. Send check/m.o.
to Rock Read, Dept. M, 799 Broadway, New York,
NY 10003.

ROCK MUSIC BOOKS at DISCOUNT PRICES.
Van Halen $9.95, Zeppelin Complete Guitar $7.95,
AC/DC Back in Black $6.95, Pat Benatar $8.95,
Devo Freedom of Choice $7.95, Grateful Dead
Anthology $13.95, Black Sabbath Shattering
Sounds $7.95, Hendrix Note for Note $5.95. Send
check or money order, 50¢ for catalog. DISCOUNT
MUSIC WAREHOQUSE, P.O. Box 212M, Lindenhurst,
NY 11757
INSTRUCTIONS

DJ-NEWSCASTER-TV CAMERAMAN —Sports
caster-Announcer-Studio Technician. Financial aid
and VA benefits. American Academy of Broadcast-
ing, 833 Chestnut St., Philadelphia, PA 19107.(215)
922-0605. Call collect.

PIANO UNIVERSITY offers free catalog of
cassette courses in all aspects of piano ptaying.
Write Box 192-pl, Medford, OR 97501.

YOUR DRUMMING CAN SOUND BETTER
within six weeks through my drum set study course
on cassettes. Improve your Time, Swing, relaxation,
concentration, memory, hearing. Better than the
local teacher or College of Music. Not for beginners.
How can you qualify? For a one hour lesson
cassette, a 20 minute recording with proof of suc-
cess, 24 page discussion, send $10 to Stanley
Spector School of Drumming, 200 West 58th St.,
Dept. ML-10, New York, NY 10019.

BASEMENT BOOGIE: instructions for the do-it-
yourself rocker. Rock styles explained in guitar tab-
tature, simple diagrams for bass-rhythms. #1
Rockabilly; #2. Chuck Berry/Bo Diddley; #3. Reg-
gae. $4 each (postpaid) T. Echterling, Box 1415,
East Lansing, MI 48823.

WARMING-UP VOCALLY cassettetape. Voice-
work at home or on the road. Relax your energy,
expand your breathing, increase sensitivity. $10:
Voicetapes, Box 10689-M, Chicago, IL 60610.

MUSICIANS: Jazz Music Books for all instru-
ments. Catalog! Dick Short Music, Jazz Books,
1503 East Cedar, South Bend, IN 46617.

PLAY MUSIC BETTER through understanding
chords as used to create "musical ideas.” — Free
information — Music Learning Systems Publishing,
Dept. 11M, RD3 Box 142, Olean, NY 14760.

INSTRUMENTS

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 California Rd., Yorktown Heights, NY
10598

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

STRINGS, PICKS, PICKUPS at Discount Prices!
We carry only high quality name brand merchan-
dise. FREE price list. Mail America, P.O. Box 8939,
Baltimore, MD 21222.

MISCELLANEOUS

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

MUSICIANS! GET WITH IT! Fed up with waiting
for the right group or right musicians to find you?
Then call us! The music industry’s largest source of
Qualified national talent. PROFESSIONAL MUSI-
CIANS' REFERRAL — we are putting more musi-
cians in contact with each other than anyone in the
business. Want to be next? Call 1-612-825-6848
and get things rolling now!

ALL NEW MUSICIANS' REFERRAL SERVICE.
Run By Musicians For The Musician.

For a 3 month period have your name, instru-
ment(s), and experience made available FREE of
charge to any inquiring band leader throughout the
United States, and other parts of the world. Send
$14.25 check or money order to: CAPRI, A division
of Paris & Lasser Ent., Inc., 1 Musicians Drive, P.O
Box 3174, Trenton, NJ 08619. Please enclose your
phone number, location, availability, style(s) of
music, and if you are willing to travel. Band leaders
call (609) 586-5702 between 1 pm. and 3 p.m.

Classified
GUITARISTS learn over 70 hot new rock licks and
tricks, plus scales and more...for booklet send

$3.95t0HOT LICKS, P.0.Box 270C, San Geronimo,
CA 94963

VL SHOW YOU HOW_. WITH SIGHT & SOUND™ INSTRUCTIONS

PLAY LEAD GUITAR

* MELLOW ROCK & POP  * PROGRESSIVE  * BLUES

» MARD ROCK & HEAVY METAL  * COUNTRY
. .
”\ﬁ?- )
FAST & EASY._. WITHOUT f\a
READING MUSIC ! T

This ‘revolutionary’ method is like

NOW. LEARN TO PLAY

having a lead guitar teacher
standing next to you!

Send $2 today for our sample

ON EDWARDS MUSIC STUDIO

D
8710 WHEELER CT. /DEPT. 36 /MENTOR, OHIO 44060

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

ROCK/COUNTRY COLOR PHOTOS! AC/DC,
Allmans, Beach Boys, Bee Gees, Buffett, Cars,
Chapin, Chicago, Cross, Dire Straits, Doobies,

Denver, Eagles, Elton, Engelbent, Foreigner, Heart,
Jan/Dean, Journey, Kansas, Loggins, Mandrelts,
Oaks, REO, Rogers, Waylon, others. Catalog/Sam-
ple $1. Mention favorite. SMILE, Box 15283-M,
Chesapeake, VA 23320.

SPRINGSTEEN OR RONSTADT SAMPLE.
Beautiful close color concert photos: Presley, Neil
Diamond, K. Rogers and others. Catalog/sample $1
IN CONCERT PHOTOS-MS, Box 1156, Panama
City, FL 32401.

FRONT ROW AND OFFSTAGE COLOR
PHOTOS! Dead, Stones, Springsteen, Bowie, Hen-
drix, Zeppelin, Clash, Sex Pistols, Who, Costello,
Zappa, Kinks, Blondie, Pretenders, Petty, AC/DC &
400 other Rock, Heavy Metal & Progressive bands.
Longest in the photo business. Largest Selection &
Highest Quality by far. Send $1 for sample/cataiog.
Indicate favorite band(s). For sample photo, PINES
PHOTOS LTD., P.O. Box 1122, Dept. MPL. Madison
Square Station, New York, NY 10159

MUSIC DOODLERS! Have lots of fun with this
four poster set of orchestra instruments. Each pos-
ter 17" x 22" Suitable for framing. Four poster set $6.
Send check/m.o. to: WE EDUCATIONAL MUSIC
PUB., 2104 Poplar, Terre Haute, IN 47803

ARE YOU NOW, or have you ever been...arock
'n’ roll animal? Get the picture: Animal Ink, Dept. M1,
P.O. Box 382, New York, NY 10024.

T-SHIRTS

QUALITY SILKSCREENED T-SHIRTS. N.Y
Dolls, The Who, Clash, Doors, Beatles, B-52's, Jim
Morrison, Sex Pistols, and many many more, over
60 designs. Send stamp for catalog to Gang of
Printers, 8 South Broadway, Box 15, Salem, NH
03079

CHARLIE PARKER T-SHIRTS! Also Eliington,

Coltrane, Holiday (also women's shirts). Dolphy,

Monk, Miles, "Bebop Lives," Mingus, Bud Powell,

Dizzy, Dexter Gordon. Original designs, satisfaction
uaranteed. S-M-L-XL gIOO. BIRD LIVES, PO
ox 87M, New Lisbon, Wi 53950.

RECORDS & TAPES

JAZZ MAIL ORDER SPECIALISTS. Imports,
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,

REGGAE » SKA

and rock steady recordings from
Jomaica, US. UK. Wide selection of
current and classic LP's, 45's. lllustrated

catalog listing records, T-shirts,
and more-50¢ Retail/ Wholesale
SINBAD
M Athens Oho 4570

POB 70

RECORDS/TAPES/IMPORTS! Moby Music
ofters an extensive selection of European and Jap-
anese imports, domestic records, tapes, and up-to-
date new releases at super discount prices.
Audiophile, speciatty items, 100’s of import and
domestic cut-outs also. Fast efficient mail and
phone order service. Schwann catalogs available.
September is Doors/Dead/Doils month! FREE
catalog — better send for yours now! MOBY
MUSIC, 14410-M Ventura Bivd., Sherman Oaks,
CA91423.

RARE CONCERT & STUDIO RECORDINGS
Dead, Doors, Beatles, Dylan, Stones, Springsteen,
etc. Send two stamps for catalog: ACME P.O. Box
14438, Minneapclis, Minnesota 55414.

THE COMPLETE STORE for the Serious Record
Coltector. Extensive selection. New, used, discon-
tinued (rock, new wave, oldies, jazz, classical, etc.).
TOP DOLLAR PAID tor your coliection. PRINCETON
RECORD EXCHANGE, 20 Nassau St., Princeton NJ
08540. (609) 921-0881

WORLD'S LARGEST RECORD COLLECTORS
magazine — Goldmine. Over 50,000 records
offered each monthly issue. Sample $3.00 (U.S)
Free music book catalog — rock, jazz, oldies. Gold-
mine, Box 187-MU, Fraser, M| 48026.

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

IMPORTED RECORDS — The Grateful Dead,
Doors, Beatles, Pink Floyd. High Quality Rock, New
Wave, Audiophile Pressings from Japan, Australia,
England, Mexico, Canada. Large Selection. Free
Catalogue. SCHEHERAZADE RECORDS, P.O. Box
607-M, Carrboro, NC 27705.

A RECORD STORE IN YOUR MAILBOX! Dis-
count new releases, 250+ Independent Labels, rari-
ties & hard to find, Bargain & Cutout LPs and Tapes
from $1.49. FREE information on our 350+ page
catalogs. SQUARE DEAL RECORDS, Box 10028,
San Luis Obispo, CA 93406. Wholesale inquiries
welcome

THE RECORDS YOU READ ABOUT are only
the beginning of a vast unrecognized well. Get a
catatog and find out more. ILLUMINATEAR,
Dept-MU, 500 North St. Ext., Winooski VT 05404.

JAZZ, POP, BLUES, LPs! Over 2000 titles at
discount prices, fast dependable service. For Free
Catalog write: MAINSTREAM RECORDS, Box
271-M, Cambridge, MA 02138.

FREE! Hottest Auction List Anywhere. 4 times
yearly. FINESTRECORD STORES, 2400 8th Ave.,
Greeley, CO 80631

LP & 78 RECORDS SHELVES, speaker stands,
audio racks, TV carts. Real wood, 1%:" thick, 16"
deep, expandable. 50 designs, hold 81 102,088 LPs.
Mail order catalog: FILSONIC FURNITURE, Dept
36M, P.O. Box 664, La Grange, IL 60525.

VERY RARE COLLECTORS RECORDINGS
of Rock Concerts, Mahogany Rush, Groundhogs,
Etectric Sun, Rory Gallagher, Dead, more. Send
stamp for Free Catalog. The Blind Jogger, Box 1268,
Redding, CA 96099.

LIVE CONCERT & STUDIO TAPES. Large
selection. Send one stamp for interesting free
catalog: ROCK TAPES, P.O. Box 356, Scarsdale,
NY 10583. VIDEO

THE DEAD MOVIE on video disc. Rock concerts,
movies and promos on video cassettes. Send $1 for
catalog. VLS/MP, 1007 Wright, Ann Arbor, M1 48105.

CLASSIFIED: $1.25 per word, $25.00 minimum.
DISPLAY: $100 per column Inch. Frequency
discounts avallable. Call Cindy at(617) 281-3110
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The new Professional Audio
Buyers Guide has just been
released from SIE Publish-
ing. In its more than 240
pages are listed thousands of
products from over 70 manu-
facturers. Each entry in the
Professional Audio Buyers
Guide includes its manufac-
turer's suggested retail price,
SO you can compare not only
features, but also the cost of
different items. SIE Publish-
ing, P.O. Box 4139, Thousand
Oaks, CA 91359.

Rounds, a new line of round-
wound strings for acoustic,
electric and electric bass
guitars, has been introduced
by Sterlingworth Music.

Rounds, created for the
player who requires the pow-
erful, big sound of round-
wounds, offer the beginner or
professional exceptional bril-
liance, dynamic harmonics,
punch and intonation. Availa-
ble for acoustic guitars in
80/20 Bronze or Phosphorus
Bronze, for electric guitars in
nickel-plated steel and for
electric bass in stainless
steel. Sterlingworth Music,
Inc., 2025 Factory Street,
Kalamazoo, Ml 49001.

R@OUNDS

ELECTRIC GUITAR STRINGS

B8Y STERLINGWORTH
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Electro-Harmonix introdu-
ces their new Digital Delay
with Magna Storagetm. Newly
developed circuit techniques
have made possible virtually
noise- and distortion-free
performance from this com-
pact unitatuptotwo seconds
of delay with a high fre-
quency bandwidth of upto 12
kHz. An exclusive feature
allows youtorecorduptotwo
seconds of music in digital
memory and keep it continu-
ously playing back while you
play along with it. Chorus,
vibrato, status indicator LED
and silent electronic switch-
ing are all standard features.
Electro-Harmonix, 27 West
23rd St., NYC, NY 10010.

New Pro-Grip picks from
D’Andrea Manufacturing
feature a newly developed
surface which prevents the
pick from slipping out of your
grasp — the harder you play,
the more it grabs. Picks are
available in standard gauges;
flexibility and response are
equal to other popular cellu-
loid picks. Pro-Grip picks are
packed in a convenient draw-
string pouch. D'Andrea Man-
ufacturing Co,, Inc., 141 Eileen
Way, Syosset, NY 11791

“Patch of Shades’ from Stick
Enterprises is a new kind of
effect for electric instru-
ments. The musician presses
his toe on the pad to gradu-
ally shade from his normal
direct sound into the bass
end of a smooth and noise-
less wah, and shifts his
weight to move through all of
the wah frequencies. The
pressure pad simultaneously
operates a volume output for
shading in echo, flange, or
old effects into a second
amplifier or channel. A
detailed brochure can be
obtained free frcm Stick
Enterprises, Inc.,8320 Yucca
Trail, Los Angeles, CA 90046.

Roland is proud to release
the new MC-4 MicroCom-
poser, a powerful computer
specially designed for writing
and performing musical
compositions. Up to four
pairs of voices can be pro-
grammed from a synthesizer
keyboard or the MC-4's own
calculator style keyboard.
Performances can include
programmed pitch, rhythm,
dynamics, tempo and much
more. Many advanced func-
tions are available including
syncing to tape for building
multi-track performances
with absolute precision. The
composition data in the
MC-4 memory can be stored
for later use with the self-
contained tape memory
interface or through the
optional MTR-100 Digital
Data Cassette recorder,
which includes automated
search for specific data
tracks and exceptionally fast,
reliable data storage and
retrieval. Roland, 2401 Say-
brook, L.A., CA 90040.

A new monitor mixing con-
sole with six separate output
mixes for onstage monitor
mixing, sound reinforcement,
and recording applications is
being introduced by Audy
Instruments. Standard fea-
tures include: input and out-
put channel patching; EQ
in/out switch for each input
mix control; individual chan-
nel muting; tatkback; 6 auxil-
iary inputs, headphone
monitoring with solo priority
system; high resolution, 20-
segment LED bargraph
meters; phantom power;
work lamp socket; and flight
case. Audy Instruments, Inc,,
P.O. Box 2054, Salem, MA
01970.
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Unicord announces the
introduction of the Jim Mar-
shall Signature Series Ampli-
fiers. The new Signature
Series, dubbed JCM800 will
incorporate the basic Mar-
shall 50 and 100 watt lead
amplifiers. New additions are
the models 2000 and 2001,
200 watt lead and 300 watt
bass units. Both new models
utilize a two-channel design
with channel switching facili-
ties. Special effects sendand
return accessories are pro-
vided for all channels. The
2001 bass model offers an
incorporated compression
circuit in the power amp sec-
tion. Both rear panels include
XLR speaker connections as
well as standard speaker
connectors and an XLR 600-
ohm direct out signal for con-
nection to mixing desks.
Unicord, 83 Frost Street,
Westbury, NY 11590.




DIFFERENT STROKES

Pianet-
Clavinet Duo

Clavinet E7

String Performer

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

Drop in on a recording studio, and 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 bass lines with Hohner Bass 3s.

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

C86 Organ

PianetT

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 Pianet T.
While songwriters have started calling it the “songwriter’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 and electro/mechanical keyboards.
Check out the entire line at your music dealer today.

Hohner understands.

® HOHNER

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




Two

Orchestral Stupidities

Several years ago...five maybe...the peo-
ple who promote our rock shows in Vienna
(Stimmung Der Welt) approached me with the
idea of doing a concert in Vienna with the
vienna Symphony. | said okay. After two or
three years of pooting around with the mechan-
ics of the deal, work began on the final prepara-
tions. The concert was to be funded by the City
of Vienna, the Austrian Radio, the Austrian Tel-
evision, and a substantial investment from me
(the cost of preparing the scores and parts).

At the point when the official announcement f§
was made that the concert would take place (| ’, .
think it was in June or July), there was no writ- AT
ten contract with any of the governmental [s¥§
agencies listed above. As it turned out, the Z#2s#%7g
person from the Austrian TV who pledged $300,000 toward
the budget (which was to cover three weeks of rehearsal,
shipping of our band equipment, air fares and housing for band
members, and band and crew salaries....| was not getting paid
for any of this) did not really have the authority to do so and
was informed by his boss that that amount had already been
committed to other TV projects. This created a situation where-
in the remaining sponsors still had their funds available, and
wished to proceed, but somebody had to round up the missing
$300,000 from another source.

At this point Bennett Glotzer, my manager, got on a plane to
Europe and spent the best part of a month thrashing around
the continent trying to raise the missing bucks. No luck.
Between his travel, food, hotels and intercontinental phone
calls and my investment in copyist fees to prepare the music
(not to mention the two or three years | had spent writing it), the
total amount | had spent in cash at the time the concert was
cancelled came to around $125,000.. .this is not funny unless
you're Nelson Bunker Hunt.

That was orchestral stupidity #1 ...the second one goes like
this: last year in Amsterdam, the head of The Holland Festival
came to my hotel and said they wanted to do a special per-
formance of my orchestral music with The Residentie Orches-
tra (from The Hague), as well as performances of certain other
smaller pieces by The Nederlands Wind Ensemble, all of these
performances to take place during one whole week of the
festival. | told him that | had received several offers in the past
(including one from the Oslo Philharmonic where they thought
they might be able to squeeze in two days of rehearsal), and
described the whole Vienna business in glowing terms. I told
him that it would be nice to have the music performed, but,
since there was a lot of it, and it was difficult stuff, there was no
way | would discuss it any further without the guarantee of a
minimum of three weeks rehearsal, and in no way was |l inter-
ested in spending any more of my own money on projects
such as this.

He assured me that they were committed to doing the pro-
ject, and that the rehearsal schedule could be arranged, and
not only that...they were willing to pay for the WHOLE THING.
The Holland Festival put up the equivalent of $500,000 for the
event. Deals were then made with CBS to record and release
the music, more copyists were hired, musicians from the U S.
who were going to play the amplified parts of the score were
hired, road crew people who would handle the P.A. equipment
(as the concert was to be held in an 8,000 seat hall) were hired,
and a rock tour of Europe was booked (to help pay the cost of
shipping the equipment and the salaries of the U.S. people

By Frank Zappa

involved...again, | was not getting paid), all in
preparation for another summer orchestral
concert that was doomed like the other one.

What happened? Well, first, let's understand
the economics of a project like this. It involves
a lot of musicians and they all like to get paid
(this is a mild way of putting it). Also, since it
was to be an amplified concert, there is the
problem of special equipment to make the
sound as clear as possible in the hall (it was
called “THE AHOY"...a charming sort of
Dutch indoor bicycle racing arena with a con-
crete floor and a banked wooden track all
around the room). Also there was going tobe a
recording of the music, necessitating the
expenditure of even more money for the rental
of the equipment, engineer’s salary, travel expense, etc., etc.

After making a deal with CBS to cover expenses that the
Dutch government wouldn't, a new problem arose that became
insurmountable — the needs of the U.S. musicians. Despite
earnings of $15,000 for 17 weeks in Europe, all expenses paid,
a few of these musicians called our office shortly before the
start of U.S. rehearsals and tried to make secret deals to get
their salaries raised and “Don’t tell the other guys....”

When | heard of this, | cancelied the usage of the electric
group with the orchestra, saving myself a lot of time and
trouble rehearsing them, and a lot of money moving them
around. Plans remained in effect for the orchestral concerts to
continue as acoustic events in smaller halls. The recording
plans remained the same also...five days of recording follow-
ing the live performances.

About a week or so after the attempted hijack by the U.S.
musicians, our office received a letter from the head of the
Residentie Orchestra. Among other things, it mentioned that
the orchestra committee (a group of players that represents
the orchestra members in discussions with the orchestra man-
agement) had hired a lawyer and were ready to begin negotia-
tions to determine how much of a royalty they would get for
making a record. Since | had already raised the funds from
CBS to pay them the necessary recording scale for doing this
work, such a demand seemed to be totally out of line with
reality, as | had never heard of a situation wherein an orches-
tra demanded that the composer pay them royalties for their
performance of works he had written, nor did | feel it would
have been advisable to set a dangerous precedent that might
affect the livelihood of other composers by acceding to the
wishes of this greedy bunch of mechanics.

A short time after that, the orchestra manager and the guy
we originally talked to from the Holland Festival flew to Los
Angeles for a meeting to go over final details. They arrived at
my house about midnight. By about 1:30 AM, | had told them
that | never wished to see their mercenary little ensemble and
that permission to perform any of my works would not be
granted to them under any circumstances. They left soon after
that.

It was determined shortly thereafter that the cost of going
through all of this inter-continental hoo-hah had brought my
“serious music investment” to about $250,000, and | still
hadn’t heard a note of it.

There you have it, folks...two orchestral stupidities: a con-
ceptual double concerto for inaudible instruments on two con-
tinents, perfectly performed by some of the most exceptional
musicians of our time. [




Break through and take commande of your music with the
latest in new pedal effects...the Commande Series from MXR.
Creating new directions in music is important to you and MXR
has been there helping musicians like you with innovative
effects equipment for years. Just as our current line of effects
are the standard for stage and studio performance, the Com-
mande Series is a new line of high technology effects
designed to deliver quality and dependable performance
with totally unique features, at a breakthrough price. @

We've carefully analyzed and designed in the
options you want most and set a new standard
of performance. Inside the attractive, rugged,
injection molded enclosure we've developed
specialized circuitry for long battery life.

When you step on the uniquely designed
actuator an L.E.D. lets you know

you're in commande. On each

product we've installed a universal

“mini plug” power jack with special filtering circuitry to reduce
hum so you can conveniently convert to remote power. When
it comes time to change the battery, which won't be often, just
flip open the battery door, snap out the old, and pop in the new
battery. We've combined all these features with our total design
circuitry to give you the highest performance available.

As you can see we have taken your input, applied
our design expertise and have created a totally
fresh approach that redefines the standard of the
pedal industry allowing you to break through
- the everyday effects and Take Commande.
See the Commande Series products at your
local MXR dealer now. Listen to what we

| = mean when you... Take Commande.
- MXR Innovations, Inc., Dept. L.,
740 Driving Park Ave., Rochester,
NY 14613, (716) 254-2910

Musical
Products Group
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impegvious to temperature and humidity changes
common neck. The back of the neck is for ed of high densit
Urelite® that's contoured for fast, easy hand movement:
with the look and feel of mahogany, it's considerably
\\\ more durable. A solid" rosewood fingerboard and:
long-wearing, nickel-silver frets help you play fast and
accurately, note after note.

Combined with our proven Lyramold® roundback
design and the natural strengths of a laminated spruce
top with a superior bracing pattern, the new Matrix is
ready to take on your music whenever or wherever

you're ready.

Matrix. Available in sunburst and natural in your
choice of acoustic, acoustic-electric, or acoustic-
electric preamp 6 and |2 string versions.

MAIRI

A Kaman Company
P O. Box 529, Bloomfield, CT 06002

LY
A
\

o )]

S Al Matrix guitafs {
re made in the U.S.A.

g by American craftsped‘ple.
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. . Make your best deal on any MATRIX guitar before Oct. 31, 1981 and receive a
SPEC | a.I Offe I". $50.00 accessory packet FREE. See your participating MATRIX dealer for details.



