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It's the monophonic that has oovering 1 or 2 octaves or the
leapfrogged the competition: full keyboard. Latch mode
“" someone developed with features like: instantly memorizes and con-
o 4 VCOs (Each with separata tinuously arpeggiates chords
a low-cost, computerized Octave, Waveform and Level 28 ey
H H Cortrols)—for fat 4-oscillator -
Monophonic Synthesizer sl bl played.
W|th the fa“est sounds 5 < - B, : . AN GOGTOR
around and polyphonic ® @ “One-Touch” Presettable
iliti e T ‘ Effects Section with Sync
capab,“lhes too! = and Cross-Mod-Activate, via
single pushbutton, 2 different
1.hey d rea"y 1y soloing sounds, as weI.I as 4- mo%espof Sync or X-Mod, or
have a monopoly_- note polyphonic capabilities.
3 Keyboard Assign Modes— | & &
Microcomputar controlled . .
. keyboard prevides effortiess £
Introducing Korg’s B EB Ll a combination,
, - : ' for the most
y/ e v . dynamic sounds. Exclusive
/ KL with Mono/Poly!
: shifting between unison and When you add to all this
i polyphonic playing...or a Polyphonic Portamento,
: combination of the two. Also assignable Pitchbend and
; includes Hold and Chord Mod Wheels, a full 44-note
i Memory functions. Keyboard plus extensive
: Full Featured Arpeggiator Interfacing capabilities
. —Automaticaly creates se- you'll see why the features,
¢ quences of notes in one of sound, ease of operation and

price of the new Mono Poly
truly make it “the only game
in town.” Play it at your Korg
cealer today. For name of
nearest Korg dealer call toll-
free: (800) 645-3188.

In N.Y. (516) 333-9100.
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They told us if we made

a é6-voice Programmable

Polyphonic Synthesizer
with outrageous sounds
for under $2,000

no one would believe it.

Infroducing Korg’s new

A synthesizer
you can believe in!
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The new Polysix is; admittedly. very low
priced. But its also incredibly high fea-
tured. 'with fflat sounds and advancad
programming fumctions. At half the cost
of comparable synthesizers.

Six-Voice Polyphonic and Unison
Playing Modes—Select either full 6-voice
polyohonic
or incredibly I l ' I '
fat 6-voice
soloing play-
ing modes via LED pushbutton swnchmg
Also includes Hold amd Ghord Memory
functions which cani create exciting parallel
harmonies.
32 Program Memory with Edit—All
synthesizer comtro| settings can te stored
im computer memary for instant recall of up
to 32 di‘ferant programmed sounds. Full
edit capability allows instant temporary
or permanemnt changes to any
prcgram dumng performance and
mcving of programs from one
locazon i another
8-Second Cassette Interface with
Verity-Allows stored programs to be

rapidly transferred to amy tape secorder
to form ar unlimited mumber of instantly

setnievable program libranies. Venfy mode
ensures accurate recording

Full Featured Arppggnator —Creates excit-
’ : : ing note
= sequences In
~rren st - one of 3 pat-
terns. at any
o speed. covenng 1 or 2 octaves or the
antire keyboarnd by simply playing chords

Latch mode mamonzes successive chord
oatterns faor automatic hands-off playing

Programmable Chorus Phase Ensembie
Eftects—Creaias
everything from
subte ambiance
1o 'spectacular
orchestral effecis

"

Then corisider this fuil 5-octave keyboard
weichs onlly 26 Ihs. includes Pitch and
Mod Wheels. Pulse Width Modulation. Sub
Octaves and a host of other fealures all for
under $2.000 It's enough to make a be-
liever out of anyane. Call toll-freg today for
the name of the Korg dealer nearest you
(800) 645-3188 In N.Y. (516) 333-9100
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Nick Lowe pub rocker with Brinsley
Schwartz new wave producer for Elvis
Costelio and Graham Parker end
rockabilly roller in Rockpile, has aways
spiked his punch with traditionat
craftsmanship and cheerful in‘elligence
Vic Garbarini visits the cool eclectic
twisted rock n' rolt world of the Basher
Page 40
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Graham Parker burst Lon the

bloated indulgent 70s with a oassionate
urgency and an ICy SCom spawning a
whole new wave In the six years since
he has shed some rough edges (and
the Rumour) but kept his fiery lyncism
Through Grey Areas of new bands

and old anger Parker reflects

N depth with Geoffrey Himes

Fage 48

Lester Bowle n any of his incarmnations
Doctor Jazz. blues chef or carmval
daredevil 1s one of the most fuliv
reqlized and complete frumpet voices
around from the stockade to the tents
to the Art Ensemble of Chicago and on
into his powerful new Roo! fo the Source
Lester tells his own amazing story

Page 64
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Enciosea in ¢ kooth you hear the fracks in your cans.
The band’s pulling in the right direction. So far you've been
laying down *he basic fracks, and now it's time for a litile
sweatening. You strengthen the grocve and you brring in
those quick chippy highs off your cymbals and start to
savor the sound

Your Zildj an GQuick Bect Hi-Hats with ¢ flat 4-holed bo*-
tom cymbal spin out a short s -
fight compact sound. Incredi- |IIF . -
bly confrolied and 5t just (
plain incredible. Anc vour
Zildjian Thin Crash comes on -
with quick bright nigh-enc : X
accents that keeo it dll nice ;
and tasty.

Because we put our best

Avedis Zildjtan Company, Cymbal Makers Since 1623, Lergwater Drive, Norwel, MA 02061 USA

Stevz Gadd
Reccrding Artist

into a dozen Hi-Hats ana 29 different Croshes, you getyour
besi out of all of them. No matter how long you ve been
savoring *he highs from your cymbdais. And that same
sharp clarity and super strength are hardcrated into all
120 different Zildjian moxdels and sizes for every kind of
drurmmer in every kind of music.

See for yourselt how over 200 of the worlds most
famous performers savar the high from ther Zilajians. In our
new Cymbal Set-Up Book, the most comprehensive refer-
enca guide for drummers ever putslshed. For your copy.
see your Zildjian aealer or send us $4 to cover postage
anc handling.

The only serious choice.




LETTER

THE NOSE KNOWS

After reading the interview with Frank
Zappa, and listening to his music, | feel
there is only one conclusion: his music
stinks. It creeps out of the speakers and
mercilessly grabs hold of your tepid littie
nose and puts it through a series of ol-
factory exercises that would decimate a
bloodhound. Yes, Zappa's music is
manure, but what divine electricity
manure expresses! Especially when all
the airwaves bathe us with sanitized
mumdrum, a sailing pink flamingo, or the
music of the sweaty, smarmy, frizzled
hammer boys. What the record com-
pany execs need to do is abandon Brut
and cocaine and stand knee-deep in
some fresh, aromatic cow doo-doo. The
sure sign of worthwhile music 1s the
degree to which it corrupts and expands
the sensitivity of the nose. | mean, look at
Zappa's schnozz.
Mark Stuertz
Glenview, IL

RAP ON THE zZAP

Could it be that all of your writers are
musicians too? It sure reads that way.
Most "music’ magazines are written by
"audiophiles” with no feel for anything
musical beyond what cartridge they put
on their tone arms. Hooray ftor you guys!

As usual, Frank Zappa blew me away
with his caustic wit and blatant, albeit
sad, cynicism. | too have runthe musical
gamut from innocent inspiration to dis-
gusted cynicism aimed at the omnipo-
tent business of music. | now have
settled somewhere in between. with
music in my “back pocket™ as it were.
(Oh the fanciful babblings of a semi-
retired weekend warrior.)

Please do continue to present the
definitive magazine for and about
musicians.

Dane Buxbaum
Miami Magazine, FL

BYARD ON CAMPUS

| was very impressed with your recent
issue (April '82). The article on com-
poser, pianist, philosopher Jaki Byard by
Joseph Blum was just tremendous. It is
about time that Mr. Byard is getting the
recognition which he has so long
deserved.

In the record reviews, however, there
are two points concerning Mr. Byard
which | would like to take issue with.
First, the solo piano tune, called
“"A.T./F.W." (Art Tatum/Fats Waller)
appears on Mingus In Europe, which
Rafi Zabor called a “piece of the kind
that has not been recorded betore and
badly needed to be,” was, in fact,
recorded previously (1964) on Mr.
Byard's Prestige album Out Front, and
was entitled “"European Episode.”

My second point concerns the Amar-
cord Nino Rota review in which Jaki
Byard's exquisite interpretation of
“"Amarcord” is complimented in a rather
backhanded way by the reviewer V.
Gaits, who says, "Happily, he does not
use the theme as a springboard for his
usual routines.” What, may | ask, are the
"usual routines” of the composer-
pianist with the broadest range and
scope since Ferucio Busoni?

Bruce Wolosoft
Piano Faculty, Bard College
Annondale-On-Hudson, NY

THEFT IS WHAT YOU MAKE IT

It would seem that home taping is
being blamed for almost every ill of the
record industry, but it's my theory that
there isn't anywhere near enough of it.
The reason the majors are putting out
the same old Klean Kommercial Krap
(KKK, right?) is because it makes
money. Home taping is nothing more
than a limiter of sales; the companies
will be forced to seek out new acts,
release better quality music and
improve pressing quality.

A heavy promo man for Chrysalis told
me he thought taping was theft. What
does he call selling fifty cents worth of
trash vinyl for $8.98? | had to return the
Debbie Harry album four times to get a
playable one...| was so pissed, | took it
back, too (after taping it).

America, show us your decks!
Tapin’ Tom Trash
Lenexa, KS

YOU CALL THAT NEWS?

I am writing in reference to your
“*Music Industry News™ from the April
issue. There was an unnecessary com-
ment about “the world's greatest band,”
the Go-Go's: “the girls up close looked
like they couldn't get dates at Hollywood
High.” It I'm not mistaken, you guys are
being paid to report music industry
news, just as your title states. This does
not give you the right to conduct this
type of criticism. What absolute non-
sense! | would like my subscription can-
celed as soon as possible.

Cris Roule

Warren, OH

[{Don’t be too hard on Roman Kozak. He
also had a tough time getting dates in
high school.]

CONFESSIONS OF A POP JUNKIE

Just when | thought pop music was
going to be all Alabama and Air Supply,
along came Daryl Hall and John Oates.
It's nice to know that two guys can sud-
denly fall into mega-platinum and still be
so level-headed and stay on the right
track, as so many musicians fail to do.
Bill Flanagan'’s article/interview brought
out the real musicians, not the private
lives, not the brand of underwear they
wear, just music.

One minor disagreement: Daryl

wishes he could use a "raw” word now
and then. | personally feel it would ruin
the subjects they're presently dealing
with. Their lyrics are so creative that raw
language might ruin the impact. Let the
listener use a little imagination! Thanks,
Daryl and John, for giving the *“pop
music junkie” a long overdue fix.
David Grasty

Waukegan, IL

LETTER FROM LOWELL

Your Lowell George and Little Feat
article was like receiving a letter from a
long lost love; it was terrific! | thought
everyone had forgotten about Lowell but
you really proved me wrong. | only wish
that he was around to appreciate it with
us. Keep up the great writing.
Ross Shapiro
Yonkers, NY

MORE FRIPP, MORE FRIPP

| am writing in regard to the sudden
disappearance of the diary of Robert
Fripp. | am sure Mr. Fripp, being an
extremely intelligent individual, has
good reason for discontinuing the tales
of his experiences with the band (and
others). However, considering Crimson
the premier rock band, | find the cessa-
tion of the series deeply disheartening. If
at all possible, | should like to see the
reinstatement of these articles, since, as
it stands now, Musician is a sadly open-
ended book.
Tadeo Martinez
Las Vegas, NV
[Robert Fripp will return to these pages
next month in an extended dialogue with
guitarist John McLaughlin.]

A TRULY BIG MAN

! knew there was something special
about Clarence Clemons besides his
imposing figure and the fact that he's a
perfect complement to Bruce Spring-
steen's onstage performances. Clem-
ons is a man of great insight and
humanity. He hasn'’t forgotten his roots
or become too egotistical to give others
a starting chance in the business.

A man who gives so much of himself
and asks for so little in return is a man
who deserves admiration and respect.
Dominic Mancello
New York, NY

ECONOMY OF EXPRESSION
Thanks for the Richard Thompson

article. Your readers deserve the

enlightenment and Mr. Thompson cer-

tainly deserves the exposure.

John Kirby

Boone, NC

GRAPHICALLY GRATEFUL
Musician is the only magazine | read

that doesn't force me to turn pages to

focus my eyeballs. Thanks!

Lynda Elimon

Chicago, iL
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Ormni Magazine caled this keyboaro

‘the Phiharmonic of the future’

in its Aoril 1982 Esue, Omni Magazine wrote
that Synergy is “a compact but powerful digital
synthesizer, a computer controlled music
maker of a thousand voices . .. capabie of pro-
ducing uncanny duplications of acoustical
instruments, down to the scratch of a bow and
the pluck of a string. .. lets a player modulate
the volume of the music as a pianist does
when he adds texture by either gently depress-
ing or slamming cown on the keyboard .. . play
anywhere from 8 to 1€ notes at the same time
using four different voices...offers access to
textures, timbres and colors that Beethoven
couldn’t even fantasize about”.

And, there's even more to the musical uni-
verse Synergy puts at your finger tips. Experi-
ence it for yourself. At only $52395, Synergy
tumns science fiction into fact.

SYNERGY

For the 16 pg. Digital Keyboard News and ful!l color Synergy literature, send $3 to Digital Keyboards, inc., 105 Fifth Ave., Garden City Park, NY 11040




By Jock Baird

Point Blank

Talk in the industry is of hard times, with
the most serious debates centering

on how bad the recession is and why
the cassette home taping market
should be allowed to get away with their
continuing boom. There were no gold
singles in February, and only three
platinum albums, those of Loverboy, .38
Special and Quincy Jones, all of which
had been around a whole year. RIAA
figures on album shipments were down
a numbing 11.5%. Suspicions of a big
drop in the buying habits of blacks
proved true.

Nonetheless, there were big leaps in
prerecorded cassette sales and even
bigger leaps in blank tape sales, and a
movement to recover part of these
spoils gathered momentum, from the
record companies on down along the
royalty, publishing and performarice
right chain. The Coalition to Save
America’s Music included everyone,
from the musicians union's big March
offensive in their International Musician,
all the way to an expensive consumer
survey commissioned by Warner Com-
munications which used 52 pages and
251ables to establish a case against
home taping, and in the process,
discovered several surprising facts.

The typical home taper was not a
cheapskate high tech hoodlum, nor
was he or she a dedicated audiophile
demanding the cleanest sound possi-
ble. He turned out to be the backbone
of the album-buying public; in fact, forty
percent of his taping was of records he
already bought! Moreover, he was
knowledgeable about music, a kind of
“opinion leader.” The record industry
suddenly realized they had to tread
more lightly, but could not forego what
they held to be losses of $2.85 bilfion.
(Just for comparison, a rough estimate
of the value of all prerecorded records
and tapes sold in 1981 was $3.63
billion.)

10

The tide of righteous indignation has
risen to the halls of Congress, where
Sen. Charles Mathias (R-Md.) s
sponsoring an amendment putting a
five percent levy on all blank tapes and
recording machine sales (amending
Sen. DeConcini’s bill legalizing home
video-taping in the wake of the recent
circuit court ban on it). A similar
amendment in the House has been
spearheaded by Rep. Don Edwards
(R-Calif.). if both pass, about eighty
million dollars in revenue will be given
back to the recording industry, to be
divided up by a Copyright Tribunal.
Different interests in the industry,
including different divisions of the same
companies, are attempting to keep the
coalition in agreement, especially while
testifying up on the Hill. but there has
been delicate negotiation behind the
scenes since the beginning to avoid the
kind of bitter public confrontations that
have erupted in the past.

In the meantime, Maxell has taken
the Warner survey's findings and turned
it back on the industry, with a new ad
showing a shelf so full of tapes and
records that it is comically listing to
port, flower pot in mid-fall. "People who
buy Maxell tape buy twice as many
records as people who don't,"” says the
lead line, while the text below says. "so
if you're wondering how you can boost
record sales, stock up on. .tape." While
the recording industry does a slow burn
in response, the laugh for Maxell and
other blank tape makers may be short.
Some action, however mild, will be
taken, if only to give the industry a
psychological boost to weather
Reaganomics.

Blondie guitarist Frank Infante got
the impression the group wanted to
replace him: he wasn't invited to
meetings, no one told him about future
band activities or even rehearsals, and
he even had to put his guitar parts on

the new album alone after everyone
else had done their tracks without him.
A familiar story with a boffo ending.
Infante filed suit in Federal court in New
York and forced an out-of-court settle-
ment, negotiating his way back into the
group. If Pete Best had only known ...

Signing Marvin Gaye was one of the
most complex deals in modern music
history, but CBS pulied it off. CBS had to
talk to three sets of creditors, the IRS,
Federal Bankruptcy Court and Gaye's
ex-wife Anna Gordy (Here. My Dear),
plus buy out Motown, who were owed a
couple of Marvin LPs. Said CBS veep
Larkin Arnoid, “The only people who
were sorry when these negotiations
came to an end are at the phone
company.”

The second quarter of the record
season is opening soon and a lot of
heavy traffic will be flying out to
impatient consumers. Among the high-
lights are albums by: Paul McCartney
(look out), Queen, Fleetwood Mac,
Stevie Wonder (mostly a greatest hits
pack). Rick James, Van Halen, Super-
tramp, Elton John, Willie Nelson, Lionel
Richie and Don Henley. After the first
rush, look for new releases by Pat
Metheny, Herbie Hancock, Miles Dawvis,
Rosanne Cash, the Four Tops, X,
George Clinton and the Alan Parsons
Project. Biggest suspense item: will
Joni Mitchell finish the last two songs of
her new LP intime?

Chart Action

The Go-Go's have held the top spot for
five weeks now on the album charts,
while Joan Jett, J. Geils and the
Chariots Of Fire soundtrack grapple
furiously below. Loverboy, Simon &
Garfunkel's Central Park extravaganza
and a comedy disc by Bob & Doug
McKenzie have been healthy contend-
ers while alarming sprints by Rick
Springfield’s newest and Asia further
humiliate winter-long chart squatters
like Foreigner, the Police, Genesis,
Stevie Nicks and Journey. But these
oldsters hang tough on their way out,
blocking the teens and twenties for up
'n" comers like Tom Tom Club (who've
had big success on the soul charts), the
Human League, the Scorpions and the
Oak Ridge Boys. Chart shakeup is
a-comin’, though. Reel Music, the sixth
Beatles repackage, a collection of
tunes from the Fab Four's five films,
broke in at #40, and Paulie's not far
behind. After the new wave of spring
releases, the top twenty won't be
recognizable.

The singles charts had one of the
clearest reflections of the album charts
inrecent memory, with all the top six
albums represented in the top six
singles. "Ebony & Ivory,” Stevie and
McCartney's collaboration, is actually
more Ivory than ebony, but broke in at
#29, the highest of any single debut
since John Lennon's "Imagine" in 1971.
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If yaute ready te meve up
to a specialized mixer, youte ready for Ramsa.

The Sound
Reinforcement
Specialist:
Ramsa WR-8716

When your sound says you're
professional but your mixer
doesn't. When you're wasting
your subtlety and style on
“make-do”boards. When
you're creating compromises
instead of clear-cut distinc-
tions. Them you're ready for
Ramsa— the new mixers that
are specialized so you won't
have to compromise.

The WR-8716 is a fully
modular sound reinforce-
ment console with 16 input

] Radio Histo

modules. 4 group modules,
and 2 masters. It features 16

4 group modules with pre-
fader insertion patch points.
and lockable post-fader solo
buttons. There are 6 illumi-
nated VU meters with peak
LED's for easy outdoor

input pre-fader solo buttons.

reading and a separate
stereo variable frequency EQ
for monitor sends. Pan pot
controls allow panning to the
left or right masters while
level controls permit 16 x 6
board operation. The left and
right direct channel assign
function lets you bypass the
group modules for individual
sources. Portable operation
IS a snap with easy access
connectors.

And the WR-8716 features
plastic conductive faders
for greater reliability and
smooth, low-noise operation:
external power supply for
light weight, and switchable
48V DC phantom power
for condenser mics.




|The Recording
Specialist:
RamsaWR-8816

The WR-8816 recording
console includes the same
modular construiction, input
modules, power supplies, and
faders as the WR-8716 plus
many important recording

{advantages. Like direct out-

puts for 4, 8, or 16 track re-
gording and peak-reading
LED meters that let you moni-
tor any 4 out of 24 signals
with clear quick response.
You'll command a variable
frequency EQ section with
3 frequency settings for the
high and low frequencies
plus continuously variable

midrange. Stereo echo send
replaces the separate mono
controls you'll find on com-
petitive boards. And you get
two independent stereo
monitor controls—one for
musician's headphones, one
for control raom monitors—
a special feature for any
mixer in this class. And there
are other important features.

PR

ike low noise electronically
balanced mic inputs with
new h.gh-speed IC's, 16
switchable post-fader solo
controls and XLR-type mic
connectors.

Ramsa offers a full line of
specialty mixers including
the more compact WR-8210
recorcing mixer and WR-130
sound reinforcement mixer
So dom’t hold down your
professional sound, call
(201) 348-7470. because
you're ready for Ramsa

o e

-
Panasonic.
PROFESSIONAL AUDIO' DIMISION

World Radio History




The legend of Dr. John and his
gumbo ragtime voodoo funk
medicine, as told by the man
who invented him, lived him and
let him go, Mac Rebennack.

DR.JOHN:
ON BECOMING

B

 BYJ.D.CONSIDINE

Wide-eyed hippies nignt-tripped up the
bayou with him, oozing gumbo and voo-
doo and Creole jellyroll. Dancing slick-
sters got to the right place at the wrong
time with him and the fabulously funky
Meters. Famed and taceless session
men cut up with him on innumerable
commercial dates, always dazzled by
his keyboard virtuosity. Lately, Mac
Rebennack has ragtimed, barrelhoused,
boogie-woogied and goodness-knows-
what-elsed through a fine solo piano LP.
For all of this—a career in the record
business that began in the mid-50s—
Mac Rebennack is virtually anonymous,
bowing to the Jekyll/Hyde notoriety of
Dr. John. If truth were to be told, Mr.
Rebennack is not crazy about being
known forever as the good Doctor.

"I had the concept of doing an album
of Dr. John around 1964," Rebennack
recalled. “Actually, at the time | wasn't
thinking that I'd be the artist; | was just
thinking of it as an a'bum that | would
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Mac’s virtuoso New Orleans piano style was his least known talent—until recently.

produce for somebody. | was trying to
get Ronnie Barron, who was then my
organist, o be Dr. John. | wanted to pro-
duce, put the act together, go on the
road and that thing.”

Rebennack shrugs ever-so-slightly
and adds, "His management thought
that this was a bad career move for Ron-
nie, so he wound up not doing it, and |,
not having anybody to do it, just did it
myself."”

It wasn't the first time Rebennack
gave up his name for the sake of con-
cept. In 1959, while still a teenager, he
joined Frankie "“Sea Cruise” Ford and
Jerry Byrne to cut a single under the
pseudonym Morgus & the Ghouls. That
record was a local hit in New Orleans,
but it's easy to see Barron's point,
because Rebennack’s *“concept” has
become so well known that his own
name is all but unknown.

In a sense, Rebennack was simply
keeping Dr. John in the family. My great
aunt Pauline was the mistress of a guy
named Dr. John who lived in New
Orieans in the 1800s,” he recounted. “|
found out that this guy was a real colorful

character; like if Marie Levaux was
Queen of the Voodoo, he was King of the
Voodoo. | could see this as a nice con-
cept for a record.”

Maybe he could, but the rest of the
industry, still trying to get used to long
hair and remembering which one of
them was George, didn't even want to
think about 19th century New Orleans
voodoo potentates as a means to sell
records. Besides which, none of the fea-
tures one would expect in a voodoo
kingpin manifest themseives in Mac
Rebennack. Instead of quick, snake-like
eyes, Rebennack's are warm and
sleepy; where you'd expect a dry, cut-
ting voice you get an amiable, drawling
grumble; and there's no hint of barely
sheathed cunning or malevolence, just
a spacey good humor. Only in full head-
dress and festooned with amulets did he
begin to look the part.

Rebennack saw nothing unusual in
the idea, though. *“To me, Screaming Jay
Hawkins was doing stuff like that,” he
said, referring to the up-from-the-casket
delivery Hawkins employed for songs
like "I Put A Spell On You." “There was a
lot of stuff around New Orleans that was
in that general area. A lot of people tell
me that | may have got the idea from
Prince Lala, who was a friend of mine. In
the early 60s, we were on AFO Records
together.

“But in reality, | was trying to utilize a
lot of New Orleans and South Louisiana
music that people weren't that familiar
with. There's a lot of music of the Lower
9th Ward of New Orleans and a lot of
music of South Louisiana that was con-
nected with the Cajun Creole culture,
and with the Indian culture and also with
the Voodoo culture. When you take the
best musical elements of this, it really
wasn't much that had been exposed to
the world. And | knew it wasn't some-
thing that would survive on its own for
very long, because television had
moved in with a lot of things that were
turning it into being like the rest of the
country. In a way, it worked. Like with the
Wild Tchoupatoulis and all, people got
interested enough to record some of the
tribes.”

That Rebennack would want to pre-
serve the musical culture of New
Orleans should come as no surprise—
that's what he cut his teeth on. He was a
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junior A&R man at Johnny Vincent's Ace
Records at the tender age of fourteen,
learning the trade from saxophonist
Alvin “Red” Tyler. He got the job, he
says, because “| had the only band in
New Orleans that played rhythm and
blues and could read. At the time, when
we played big shows that were on tour
and would come through New Orleans,
we had to have so many pieces—
maybe 17 or 24 pieces. If you didn'thave
that many pieces and couldn’t cut the
charts....”

Thanks to the variety of music that
made its way through the city, New
Orleans was a tremendous place to
learn the craft of music-making. Jazz,
blues, country, R&B and standard pop
could all be heard there, as well as such
local flavors as Cajun Creole music and
voodoo chants, but what made for the
most interesting sounds was when these

diverse ingredients spifled over into one
another. That was a particular strength
when it came time to rock 'n’ roll.

Yet, for all that, what attracted the
most interest was the quality of the ses-
sion players in New Orleans. Take tenor
saxophonist Lee Allen, for example.
“Lee Allen’s saxophone solos were on
$0 many records that were hits,” Reben-
nack said, “and a lot of them were hits
because of his solos. Companies would
come into New Orleans to record, just to
get this guy on a session. |f they couldn’t
get him, they'd just go somewhere else
to do the date. They'd go to New York to
get King Curtis. There weren't too many
guys whose solos would not only con-
tribute to a record, but might help sell the
record.”

Another reason New Orleans was a
popular location for recording was that
the musicians there knew each other,

When it's time to shine—everything’s fine onstage
with GHS BRIGHT BRONZE acoustic guitar strings. Tem-
pered for long life, brilliance, and extra-clean tones.
Voice accompaniments or free-standing instrumentals
shine with GHS BRIGHT BRONZE—in a wide selection
of gauges at your music dealer.

GHS Strings are manufactured by
G.H.S. Corp., 2813 Wilbur Ave., Battle Creek, M| 49015
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The String Specialists

and knew how to play cohesively and
naturally. “These guys knew they could
come to New Orleans without hiring an
arranger,” Rebennack said. “They
saved money, and I'm sure that was a
prime factor.

“But beyond this, they could come
down there and they'd get a group of
guys who would jell and always get a
groove. We were all shocked when Earl
Palmer went to California to work and
said, ‘Hey, man, they hired two
drummers to do what | do. SoI'mleaving
New Orleans to go to California and
clean up." Which he did."

As did others. Despite the talent avail-
able in New Orleans, the big money was
still in New York and Los Angeles, and
so little by little the cream of the Cres-
cent City's session men drifted away.
For Rebennack, the most wrenching
departure was when the rest of the AFO
band went to Los Angeles to work with
Sam Cooke in 1963, leaving him “stuck in
a job in New Orleans | couldn't get out of.

“Soon as | got the chance | cut out,”
he said, “but it was two years after they
all left. By the time | got out there, Sam
Cooke was dead, and Harold Battiste,
who was one of the heads of AFO
Records, was working for Sonny & Cher
and Phil Spector. The whole thing was in
an uproar.”

So he did session work, and joined his
AFO buddies playing behind Sonny &
Cher. Going out into the world in search
of fame and fortune is one thing, but
leaving home to play “I've Got You,
Babe" wasn't quite what Rebennack
had in mind. “We were used to this,
though,” he said. “In New Orleans, we
had to do anything. We might do a gig
and play a different style each tune, it
wasn't unusual for us. But a lot of the
style of recording in California was dras-
tically different for us. Phil Spector and
Sonny Bono, they were doing these
wall-of-sound things with three or four
pianos, eight or nine guitars, a huge
amount of musicians.

“I didn't understand the necessity for
it but | was checking it out because |
figured these guys were successful,
they must know something.”

It was through Sonny & Cher, in fact,
that Dr. John finally got recorded. “When
| finally wound up doing this record, it
was on Sonny & Cher's studio time—
they were nice enough to let me sneak
into the studio and do it. When we turned
the record in, they made a deal and it
wound up on Atlantic. It all worked out
okay except that Atlantic was stuck with an
album they had no idea what to do with.”

No surprise there. Gris Gris, as the
album was called, sounded like nothing
else around. With the sidemen listed as Dr.
Poo Pah Doo of destine tambourine, or Dr.
Battiste of Scorpio of bass clef and the
whole thing allegedly derived from “the
eight visions of Professor Longhair,” it was
hard to tell whether to laugh or hang garlic
in all the windows. The music, too, didn't go
out of its way to explain itself. There was
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that slinky New Orleans funk, only this time
taken to the nth power, and songs that
ranged from the distinctly spooky (“Walk
On Gilded Splinters™) to exuberantly other-
worldly (“Gris Gris Gumbo Ya Ya”). As deli-
vered by Rebennack, whose voice
suggested ail the gravel of Ray Charles
distilled to a single bluesy rasp, it was not
the sort of material that your average profit-
minded record company would readily
understand.

“I was doing a session for Bobby
Darin, and Ahmet (Ertegun, president of
Atlantic Records) came up and started
asking me, ‘What is this record you gave
me? | don't know what to do with this
record, my promotion people don't know
what to do with it.... Why couldn't you
give me a record that we could sell?'”

Actually, Gris Gris, also known as the
“Night Tripper,” did sell—in dribs and
drabs. In 1967, when it came out. it was
too far ahead of its time to capture much
attention and sold chiefly to those fortu-
nate enough to catch the band in con-
cert. It did, however, establish Dr. John
as a viable concept, and Rebennack &
Co. went back into the studio for a
second album. This time, Dr. John went
into an even more esoteric version of
New Orleans root music by constructing
the album around odd-meter chants.
“We were trying to get into something
unlike Dave Brubeck, the things he did
with Time Out and all,” Rebennack
explained. "If we did something in 5/4,
we wanted it to be funky. Not that it was
apparent that it was in that meter.
Chants and things were in that meter
because that's the way the lay of the
thing was.”

Wittily titted Babylon, it furthered the
legend but didnt do much for sales.
Remedies, which followed, greatly sim-
plified the approach to a near-
commercial level, but undercut that with
a seventeen-minute rant called "Angola
Anthem.” Atlantic, hoping that a few big
names would turn the trick, then sent the
Doctor to England to cut the cluttered
and confused Sun, Moon And Herbs.

Rebennack kept on, however. "I hada
record deal under that name,” he said
philosophically, “and each time we did a
record | thought that was going to be the
end of it. And when they'd say, 'Hey
look, we're going to do another record,’
I'd just do it. It's hard to explain. Success
has nothing to do with it; it has to do with
the gratification of seeing your music
survive on some level. The only thing
was, with managers and all kinds of out-
side influence after the first couple
records, the records didn't even get
completed in what | was trying to do.
Like we did one record, and the manag-
ers took the tapes and ransomed them
back to Atlantic. By the time the record
came out, it was a much more cold,
distant thing to me than what we started
out doing."”

Finally, in 1972, Dr. John clicked. Jerry

continued on page 90
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PHIL MANZANERA:
ROXY’S
PRIMITIVE GUITAR

atmospheric image.
BYJ.C.COSTA

The temptation is to view Phil Manzan-
era, once and future guitarist for those
seminally outré neon rockers, Roxy
Music, as some kind of exotic cloakedin
a thick aura of oblique mystique. After
all, no one knew whether Manzanera.
Bryan Ferry, Andy McKay, Brian Ena
and their like were campy child moles-
ters, saintly social reformers or sneering
art deco degenerates. In person, how-
ever, Manzanera proves to be gentle
and reflective, occasionally even bewil-
dered and self-effacing. He is also, at
the moment we meet, a man whois sup-
posed to be helping Roxy Music mix
downits latestalbum, a man worried that
without his presence, the tracks he's put
down won't find their way into the final
mix: “I'm actually scheduled to be in the
studio with Bryan and Andy right now,
which means there probably won't be
any guitar on the next Roxy Music
album!”

Despite the dangerous ramifications
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Manzanera places his highly personal melodic style in front of a sifting backdrop of
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of continuing our conversation, Man-
zanera nonetheless is eager to discuss
his new solo album, Primitive Guitars,an
album that merits conversation. Under
the rarefied Editions EG label, an
umbrella of “art for art's sake,” Manzan-
era has made a powerfully personal and
atmospheric record, a musical meta-
phor of his search for style. Few guitar-
ists could have undertaken a purely
instrumental album with no other play-
ers (save ex-Roxy bassist John Wetton
on one track) and come up with such a
fully-realized and eclectic conception,
especially since so many of the tracks
are derived from guitar lines improvised
over drum machines. Manzanera holds
the ground he is occupying with a confi-
dent and deeply coherent maturity,
never letting go of strong, melodic fore-
ground themes and an illustrator's
sense of background and color. After
nine albums with Roxy, several collabo-
rations with Brian Eno and Bryan Ferry
on solo projects like Here Come The
Warm Jets and Another Time, Another
Place, selected appearances with Nico
and John Cale, two records with avant-

RANDY MATUSOW

The man of a thousand textures
and personalities reflects on his
work with Roxy Music and his
shimmering new solo LP.

fusion all-stars 801, and his own solo LP,
Diamond Head, Primitive Guitars' sub-
tlety and sophistication should surprise
no one. In a compressed interview in his
Manhattan hotel room, Manzanera talks
about the simplicity of his conception for
the album:

| wanted to know, after ten years of
being a professional musician, where |
was at with my particular style. { had
come to the conclusion sometime last
year that the only way to describe my
playing was ‘primitive,’ primitive in the
sense of getting something emotional
down on tape without having too much
technique to block out the feeling
element—especially in a studio situa-
tion where there are all of these invisible
barriers to playing in a really relaxed
way. Just the fact of you being in one
room and the engineer being in another
room with pieces of glass in between,
and you're listening on small head-
phones and he's listening on big speak-
ers, these things hinder the flow of your
emotions through your playing onto the
tape.

“| started doing this album at a period
when | was very emotionally charged up
because my wife was having her first
child. | had this framework for an album
and | just went in and played, with all of
the emotion on tap and then, afterwards,
just structured it all by using the desk
and the faders with which I'd filled up the
tracks, constructing the songs in the
control room after I'd done the playing.
They're really all improvised things that
just happened on the spur of the
moment. I'd go out and set up a rhythm
with the Linn Drum—I also used the
Roland 808 because the Linn only
became available to hire in England
about midway through last summer—
and then I'd put down the first guitar
track. The Linn was fantastic, but there
were things you could do on the other
rhythm box that, strangely enough, you
couldn't do on the Linn. The way you
have to program the Roland means that
by making mistakes, you'd come up with
rhythms that you would actually have
had to think up first and program into the
Linn yourself. Anyway, | did have a par-
ticular guitar that | started the track with
and each guitar would make me pilay a
different way.

‘Also | had this geographical thing |
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wanted to inject into this album, just to
make it more personal. Given that it was
an instrumental album with no lyrics oniit
and | didn’'t want people to just think of it
in terms of abstract pieces of music, |
gave the tracks ftitles that were very
obviousty South American at the start
and very European at the end. Ifit was at
all possible that people could conjure up
images while listening to the music, then
that would be the desired effect.”

The musical geography of the first
side of Primitive Guitars travels up the
South American continent, through
“Caracas” and "Bogota” to Southern
California; this parallels Manzanera's
childhood in Cuba, Venezuela and
Hawaii, a parallel made more personal
by snippets of conversation and clown-
ing between every cut on the LP (in one
vignette, Brian Eno earnestly apologizes
for a rough demo he's playing for Man-
zanera, repeating a timeless musician’s
ritual). From the rural airiness of the first
track, the side grows in punch and tech-
nological excitement, including shifts to
the Phrygian mode and other Coltranish
eccentricities.

| started off with the most 'ethnic’
instrument that related to me, which was
a tiplé. That's a Colombian instrument
with four sets of three strings that's quite
different from six sets of two that one
normally associates with a twelve-string
guitar. It's something | hadn't really used
a lot on records and | hadn't heard it in
this context before. Especially since |
‘treated’ it halfway through by putting
echoonit. It has a very narrow fretboard
and you play it a lot with your right hand
using it as a percussive thing, andit's a
very evocative kind of sound. | wanted to
start this album very South American.
I've always retained this vision of a
scene that I'd remembered from when |
lived there, which is three or four guys
just standing around on a corner, tuning
up, and gradually it slips into the rhythm
of the thing. That's what happens on the
first track, ‘Criollo.’

“As the side progresses, there's more
cohesion, more moving up in time; more
like the West Coast with Americantypes
of things. | always liked the West Coast,
and it's a straighter, more obvious kind of
melody | managed to getinthere, almost
like a definite chorus kind of thing, but
with my version of how it blended with
American music. t's a phase | passed
through in '69 when | got into Santana
and that kind of music.”

As the fusionoid liquid-laser melodies
of “Ritmo De Los Angeles” echo away,
Manzanera begins the “"European” side
with a meditative cathedralesque guitar
synthesizer study. Immediately follow-
ing are two Roxy-like flash-pop extrava-
ganzas that may see airplay on
discerning progressive rock stations.
On “Impossible Guitar,” Manzanera's
guitar leaps right out of a burping
sequencer texture and takes a barn-
burner of a single-note rave-up solo that
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recalls his more conventional work with
Bryan Ferry, while “Big Dome" sounds
like Talking Heads' techno-tribal mood
excursions—until a brace of stately,
symmetrical synthesizer chords brings
everything (everything but a snarling,
angular guitar, that is) to heel. As the
closer, “Europe 80-1" returns to the
rhythmless syntho-montage that opens
side two, the atmosphere is more frag-
mented, ambivalent and yet more intel-
lectually curious, as Manzanera's guitar
mutates into an abstract pointillist land-
scape, less and less recognizable as a
guitar.

This is not surprising in light of the
liner notes to Primitive Guitars, wherein
Manzanera outlines his preferences for
non-guitarists such as Bird, Mingus,

Satie, Miles and organist Mike Ratledge
(possible inspiration for both “Europe”
cuts?). Manzanera has so littie interest
in classic guitar stylings that he con-
fesses to an “abiding interest in the pos-
sibility of making the guitar sound as
unlike a guitar as possible.” Manzanera
answered my question about the first
appearance of this interest by taking me
back to his early days with Roxy Music,
when Brian Eno “treated” his guitar with
wild sonic variations.

“Right from the beginning, when | first
joined a rock group, which was Roxy
basically, it was a group that dealt in
different kinds of textures and back-
drops to the music, trying to create a lot
of atmosphere. Because there wasn't
the technology available to do it like

Since an
doing we

r recording task worth doing is worth
I, an important priority is choosing the

right tools. You need a professional console
which gives you flexible control over the sound,
designed with the logical simplicity that gets
the job done right with a minimum of hassle.

The “New Breed” Logex Series consoles

LOGEX

Professional
no-hassle
recording

represent a departure from other approaches
by providing clean, professional sound that
reflects the straightforward philosophy of
signal flow found in Sound Workshop's larger,
world-class consoles.

A step-up from imported units compromising
professional quality for price and cosmetics,
Logex is a sensible step-down from complex
and high-priced consoles. Its design intelli-
gence is revealed in a clean, uncluttered layout

with color-coded graphics. Logex is available
in two mainframe sizes for 8 or 16-track re-
«cording. All of the important functions are
iconcentrated into one “human-engineered”

design.

Logex Series. Accessible multitrack recording
for those who want professional quality
without the hassle.

there is now—in ten years there's been
an incredible amount of gadgets you
can buy to do these things—I used to
work with Eno a lot and we had a setup
where we had two Revoxes (tape decks)
onstage and he had the VCS3 Synthe-
sizer, which was a really early synth
model. It seems crazy now, but we were
one of the first bands in Englandtouse a
synthesizer.

“So my guitar would get treated by
Eno. Eventually, when he left the band, |
developed this setup with Revoxes and
modified DeArmond volume pedals. |
could control the speed of the motor of
the Revoxes, speed up or slow down the
echoes, get ADT, and | had added all
sorts of vari-pitch extras to the unit. |
also had a guy named Jerry Rogers, who
built the original VCS3, build me what
was one of the earliest guitar synthe-
sizers with four-function control pedais. |
used it on a couple of the early Roxy
Music albums.

"With the guitar itself, I've often been
put in a position where people expected
me to get all of these weird sounds and |
wouldn't have any ancillary equipment
with me, I'd be in a studio and they'd start
the tape going, it would be closer and
closer to where | was going to play and
I'd just have a guitar like my red vintage
Firebird with a tremolo arm. I'd be think-
ing, ‘How am | going to get something
different this time?' | distinctly remember
one occasion on Nico's album where |
detuned all of the strings on my guitar
and played the thing from behind the
bridge, just sort of plucked it. When you
detune it, it goes weird anyway and
using that with the tremolo | got the
weirdest sounds coming out.

"l always used the bodies of the gui-
tars a lot. I'd tap them with my ring and if
there's echo in it, you get these dense
sounds. I'd scrape the guitar all over the
place and almost attack it physically as
well. You can create lots of interesting
sounds by simply striking the guitar with
all of the strings muted. There are many
interesting things you can do without
using effects pedals.”

“Interesting” is a good word to des-
cribe the Roxy sound, a shiny, almost
bilious with scorn, mix of synthesizers,
guitars and sax processed through an
obsequious bureaucracy of echo
delays, becoming probing mini-scenar-
ios of the glam 'n’ fizzle 70s. Lifting the
veil on those semi-mythical days, Man-
zanera offers a nuts-and-bolts metho-
dology behind a representative Roxy
track, “Do The Strand.”

“Let's see, | don't know if | can
remember back that far. Bryan had a
chord sequence, but no inkling as to
what the song was going to be about.
What we tended to do then was totake a

Sound Workshop
Professional Audio Products, inc.
1324 Motor Parkway

Hauppauge, New York 11788
(516) 582-6210 Telex 649230

chord sequence and jam on it for hours
to see how it would develop before going
into the studio. Then we'd go into the
studio and put down the chord

continued on page 82
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“The PL8Ois the
only mike Pll use!”

The consistently high:guality of

al's standing-room-cnly concerts
is:a demonstration of her obsession
with excellence and it says a lot about
the equipmen: she chooses 0 use.

The PL80 was designed for enter-
tainers. Entirely new applications of
avaitable computer-assisted tech-
nology were used to ensure that the
PL80 performed exactly as it was
originally desigmed to. Extensive field
testing with groups like Journey and
stars like Crystal Gayle were usec to
check the designs every step of tre:
way: That is Electro-Voice’s obsession
withiexcellence.

The result is an erftertainer’'s micro-
phone that scunds exactly like you
want it to. Its erisp high end and mod-
est bass boost enhance a perform-
er's. voice without compromising the
performer's vocal quality. And it
sounds that way cn stege, not just in
a sterile test environment.

“I've used a lct of other mikes inimy
career and without doubt the PL8C
gives my voice a truer sound than
i could ever get using ary other
microphone! That is Crystal Gayle's
oosession with excellence, and.her
statement says it all! Give yourvoice
the sound it deserves. Get your
voice a PL80 at your Efectro-Voice
PL microphone dealer!

i

Crystal G‘ay/e insists on using

the Electro-Voice PL80 microphorie.

AP

ey Bctoteice

600 Cedil Straet, Buchanan, Michigan 49107
In Canada:

Electro-Voice. Div. cf Gulton Irdustries (Canada) Ltd..
345 Herbert St.. Gananoque. Ontano K73 2V1.
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PRIVATE PRACTICE. Wouldn't it be great if you could
practice your music in the privacy of your own head? Free

n Yamaha's Producer Series —the portable, affordable,
% battery-operated sound system that makes it possible.
Just plug your electric guitar, bass or keybecard
into the MA10 Headphone Amplifier, add the MH10
Stereo Headphones, and wail away. Without
disturbing others.
Get any sound, from clean to “over-
driven;’ as loud or soft as you please. And
the MA1O’s built-in electronic delay adds a
synthesized stereo effect for the most
spacious sound you've ever heard from
headphones.
With more MA10's and MH10%s, the whole
band can make music—
anytime,
anywhere.
_ Then add the
.\ MM]10 Stereo
I\ Mic/Line

you've got the
begmnings of a
recording studio’s capability. Plus, with the
CS01 Micro Monophonic Synthesizer, you can get
many musical instrument sounds as well as wild
- sound effects.
So make your music in private —whenever
and wherever you want—with the ver-
satile, affordable Producer Series. Only
from Yamaha.
Give a listen at your Yamaha dealer. Or write:
< Yamaha Combo Products, Box 6600, Buena Park, CA 90622.
In Canada, Yamaha Canada Music Ltd,, 135 Milner Ave,,

Scarborough, Ont. M1S 3R1.
YAMAHA



JAMES BLOOD ULMER

Dressed in a head rag and backed
by an eight-piece orchestra, James
Blood Ulmer sauntered onto the stage
of New York’s Savoy to lay down his
modern day version of the head-rag
hop. Much has been made of Blood's
synthesis of rock and jazz and his use
of harmolodics, and rightfully so,
because harmony, call-and-response
patterns, frenetic solos and disparate,
yet somehow complementary, bits of
melody are balanced overand against
rhythms dominated by crackling cym-
bals, back-bending funk bass vamps
and hellified drum rolls and marches.
Blood unearths old musical artifacts,
mud-encrusted or not, and presents
them with a new commentary, a new
identity, a new history—refurbished
ritual. He takes the old bomp-de-bomp
twelve-bar blues and its elegiac, exor-
cising qualities and transforms them
into a nerve-wrenching drone.

Certainly the show was marked with
allusions to Hendrix, especially
Blood's vocals. But Blood's clipped,
plucked guitar style runs counter to
he crystalline sustain associated with

James Blood Uimer

the Voodoo Child; Blood's lines are an
electrifrcation of the jagged and raw
styles that were common among the
primitive blues guitarists. Although his
playing is intensely rhythmic, it does
not possess an easy-going swing
because each note is suddeniy torn
from the guitar before being aliowed to
gently glide into the next. Blood's
sound s metallic and grating, and
although lacking the clarity of tone, it
carries the emationalimpact of a slide
guitarist pumping his instrument
through a battered amp. Vocally,
Blood is more expression than style,
but Blood's mumble adds one more
instrumant to the group. The result is
music that is simuitaneously anguished,
joyous, searching, melodically catchy,
disjointed, immanently funky and
viciously rhythmic.

The sweetest moments at the
Savoy came from the horns—Olu
Dara, Juitus Hemphili, David Murray—
and celiist Abdul Wadud. The horns,
especially Hemphill's expansive blues
lines added some much needed
dynamics to the music, creating a
sense of space in the midst of density.
Olu Dara’s high-powered bugle-call-
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rag trumpet solos provided additional
punctuation. Murray's tenor screamed
and squeaked, turning the wildman
R&B tenor style on its head and forc-
ing Ulmer's chords to virtually yelp in
self-defense. Wadud's pluckin'-'n"-
grinnin’ vamps skipped lightly over
Amin Ali's snapping bass, the semi-
chords of Ronnie Drayton and the
pounding rhythms and machine-gun-
like bursts of the two drummers, G.
Calvin Weston and Cornell Rochester.

The show was unrelenting in its
rhythmic tension. Blood offered a
swaying soul ballad complete with the
dot dot-dot of a slow strum guitar, but
the drums seemed to play even faster
anc harder and by mid-song the
terrpo had accelerated to the manic
level once again. So much for gentility
and sweetness. Otherwise, the best
Blood offered for a break were loping
grovves like "Are You Glad To Be In
America?" and a few pauses between
songs. This lack of contrast between
songs, and sometimes within them as
welk was the one burr left in Blood's
music, but with all that sharp-edged
twisted metal so magnificently brought
to the stage, what's a burr or two? -
Don Palmer

CHIC

Appearances can be deceiving. As
the rest of Chic pumped out the
urgent, staccato vamp to “Stage
Fright,” Nile Rodgers, Alfa Anderson,
Luci Martin and Bernard Edwards
strutted onstage dressed to the nines.
Between Rodgers’ white cowboy-cut
jacket and fringed black leather jeans,
the exaggerated shoulders of the
ladies' sophisticated retro look anc
Edwards' cream-colored, right-out-of-
Gentlerman’s Quarterly suit, it was
hard to miss what the Chic image was
saying: this is high-fashion cool, the
funk that never sweats.

But when they got down to it, the
music said something else. Whether
stomping through the bass-heavy
"Burn Hard” or cutting loose with a
frenz'ed “Le Freak,” Chic made it clear
that they were a dance band, and
dance music is nothing if not physical
Forget tne sartorial efegance of the
front four; once the coneert was under-
way, the outfit that said it all was drum-
mer Tony Thompson's running togs.

Considering the band's history, this

Chic
was no smail breakthrough. Chic's
music has always seemed too styl-
ishly distanced to get down and dirty
the way most funk does. It was terrifi-
cally danceable, sure, but always with
an overriding elegance that put it
above mere “party hearty” hysteria.
Would the Gammodores, for all their
upwardly-mohile ambition, ever have
thought up anything as wonderfully
high-class camp as the “Yowsah,
yowsah, yowsah” chorus to “"Dance,
Dance, Dance”? Could Funkadelic
ever have put clams on the halfshell
alongside roller skates the way
Rodgers and Edwards did in “Good
Times"?

Success has proven a cruel mfs-
tress, though, and each well-dressed
hit seemed to move Chic one step
closer to turning into a cartoon. That
the band realizes this seems clear—
Rodgers, Edwards ana Thompsormn's
work with Blondie's Debibie Harry was
a strong indicator of their eagernessto
break out of Chic’'s R&B straight-
jacket, and though the latest Chic
album, Take It Off, seldom wanders
from established grooves, it marks a
shift to a gritty, stripped-down sourd
that suggests "Take It Off” is more a
motto than a song title.

Chic carried through with that idea
in concert, maintaining the music's
inherent savoir faire but backing it with
an almost streetwise intensity. Part of
that may have been their eagerness to
reestablish concert credibility—the
band's Baltimore show was its second
night out after an eighteen-month
hiatus—but it can't be denied that
Chic's get-tough policy brought out
some of its best playing ever. Nile
Rodgers' nspred lead work lifted “Se
Fine"” above the sleek noodling of the
album version ta the leve' of a genuine
guitar showpiece; Bernard Edwards’
understated vocal and lean bass work
buit up so much tension during
“Flashback” that the recriminating
chorus cut unexpectedly deep; and
Chic ended tne too-brief set with &
frenetic "Gooc Times,” capped with &
chant-along version of "Rapper’s
Delight” led by Rodgers.

As a band, Chic still has too much
history to completely abandon theg
image that made it so successful, sq
for now the band contents itself with
s'y digs. like passing a tacky Diang
Ross stole between Luci Martin and




Alfa Anderson during the “I'm Coming
Out“Upside Down” segment of Chic's
production medley. But the fact that
they can laugh at the style they've sold
means that they'll continue to work
within it without letting it work them
Who could ask for a happier medium?
— J D. Considine

dB’s

The conventional wisdom on these
Carolina-bred. N.Y.-honed popsters
says they're expert in the studio, puz-
zZlingly erratic in concert. On two
Albion 1import albums, Stand For
Decibels and the recent Repercus-
sions, the dB's concocted a series of
synthetic symphonies that deftly paid
homage to master craftsmen like
Brian Wilson, John Lennon, Paul
McCartney and Ray Davies. Trouble
was. all too often the group took its live
cue from the erratic nature of another
mentor, Big Star/Box Top Alex Chil-
ton, for whom co-leader Chnis Stamey
was once a braces-clad bassist.

This evening at the Ritz, though,
these pop neo-classicists proved they
could satisfy that old Saturday night
urge as well as the cerebellum. Afool-
ishly headbanded Peter Holsapple
rips off ringing guitar runs as boyish
Chris Stamey, wearing a very un-rock-
star-like patterned pullover ski
sweater, flashes a devilish grin and
strums a raga riff. Staunch and dark
bassist Gene Holder pins down the
scattering rhythms, a near-impossible
feat for this wildly careening outfit,
while Will Rigby blows the band's intel-
lectual cover by whacking his drum kit
with little regard for anything except
occasionally flipping a stick in the air
and catching it—on the beat. A pair of
saxophones and a trumpet amble on
to assist at various intervals. No one at
the Ritz seems to care that they're
hearing some of the wackiest, most
psychotically romantic pop this side of
Squeeze, but at least they're not
booing.

The tightly wound mainspring that
makes the dB's tick comes from the
tension generated by the restraint/
catharsis fueling of their songs. Chief
writers Holsapple and Stamey repre-
sent the dB's twin towers of suicidal
passion and neurotic stasis, but they
Jus! as often switch roles, making their

! individual contributions blend together

as one voice, like Lennon-McCartney,
Holsapple and Stamey each write
their own songs, rather than having
on2 partner compose lyrics. the other,
music.

Back onstage, the dB's bring in the
trumpet player to bleat a mournful “In
A Silent Way" solo during the break of
an obscure B-side, “Soul Kiss," effec-
tively echoing the avant-garde min-
imalism essayed by both Milesand the
downtown SoHo no wavesters. Chris
Stamey has long been an avid fan of
this kind of music, evengoing sofaras
to remix the recently released 8-Eyea
Spy cassette. Along with the Cars anc
the Police, the dB's have been able tc
assimilate the weirdness associated
with those bands into a seamless pog
stew that doesn't hesitate to incorpo-

dB’s

rate any and all musical idioms. For
the encore, "Storm Warning,” the
entire horn section suddenly returns
and bursts into a Latin raumba that
lacks only Carmen Miranda sporting a
halo of bananas to compete the
lusion.

The dB's tend to be critizaldarlings
because they deliver the most morbid
sentiments undernegth the same
sprightly, nasal, Anglo vocals that
once yearned for the simole pleasure
of hotding your hand. Now Peter Hol-
sapple matter-cf-factly sings about
killing himself for love and itis indistin-
guishable from Chris Stamey whining
to his girlfriend 0 “run back to your
mother” because “she always said
you would.” As Peter Holsapgle points
out in "Neverland,’ the Peter Pan-like
promise of pop paradise has now
become an impossible dream, espe-
cially when rock "n’ roll loversdon’t will
it to be true. — Roy Trakin

HUMAN
SWITCHBOARD

With a whole February afternoon to
spend at home, the mailman’s latest
batch of new wave releases went on
the turntable. They told a distressing
tale. New wave began as a worthy
assault on pop myths abaut -omance
and success. Yet the frustration of
attacking such sturdy myths has led
most bands into either cynical detach-
ment or resigned fatalism. Moreover,
they all sound so much the same.

Then an album cut through the dis-
tractions of magazines and phone
calls to demand attention What came
through first was a nagging. swirling
Tex-punk Farfisa organ. Then came
the pell-mell drumming ttat forced its
way through any obstacles with cym-
bal accents or redoubled rulis. Then
came the jagged guitar, which punc-
tured the billowing orgar chords with
ice pick notes. Then | finally began to
make out the vocals and lyrics. The
familiar anger w~vas there, hut some-
thing else too. a stubborn refusal to
retreat to a comrfortable distiance from
the audience. The band was the
Human Switchooard, a :rio from
Cleveland. They attacked public illu-
ston (“In This Town" is anout the cur-
rent frostbelt depressions and private

illusion (“Na Heart" is about the cur-
rent sexual depressian), but they
made comumon cause w-th the listener
In res stance

Rob Pfeifer, who wrote and sang
most of the somgs, sounded like Lou
Reed at his iciest, stubbornest best.
Some singers (cf. David Bowe, Patti
Smith David Byrne, tan McCulloch)
futilely try all their care=rs to get that
sounc, and Pfeifer getsiton hisfirst try,
Pfeifer kncws Reed's secret: the trick
to eftective confrontasion is deter-
minec unde-statement, not blustering
overstatement. But Pfeifer is just part
of the Switchboard story. Ron Metz is
an ecually stubborn drummer with an
unusual sense of swing for a punk
band. Myrma Marcarian is the key-
boardist and second singer. Her organ
fleshes aut Pfeifer's skeletal songs:
ner voice 1s gentler, mare patient but
even less Duageable than Pfeifer’s.
Her songwriting provides a crucial
femalz pe:spective to the band's cri-
tique of romance

In early March, | caught the band at
Washington's 9:30 Club. They had
expanded to a full-time quartet by
adding bassist Steve Calabria (who
played on three tracks on the album).
Marcarian, in a simple black flower
print dress, bobbed and weaved
behind ker organ. Pfeifer, in amber
shades and a blac acket, staoc ram-
rod straight and leaned at the micro-

LAURA LEVINE

phone. The throbbing dance beat was
more prominent than on the album,
with Calabria's fretless bass and Metz’
traps making the paradox of punk syn-
copation work. Pfeifer and Marcarian
sang as many post-album new songs
as album cuts. The intensity of Pfeif-
er's anger was unsettling, but it soon
became clear that he wasn't aiming it
at the audience. He was aiming it for
the audience, and when he was joined
by Marcarian's absorbing, sympa-
thetic voice, It produced an exhilarat-
ing optimism. The one cover was
Petula Cark's "Downtown,” which
was drenched in so much irony that
when Marcanan sang, "Downtown,
everything's waiting for you,” it was as
much a warning as an invitation

In the cellar dressing room, | sug-
gested that Northern Ohio must have
a thriving club circuit to produce acts
like the Human Switchboard, the Wait-
resses, Devo, Chrissie Hynde, Pere
Ubu, Tin Huey, Rachel Sweet, etc
Pfeifer—engagingly open and friendly
as he slumped on a couch—laughed.
"No, it's pretty bad If you're a musi-
cian out there, you either give up or
fight It's pretty sobering when we go
back there. The fact that we sold outa
Washington nightciub doesn't mean
anything; nobody knows who we are
and we still can't pay the rent. It's good
in a way, because you avoid what | call
Second Avenue stardom, where
everyone you meet in several blocks
on the Lower East Side tells you how
great you are. It's hard to fool yourself
in Cleveland.”

Two weeks later | tracked down a
copy of the Human Switchboard's live
album at a Baltimore record conven-
tion. A printed slip inside read: “You're
holding a copy of a very limited edition
recording (1,000 units). The Human
Switchboard has approved the limited
release of this recording...taken from
a May '80 Kent performance and an
August '79 performance. The purpose
of this release is to give Switchboard
fans an album's worth of materiai to
live on until some dumb record com-
pany figures out who the best white
American rock band around today
is.—Johnny Fan " Johnny is not as far
off the mark as you might think. —
Geoffrey Himes

Human Switchboard




We consider the new Performer £00 Series to
be the fin=st studio-quia ity effects line
avai able "oday.

Distortion'555

TheDOD Zistortior 555 delivers a w de range
of useful effects frcm a warm tube-tvpe over-
drive effect to a hard d-iving distortion or fuzz
sound witt a long susta n. The 585 can give
the presence of a power‘ul sounc witholt
louc volusr-es, making the 555 a usetul effect
for ell types of perforrmances.

Qua ity features include:

e FET Switching

e LED Status Indicator

o AC Adap:er Incluced

» Unigue ¢ rcuit desigr: for lcw battery drain.
* Thre= year limited werranty

* Modular dlug-in cir¢uit board (s2e nse’ below;

¢ Easy 'no tools’ access tattery compartment
* Rugged die-cast meta' chassis
* Rubber nom-skid bottcm plate

Other Performer 500 eff2cts includa:

* Compressor Limiter ¢ Chorus

e Wah Filter s Ainalog Celey
e Flanger « Phasor

See this statz-of-tthe-art line-at your locai
dealer.

DOD Electronics Corp * 2953 Soufh 300 West
Salt Lake City, Utzh 84115 « (801) 485-8534




Aninside loak
at the birth of a New
York horn section

BY CRISFIN CICE

Backstage at the Ritz Ballroom, on a
steamy Manhattan Saturday night last
July, Chuck Berry wheeled on me and
my tenor sax and snapped, “No horns!”
then turned back to continue explaining
his basic stage cues to the bass player
and drummer (“....no fills on the drums,
and when | stomp my foot like this, that
means stop...."). Never mind that my
three partners and |—Arno Hecht, Paul
Litteral and Bob Funk, a.k.a. the Uptown
Horns—had contracted the entire first-
rate backup band that night, never mind
that the Ritz was goingto pay us whath-
er we played or not, and never mind

that we knew Chuck'’s amazing reper-
toire cold; his verdict of “No horns"
had a terribly final ring to it. But we
weren't going to take it lying down,

even from the father of rock ‘n'roll. In
situations like this, attituce is every-
thing, so | looked him straight in the
eye and said, “Chuck, | think you're
really gonna want us onstage with
you.” Something must have given
him pause, since he hesitated a
momert and said, “Do you guys
know 'Hanky Tonk'?" “Sure, it's in

F,” 1 flipped back. “So. we've got

some real musicians here,” he

grinned, immediately motioning
us all toward the stage entrance,
“Okay then, let's rock!”

The three thousand-plus in
the audience that night, which
included such informed R&R
ears as Keith Richards’, accepted the
totally unrehearsed band instantly (we
had taken the time to learn chord
changes and rhythm stops for all the
songs tn Chuck’s basic repertoire), and
apbout haifway through the set, the beam-
ing Mr. Berry announced that “we in the
band feel especially in tune, even
though we've never played together
before tonight, so from now on, we're
going to play your requests.” A little lady
who was already haifway onstage

Clockwise from top: Funk
; G

and Litterg

screamed her request, and we jumped
into “'Litlle Queenie” right from the big
guy's first snailing guitar chords. The set
ended with a ferocious version of Bill
Doggetts aiorementioned “Honky Tonk,”
a perfect broling roadhouse closeout,
with saxes and guitar onour knees, frad-
ing riffs and honks.

After the show we stcpped by Chuck's
dressing room to thank him for the good
time. He still cuts quite a dashing figure,
and we found a gaggle of girls itching to
enter the dressing room 100, although
only a couple of beauties actually made
it that far. Chuck shook hands with us—
the guy's got sledgehammer-sized
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mitts—and said drolly, “You fellas were
cool.” Just as we were leaving the room
by its back door, we heard a big commo-
tion and turned to see an interesting, if
rather odd spectacle. Seems that Keith
Richards suddenly entered through the
front door and, no doubt to heighten the
element of surprise, had embraced
Chuck from behind and said, “Hi."
Chuck, without hesitation and perhaps
not even knowing who had himin a bear
hug, spun around and delivered a super-
charged haymaker to the other guitar-
ist's face, whose aides and girlfriend
then quickly escorted him back from
whence he came. We sagely intuited
that this was our cue to skidoo. For our
part, the Uptown Horns had just crossed
another bridge, and this one was longer
than eight bars.

But let's face it, the past decade and a
half haven't been easy on horn players
who like to play rock, R&B and pop
music in general. A couple of superb
sections—like the Brecker Brothers,
Seawind and Tower of Power—have
broken new ground and challenged the
guitar's hegemony, but by and large, gui-
tar heroes still rule. So where does that
leave us, the forgotten ones, who
believe, say, that King Curtis was one of
the greatest players who ever lived pre-
cisely because he could pack so much
emotion and implied technical prowess
in an eight-bar solo; or that Ray Charles’
greatest horn section, the one that
included David "Fathead” Newman,
Hank Crawford and Marcus Belgrave,
packed a soulful jazz-rock wallop that's
still being felt today on records by every-
one from the Clash to Genesis to Rickte
Lee Jones; or that no synthesizer will
ever come close to duplicating a good
trombone vibrato.

The Uptown Horns first drifted
together on random gigs and demo ses-
sions, in true N.Y.C. fashion. Arno Hecht,
who plays tenor sax like Hank Mobley
meets Jr. Walker on American Band-
stand in 1990, had led an earlier incarna-
tion of the section four years ago which
fell apart when two members decided
they wanted to play strictly jazz. About
two years ago he met Paul Litteral on a
session and immediately recognized a
superior lead trumpet player. Together
Arno and Paul joined a hot local
nouveau-soul band, Brenda & the Real-
tones, which occasionally backed up
visiting R&B greats like Solomon Burke
and Rufus Thomas. | met Arno and Paul
in August, 1980 when the Realtones
backed Rufus Thomas, the great elder
statesman of Memphis soul, at Tramps
and the Mudd Club. Rufus wanted three
horns; | joined the section playing bari-
tone and alto, Rufus did the funky
chicken, and for us at least, history was
made. At the Mudd, the infamous lower
Manhattan modern music hangout,
spike-haired punks and new romantics
did the push and pull until sunup, and
afterwards Rufus told us, “This audi-
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ence might look funny, but they're the
same as kids in the early 50s, when Elvis
Presley used to come down and catch
my act at clubs in Memphis: they all want
to rockhouse all night long."”

At about the same time, trombonist
Bob Funk (yes, that's his real name)
joined the section. Bob's excellent into-
nation, extensive classical chops and
sure-footed swing sense gave the sec-
tion just the right bottom line, and we
immediately started working as much as
possible. Individually our credits had
included album sessions with Genya
Ravan, Joan Armatrading, the Ritchie
Family, Bo Diddley, Richie Havens, Wil-
lie Nile, Kid Creole and Steve Forbert.
With the Realtones we backed up Carla
Thomas, Syl Johnson, Little Anthony,
the Shirelles, Leslie Gore, and began
playing as a section with an exciting
young rock-soul band called the
Nitecaps.

Playing with the Nitecaps, in fact, led
directly to our first album date as a sec-
tion. Iggy Pop caught the band playing a
hot set one night at Hurrah's, the former
N.Y.C. rock-dance joint. After the show
he and his bassist came back to the
dressing room and informed us bluntly
that “you guys are doing my next
album.” Flattered but somewhat skepti-
cal, we forgot about the whole thing until
two months later, when we got the call
from Mr. Pop, as the New York Times
sometimes refers to him. The session
was to be the next night, when we had
two sets to play with Solomon Burke at
Tramps and a late show with the Nite-
caps at CBGB's on the Bowery, before
grabbing a Checker cab for the studio.
When we arrived Iggy was in good
humor, and quickly set the evening's
mood, telling us "“you guys are so ugly
I'm gonna have to show you how to be
beautiful.” The rhythm tracks were
already completed, and lggy's tech-
nique of recording horns posed a spe-
cial challenge to us.

As on many rock recording sessions,
he wanted to use “head" arrangements,
worked out and voiced on the spot with-
out charts, for maximum spontaneity
and live feel. As we'd listen to a song on
the studio monitors, Iggy would sing us
the part he had in mind. At the same
time, he rightly believes that first takes
are usually the freshest and the most
exciting. Of course, this meant we hadto
quickly memorize and interpret a phrase
on its first or second recording pass.
Fortunately, Iggy supplied the kind of
atmospheric direction that allowed us to
zero right in on the emotional tone he
wanted for a part. On one song, for
instance, he asked Paulto “play like Doc
Severinson, but more, shall we say,
twisted...." Later, when Arno was about
to play a sax solo, lggy instructed him to
“think of a bum down onthe Bowery, you
know, slouched on the ground in a heap
under a lamp post...." Iggy got emo-
tional sounds out of us we never knew
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That's what Modem Recording said about
the IEX-18 stereo 2-wayAmono 3-way
electronic crossevar. The same statement
cculd very well apply to the new TAPCO
2210 and 2230 graphic equalizess as well.
The EX-18 provides all the necessary
centrols and functions for bi-amplifying
stereo or tri-amplifying monaural speaker
systems, and this.can be accomplished

lusing a unique: mode switch:so no external
patchingiis required. A single knob on
each channel adjusts the crossover frequen-
cies, withra 10X multiplier available for
very high frequency, crossover operation.
ltis definitely one of the cleanest and
‘quietest electronic crossovers available.
The 3am= precision design and human
engineenng found in the:EX-18 is found
in the one-third octave 2230 and the dual
ten-band 2210 graphic. equalizers. Both
are magrificent performers in recording and
sound einforcement applications. Whether
you need the precision of the 2230 with its
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combining filter actiom, switchable high
and low-pass filters and floating balanced
outputs, or the economy and flexibility of
the 2210, there are simply no better values
in today's marketplace.

All three units are equipped with remov-
able security covers to prevent.accidental
operation of any of the:controls once your
requirements have been set.

There is no need to settie for less than
the:best sound available. Especially when
these E-V/TAPCO signal processing units
give you professional sound quality for
less than yould expect professional quality
to cost. These units must oe auditioned
atyour E-V/TAPCO dealer. It'stthe only way
to hear how good your sound can be.

a gulm company

tin Canada:

'Gutten Industnies. litc

1Box 520, 345 Herbert:Sireet
‘Gananoque, Ontario X7G 2V1

TAPCO

800 Cecil Street
Buchanan, Mi 49107

In Europe:,
EVSA
Romerstrasse 3
2560 Nidaw
Switzeriand

in Australis:

fElectro.Voice Austraha PTY.LTD
59 Waratah:Street

KKtrrawee, N S W, 2232

Itn Japan:

IElectro-Voice. Ltd

6F No 2Taro Bullding
2-10 Yotsuya, Shinjuku-ku
Tokyo, Japan 160
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Put your dukes up!

Duke Jupiter explode on their new album, “Duke Jupiter 17
The power and glery of their killer live show is transferred
intact. You've airgady been hearing their fast-breaking
single, “I'll Drink To You” Now keep your ears open fcr
“Rock’n’ Roll Band” and “Don’t You Look At Me Like That?

meluding:
Foox 'n' Roll BandiAockn’ In A Motel Room
Don't You Luok AtMe Lixe Theit
Orou've Gotia Love) The Wrong Ones

“Duke Jupiter ¥’

on Coast To Coast
Records and Tapes.
=

4
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Pro<w ed by Glew Kolotkms  Draributed v CBS frecords. € 1982 CBS Inc

existed.

More album dates came in: we
recorded with Holly & the italians, Caro-
lyne Mas, English rock-dance group the
Quick, and played on several film
soundtracks. The first was for director
Arthur Penn’s Four Friends. For this date,
musical director Elizabeth Swados,
who's had several celebrated plays and
musicals staged in New York, hired the
entire Uptown Horn Band and the ses-
sion involved, once again, head charts,
with Ms. Swados singing us the exact
parts and voicings she wanted. A month
later, we played onthe entire soundtrack
for another film, an L..A. cops vs. psycho-
path thriller called Vice Squad, set for
early '82 release by Avco Embassy. This
date involved completely scored musi-
cal themes, riffs and solos played over
previously-recorded rhythm tracks. For
example, we'd play a three-minute pas-
sage titled, say, "Ramrod Action” (the
villain's name is Ramrod), and then
watch the music being immediately
synched up with the film on a video mon-
itor in the studio control room. This way
we could see and hear Paul's double-
high G with a long trailing fall-off coin-
cide with the bad guy smashing into a
brick wall at 40 mph, which would of
course give us inspiration for playing the
next scene. The next day | was called
back for alto sax solos. These were to be
atmospheric, lonely-avenue-type themes,
mostly scored out, that coincided with
the heroine onscreen alone. Crushing
slide guitar solos by Johnny Winter
represented the villain, while Rick Der-
ringer's brawny leads accompanied the
hero as he tools down Wilshire Boule-
vard.

As much as we've enjoyed and
sought recording as a horn section,
though, the bulk of our experience and
inspiration has been from playing live—
at clubs, concerts, dances and lesser
functions. We knew that the best way to
really develop and expand as a horn
section was to play with as many differ-
ent musicians, singers and compos-
er/arrangers as possible and, as often
happens, we got our big chance by tak-
ing a chance. Last winter Terry Dunn,
who owns Tramps, the premier blues
and R&B club in New York, called and
asked me to lead a jam session one
night a week. Merely hosting an open-
ended jam didn't interest us—other
N.Y.C. clubs, like Kenny's Castaways,
have been running successful jams for
years. But we felt that with a slightly
more organized format, headed up by
the Uptown Horns and our own rhythm
section, the event could succeed on a
regular basis.

So the first thing we did was to form a
compiete band, drawing first on four
Realtones: guitarist Marc Ribot, bassist
David Conrad, Bobby Kent on drums
and percussionist Linda Curtis. Charlie
Giordano joined on keyboards, with
funk-jazz guitarist David Acker an occa-
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The PRO-FX System from Sequential Circuits is the industry’s first modular, expand-
able, rackmounted, completely programmable signal processing system that lets you:

® Pick the combination of effects you want. Six are now available: Phase
Shifter, Distortion/Sustain, 4 x 2 Expandable Mixer, Parametric Equalizer,
Reverb, Transpose/Sync, and, coming soon, a Flanger/Doubler. Many
more modules will be available in the future.

® Program 64 different combinations of control settings.
@ Step through preset sequences of programs with the footswitch.
® Activate program changes with a synchronized tape pulse.

® Save sets of programs and program sequences on tape.
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The Model 500 PRO-FX offers the flexibility and controf of full
programmability with the convenience of modular rackmount
design. Each module is carefully crafted for studio quality low
noise and distortion specs. Every knob and switch on each
module is completely programmable, which allows comi-
plex control settings to be stored and recalled instantly at
the touch of a switch. You no langer have to worry about
reproducing a particular effects setting in the studio or

on stage. Now you can conso idate all your effects and
mixing into one concise package, and have instant
control over complete sound changes while playing.

The Model 500 System Controler is a micro-com-
puter designed to store in memory 64 knob and
switch settings for up to 30 effects modules using
up to 3 expansion chassis. The System Control-

ler will also allow you to preset sequences of
programchanges, actuated by the footswitch

(for live performance) or tape track (for play-
back/mixdown).

For more information, see your
dealer, or write Sequential Circuits,
3051 N. First St., San Jose, CA 95134
{408) 946-5240

Pro-FX
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Phase Shifter (Model 510) uses low-noise circuitry and a 4-stage phase shifting

network. Besides speed, depth, and range controls, the regeneration knob

controlsthe depth of the effect from very mild to intense. (External speed and
range switches allow pedal or voltage control of sweep and range.

Distortion (Model 512) allows independent variable control of sustain and
distortion, from completely clean sustain with na distortion to maximum
distartion with a minimum of sustain.

4 x 2 Expandable Mixer {Model 514) has four inputs with level and pan

controls. Maximum gain can be set from 20to 40 dB v.a the internal trim-

mer on each input channel to accommodate both line and instrument
level signals.

Parametric Equalizer (Model 516) is a 2-band, fully parametric, over-

lapping range equalizer with switchable peaking or shelving opera-

tion; any number of these units can be placed in series to obtain as
many bands as required.

Reverb (Model 518) is a very smooth reverberation umit using a 6-

spring delay line and active limiting to eliminate spring side-
effects. This module also has a sophisticated EQ which sets
bandwidth and tone of reverb signal.

Transpose/Sync (Model 520) provides many synthesizer effects
for other instruments. It will track a note one or two octaves
below the original pitch as well as a4 separate nate from an
octave below to an octave above. The upper voice can be
“hard synced” to the original voice or one octave below.
The uppervoice can also have its pitch sweptup or down
by a sweep triggered on each rew note; this gives the
“sweeping sync’’ tone used on many keyboard synthe-
sizers.
Coming soon - Flanger/Doubler (Model 522) an analog delay

intworanges designed to cover both flanging and doubling
effects.
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sional replacement and utility irdielder.
Our format was simple: every Tuesday
afternoon we met at the club with two or
three singers or arrangers who were to
be featured that evening. In short
rehearsals, we'd run down chord charts,
read through horn arrangements, or
come up with basic lines of our own for
the tunes. The other side of the coin
would be instrumental jamming, and to
accommodate players we'd invited or
who just appeared with portfolios, we
worked up a varied repertoire of charts
and tunes to jam on (like Steely Dan's
“Peg,” James Brown'’s “The Chicken" or
Horace Silver's “Sister Sadie").

The basic idea was to have a solid
and flexible enough band onstage that
could handle all kinds of singers and
musicians, no matter who showed up. A
typical night opens with the Uptown
Horn Band doing a few of our own
tunes—everybody in the group writes—
and then alternating between singers
and players until the wee hours; sur-
prises quickly became commonplace.
One night, for instance, |'d been alerted
that the Neville Brothers from New
Orleans who were in town recording
their album Fiyo On The Bayou, might
come down to Tramps. In the afternoon,
we hashed out a tolerable version of
Aaron Neville's classic, "Tell It Like it1s,”
complete with the original horn lines.
When Aaron, Art and Cyril Neville did
appear that night, we led off with the
ballad. The brothers must have felt

John

Steve Swallow

something click, because we then
launched into a half-hour, non-stop jam,
running through evergreens like “lko
Ilko" and “Hey Pockyway,” with Art on
piano, Cyril on rolling congas, and the
entire club in pandemonium.

Unplanned combinations have some-
times paid off in big ways. One night
Southside Johnny Lyon showed up with
his two backup singers, Lisa Lowell and
Patty Scialfa, and they joined us onstage
to belt out such standards as “In The
Midnight Hour.”" While this was going on,
Mitch Ryder walked into the club after
playing a show at the Savoy, and we
coerced him into a duet with Southside
Johnny on "Good Golly Miss Molly/
Jenny Takes A Ride.” Steam was liter-
ally pouring off the stage when David
Johansen jumped onstage and counted
off a lurching version of Ray Charles’
“Let's Go Get Stoned," with each singer
taking a verse and the entire audience—
bartenders, waitresses and a cop on the
East 15th Street beat—joining in on the
choruses.

Another time, Solomon Burke, the
hulking bear of a preacher/soul singer
was leading the band through his own
“Everybody Needs Somebody To Love"
when Don Covay—the guy who wrote
such classics as "Have Mercy" (and
whose vocal Mick Jagger borrowed
extensively on the Stones’ version)—
jumped onstage with Dodie Dreyer of
the Ritchie Family to engage in a vocal
sparring match with Burke. This lasted
twenty minutes on one vamp and ended

cofield

-Adam Nusshaum

SHINOLA
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with all the singers speaking in tongues,
soul style. A few weeks later, Hamish
Stuart and Steve Ferrone from the Aver-
age White Band got up to testify, but
when we asked Hamish what he wanted
to play, he just grinned and said he
couldn't remember any lyrics just then,
s0 go ahead and start any song. We
decided to do “Knock On Wood," and
Hamish proceeded to make up two per-
fectly stunning new verses to the Eddie
Floyd tune before the originals flitted
back into his memory bank.

On the jamming side, we've had our
share of interesting combos grace the
stage. Once Chris Spedding, the
demonically-inspired British guitarist,
who's played with virtually everyone
from Robert Gordon to Elton John to the
Stones, got up with Richie Morales of the
Brecker Brothers Band on drums,
Johnny Winter's excellent bassist Jon
Paris, and Wayne Kramer—formerly of
the MC-5 and now recording with Was
(Not Was) and his own combo—singing
“Tutti Frutti,” Bassist Will Lee, Mac
Rebennack/Dr. John, legendary R&B
bassist Jerry Jemmott, guitar ace Arlen
Roth, former Santana percussionist
Mingo Lewis, a whole slew of great horn
players from big bands passing through
town, drummer Steve Holly from Wings,
a great and totally obscure Texas blues
guitarist named Texas Slim—these are
but a few of the players who've stumbled
onstage at Tramps 'round midnight to
see what happens.

continued on page 88
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We broke the rules to give
you your first big break.

scnically irue recording of every

* 1 8- thing from a kick drum to a triangle.
/ 4 INCH’ TRAC*K You'll also be happy to know the
SYSTEM 33 635 A-8, like all Fostex recorders, can
! J ] J give you a third hand. A remote foot
pedal tor punching in and out. So

you can make your own music and
Finally, you can afford to sit down  operate your own machine. Alone.

and make your own music. Instead What's more, the A-8 is truly porta
of struggling as a part-time studio ble. Unlike a Hammond B-3, the
owrer just to pay for equipment entire Fostex 8-track systern will fit
you can't afford. in the front seat of your car.

It's called Fostex Personal Multi - Which brings us to the companion
track. An incredible technological Fostex 350 mixer. 8-in, 4-out with

breakthrough —8trackson 4" tape  an auxiliary stereo buss, 2 stereo

— from the same engineering team phone inputs, 2 head phone jacks,

that first put 8 tracks on 2" tape. multiple patch points and dual para
And while the Fostex A-8 lets you  metric equalizers on every input

build your tune for a fraction of your  channel. Whew.

usual cost, wee not giving you Plus, it's laid out so simply you
econriomy at the expense of quaiity. don't have to be an encineer to
For one thing, we guarantee work it.

adjacent crosstalk at —45dB. (That's 50 don't get side-tracked by
exactly what the 12" 8-track gets.) anything else. Head straight to your
But you'llmore than likely get - 50dB  Fostex dealer. Then you'll see just
or better. Ard with Dolby** CNR  how big a break this 8-track system
built-in you'll get a noise-free, really is.

FOSUEX

Personal Multitrack

* Suggested ist prices: A-8, $2500 350 Mixer and Meier Bridge, $1125. Foot pedal, $15. ** Dolby is a registered frademark of Doloy Laboratories, Inc
1982 Fostex Corp. of America, 15431 Blackburn Averue, Norwalk, CA 90650
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BY VIC GARBARINI

He is Nick Lowe, alias the Prince of Pop, a.k.a. the Titan of Trash and the
Herald of Hip. Only this morning his dry wit, affable charm and eminently quot-
able bon mots had the college radio press ealing out of the palm of his

hana. But less than ten hours later, as the lanky bassist squints fixedly

at the telegram tacked to the wall of his Boston Garden dressing room, a very

different side of Nick

Lowe begins to emerge.
Slowly it dawns cn me that
this teted paragon of
insouciance, this self-styled
Jesus of Cool, is—betieve it
or not—on the verge of
tears. "I can't befieve he did
this,”" mutters Nick, his
voice tinged with emotion.
"Listen to this: 'Dear Nick,
Sorry | can't be with you for
this one. Know you Il krock
‘'em dead. Your buddy, Peter
Wolf." Aw, old Woif didn't
have to do that,” continued
Lowe, groping for another
Heineken with one hand as
he runs the other through
his shaggy mane. I mean,
here's this guy | admire so
damn much—he kept the
old flag of R&B flying for all
these years, and naw
they're bloody number one;
haven't seen him in ages,
and he takes the time out
there on tour to send this.
You shouldn't realy play
R&B like | do,” he
confesses to his beer.
"Those guys are the real
thing. And ' was so damnred

pleased when their song
went to number one, |
bought every bastard in the
bar a drink!”

Wait a minute is this
genuinely warm, humble guy
the same cool, cavalier
popster that wowed the
Adidas brigade at lunch?

You bet.

In fact, the real Nick Lowe
is exactly that: a pleasantly
paradoxical juxtaposition of
passion and detachment
Unlike many of the post-punk
English set who, in their rush
to escape cliched forms and
structures also reject the
essential musical principtes
needed to create effective
new rock vehicles, Lowe's
unerring command of
traditional rock dynamics,
coupled with his detached
objectivity (conceptual, nct
emotional) enables him to
reshuffle these musical
elements into novel
configurations at will,
creating in the process a
unique hybrid of rock, pop,
R&B, reggae and country.
Clever as all this may
sound, Lowe is acutely
aware that it's his
underlying passion for rock
‘n' roll and his commitment
to his craft that provide the
depth and force that lend

his efforts credibility.

Lowe developed his
mastery of these diverse
musical elements by way of
a tough apprenticeship on
the early 70s London pub
circuit. As bass player and
chief songwriter for country
rockers Brinsley Schwartz,
Lowe leained to switcn
genres effortlessly in order
to satisfy the demands of
the dance-hungry pubsters
for everything from
rockabilly to reggae. On any
given night the oand might
oper with the Band's
“Chest Fever,” then swing
through a brace of Chuck
Berry rocxers and Beatle
tunes before closing out
with something by the
Jackson Five. After a string
of critically lzauded but
commercally disastrous
albums of or.ginal matenal
(disastrous in the U.S. way,
anyway, where their entire

catalog is out of print—you
might scour tne import bins
for the excellent compilation
Fifteen Thoughts Of
Brinsley Schwartz [U.A.
import], which contains the
original version of their
anthemic "What's So Funny
About Peace Love And
Understanding,” ‘ater
covered by Elvis Costello),
the Brins gecidec to pack it
in, at which point Brinsley
Schwartz and Boo Andrews
signed on with Graham
Parker as members of his
backup band, the Rumour.
By now Nick had joined
forces with guitarist/
procucer Dave Edmunds.
Dave’s hollow, glassine
leads anc raw, locomotive
rhythms effected an oerganic
syntnesis of the rockabilly
and R&B moves of hig
heroes—James Burton, Carl
Perkins and Chuck Berry.
Edmunds' earthy, straight-
ahead playing soon helped
to both ground anc
galvanize Nick's rascent
post-Brinsley style. If Lowe
was the brains ofthe operation,
providing most of the ideas,
humor and detackment, then
Edmunds was both the spirit
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and the brawn; his knotty fills and ringing leads supplied the
heart and guts. Along with ex-Ruttles guitarist Billy Bremner
and Welshman drummer Terry Williams they formed Rockpilte,
an informal aggregation that served as both a touring and
recording vehicle for Dave and Nick's solo projects. “So It
Goes," the latter’s initial release on the newly formed Stiff label,
is considered by most authorities (including The Financial
Times of London, Neve Zuricher Zeitung, and the Chronicles
of Zone Il1) to be the first new wave 45. In any case, there was
certainly more overt passion, punch and sheer exuberance
generated by the fat power chords of its majestic D-A-E
chorus and descending chordal verse than anything the pub-
sters had been able to muster, and Nick's surrealistic tale of
kids cutting off right arms and tired U.S. ambassadors on
obscure missions set the tone for the twisted but topical tunes
to come. Lowe's first album, Pure Pop For Now People, was a
bizarre collage of sights, sounds and characters; actresses
get eaten by their dogs, and the Bay City Rollers share the
limelight with Messrs. Hitler and Castro. Musically, traces of
cheerfully lifted Jackson Five riffs (“Nutted By Reality") rub
shoulders with punkish two-chord wonders (“Heart Of The
City") and Paul Simonized ballads (the intro to “Tonight™). His
followup, Labour Of Lust, signaled a shift in texture and struc-
ture. Gone were the crystalline power chords and chunky
rhythms. Instead, Edmunds’ gnarled, linear leads snaked their
way through a reverb-soaked matrix of chiming acoustics, fat

lvis
Costello is the Cole
Porter of the 80s,
and he’s cool enough
to keep changing his
act all the time so it
never becomes staid.”

bass lines and chattering drums. Finally, during the summer of
‘80, the team of Lowe, Bremner, Edmunds and Williams
recorded their first and only record as a bona fide group.
Muscular yet melodic, Rockpile's Seconds Of Pleasure was
either greater or lesser than the sum of its parts, depending on
your prejudices. It was basically a guitar-heavy collection of
straight ahead 50s-ish rock 'n’ roll, with Edmunds’ meat-and-
potatoes, rock-a-Berry stompers offset by Nick's Buddy Holly,
Stax and Everly Bros. evocations. Sure it was a compromise,
but it worked. And it might have taken off in some intriguing
directions, had not personality and business disagreements
between Edmunds and Lowe's controversial manager Jake
Riviera come to a head, resulting in the band’s breakup, and
the dissolution of all personal and professional links between
Lowe and Edmunds.

Nick The Nife, Lowe's current effort (and his first since the
Rockpile debacle), is a mixed bag at best. His compositional
chops are stillin excellent shape, as evidenced by the Tempta-
tions-style genre exercise, “Raining, Raining,” the neo-
Staxian “Too Many Teardrops™ and the explosive “Zulu Kiss."
The bad news is that with the exception of “Zulu Kiss,” most of
the tracks sound like rough demos, or interesting sketches
that no one bothered to flesh out. Nife also continues Lowe’s
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drift away from the use of electric guitars. As if in compensa-
tion, he pours on the reverb, mixes up the clattering drums
even higher than usual, and relies, somewhat unrealistically,
on acoustic guitars and Paul Carrack’s keyboards to fill in for
the missing metal. Onstage, Nick and his scruffy band of pub
rock/new wave vets, Martin Belmont (ex-Rumour) on guitar,
James Eller (Carlene Carter Band) on bass, Bobby Irwin (ex-
Sinceros) on drums and Paul Carrack (ex-Ace and Squeeze)
on keyboards, acquit themselves honorably. Carrack, in fact,
almost steals the show with his smoldering, angel-in-heat
rendering of “Tempted,” his Squeeze-era gem. (Nick is cur-
rently producing Carrack's solo album.) The only beef | have
with the stage show is the same one | have with the album:
more guitars! Electric, please....

There exist two distinct schools of thought on interviewing
the Basher. They are: (a) only when he's stone sober—never
looped (the "Detached" school), and (b) only when he's well-
oiled—never dry (the “Passionate” school). Fortunately, we
were able to capture both conditions by first chatting with him
in London over Perriers, and later concluding things in Boston
over Heinekens. In both instances Mr. Lowe proved to be
bright, witty, perceptive, outrageous, self-effacing, hilarious
and occasionally quite moving, as he ranged over topics cov-
ering everything from the current state of Americanradio, Elvis
Costello, Chrissie Hynde, bribing artists, producing crazed
punks, the importance of grounding Marshall amplifers, and
much much more. And no, we're not going to reveal which
questions were asked at which session. That would be, uh,
uncool....

MUSICIAN: The average age for many rock musicians is
around 23 or 24. You're playing music that in some cases is
even older than that, you're over 33 yourself and yet you
exhibit an incredible amount of vitality, more so than a lot of the
kids. How do you maintain that energy level? What's the
secret?

LOWE: Well, | think it's by not playing too much, and not
getting too involved in it. If you do that you can never get
disappointed. It's sort of a coward's way out; if you don'tthrow
everthing in you can always surprise yourself. I've got a lot of
admiration for people who jump in with THIS IS GOING TO BE
THE NEXT BIG THING, but they nearly always burn them-
selves out. So | think if we don't play together too much, and
don't have to rush in and do another album immediately, we'll
be able to sustain it, and people will be interested in what we
come up with next, instead of, “Oh, ‘ere it comes, it's the new
Joe Jackson album! Whaddaya got fer us, Joe? Oh yeah
...more of that, is it? Oh, and a bit of that as well, eh?" Then,
“Joe, it's album time again, whaddaya got?" | wouldn't like to
be in that sort of position at all.

MUSICIAN: Listening to you play tonight, | was reminded
what a rare sense of rock 'n’ roll dynamics you have. Your
music manages to be melodic and exuberant on one hand,
and yet risk-taking and intelligent on the other.

LOWE: How flattering. Please, go on....

MUSICIAN: No, I'm serious. That's a rare talent nowadays.
I'm sure we can both remember when most rock 'n’ roll com-
bined all those elements. But now there’s this artificial separa-
tion, with the radio dominated by shallow, superficially exciting
music, while a lot of the so-called progressive/avant-garde
stuff is emotionally and spiritually sterile...like all those syn-
thesizer bands. So how did we get into this mess, and whatcan
be done about it?

LOWE: | have this little personal theory that occurred to me
about three months ago. When people ask me about recording
and making music, | always say the first rule is that there are
no rules, and | wish more people would be aware of that. But if
there was a rule, it would be this: youcan't shine shit. Now, that
used to mean that if the song and/or the performance wasn't
any good, there's no point in trying anything; you won'tbe able
to jimmy it up whatever you do. The problem is, with recording
techniques being what they are nowadays, that rule's out the
window. And it's the advances in technology over the last
decade or so that did it. Because if you sang a couple of bum



notes there was a machine to get you out of trouble, which led
to greater and greater excess; you could blur the edges if the
backing vocals weren't quite in tune—you could stack on
some more and mix it later. You didn't have to work so hard
anymore. So the rule has changed: today you can make shit
shine...and shine like bloody chrome, okay?

MUSICIAN: You've just described American radio. Journey,
Styx, Rush....

LOWE: Frankly, all those groups sound exactly the same to
me. They've all got great production and some demon songs
as well, but it doesn't move me. It's like listening to Hawaiian
music in elevators! Anson Williams is my favorite. Do you know
him?

MUSICIAN: The guy on “Happy Days'?

LOWE: Yeah, the dark-haired guy who sings a lot. Now, | think
that guy has the most hideous voice in the world (laughs).
Every time he comes on I'm fascinated. It's absolutely gripping
television, because I've never heard anyone with such a tune-
less, VILE voice who's so convinced he's great. | mean, why
would anyone want to display themselves to the American
public with such a distinct lack of talent?

MUSICIAN: But it's clear you're not against all pop.
LOWE: No, | mean, | coined that expression “Pure Pop For
Now People” five or six years ago, because the sort of music |
do is pop; it's disposable trash. But then good entertainment
doesn't always have to medn something. Take Barbra Strei-

Lowe has never lost the feeling of the pubs, the sweaty, beery
crucible of British roadhouse rock.

MARTIN BENJAMIN

sand’s “I Am A Woman In Love,” which | think is a fantastic
record. It's all there: she sings it beautifully—she's obviously
so into it. it's a lovely song, and she interprets it gorgeously.
MUSICIAN: You seem to have this subversive approach to
pop, at least on your sclo albums—you're working inside the
form yet doing something different with it, using it intelligently,
but also willing to let yourself have a bit of fun.

LOWE: Yeah, but even so | keep changing my mind about this,
because over here they haven't got that understanding of the
possibilities of pop. In fact, it's gone sickeningly the other
way—it's got to be totally brainless. This “oh-let’s-just-have-
some-fun-happy-smiling-faces”—and all the rest of itis horri-
bly smug. Whorish. if this keeps up | may be driven back to
listening to the Grateful Dead in protest! | don't think you can
sustain anything in the music business the way it is at the
moment. You've got to keep changing your mind all the time to
avoid getting trapped in some trend or fad.

MUSICIAN: You deliver your pop with a bit of a twist to it, like
in “Marie Provost”. But | see your point about keeping it fresh:
today’s innovation often winds up as tomorrow's prison.
LOWE: That happened with that song, actually. | wrote it about
an actress who'd gotten eaten by a dog, and | used a really
pretty melody and a lovely little chorus to set it up. | thought it
would be great to have a pretty song about something really
grisly. So on the next tour | had all these guys coming up to me
with tapes saying, “Just listen to this, you're going to Jove it!"
And they were all about little children getting eaten by trains
and things like that, and i thought, “Oh dear, what's been
spawned here?"” So | thought, “Well, I'll get back to real songs
and write something REALLY horrible,” but | couldn't do it.
MUSICIAN: How did you develop this sense of whimsy and
detachment about your work? Did you start off like most
people, earnestly hoping to become the next Van Morrison?
LOWE: | started off wanting to learn to play “I Saw Her
Standing There,” and just kept going. But yeah, | used to get
very keen and copy people like Van Morrison, just to learn
what they were doing, really. Then one day you wake up and
think, “Well, this is pointless; it's all been done. | can’t sing like
that, or write like that.. but | do know how to do this.” So | just
kept an open ear, and tried to come up with something else.
MUSICIAN: Your last two solo albums have shown a /ot of
country influences. Obviously, there's the connection with
Carlene (Carter, his wife) and her family. But are you also
finding something in country music that's lacking in today’s
rock 'n’ roll?

LOWE: Yeah, there's REAL EMOTION in country music! But
I've always loved country, even before it got trendy to groove
on it. | mean, the Beatles were a country group. Just listen to
their first records. But people get this image of country music
as being just this glitzy, over-the-top sort of show thing. It is
very emotional stuff, and there's some really ghastly shlock
that comes out, and | con't mean just the little-crippled-boys-
and-the-truckers stuff, which I'm an absoiute fool for. All the
new country records nowadays sound like bloody “Tie A
Yellow Ribbon,” dreadful, cutesy-pie stuff. That's the sort of
country | hate, whereas George Jones—who I'm crazy
about—is a sou! singer. Absolutely believable. That to me is
soul music, whereas what passes for black soul today isjusta
joke.

MUSICIAN: Can you think of any exceptions offhand?
LOWE: Yeah, that guy in the Commodores is great. “"Once,
Twice, Three Times A Lady"—that guy was obviously INTOIt.
Like everybody, he had to put a pair of cans on in the studio
and stand in front of a microphone and emote. And onthat day
he might have a headache, he might be in a horrible state, his
missus might have left him, but on that one day you've got to
do it. That's such a rare thing. And in country | hear more
people that know how to do it than in any other genre. Real
country is soul music to me. It can break my heart or make me
feel bloody joyous. Country and western in England is far less
separate from the mainstream of popular music. Over here,
even soul music is woven into the charts, but country is
something completely separate.

43




MUSICIAN: But you've always been able to find everybody
from George Jones to the Stones to Orchestral Manoeuvres
on the English charts. Why are they more integrated and open
over there?
LOWE: | think it's because the people in charge of radio in
England are far more into being known as “cool” than safe or
rich. As it happens, they do generally become quite rich.
MUSICIAN: Meanwhile over here radio is becoming even
more restrictive and format-ized.
LOWE: Things are getting tightened up, and frankly | welcome
it. 1 think it'll help the music, because only the people who
really care will still make records.
MUSICIAN: How can you say that?! Have you looked at the
charts recently? The people who are cleaning up under these
conditions are the ones who strictly conform to the AOR
format.
LOWE: Yeah, but how long will that go on for? Let 'em all
bloody do it for now. People will get damned sick of it soon
enough. And in the meantime all these restrictions are gonna
prune things down. The people who are really good aren't
going to go away. | hear all these artsy groups bleating about
how their last album didn't do anything because the record
company didn't help. The real reason? 'Cause it was crap.
Seriously, how many records come out that are undiscovered
gems? There is NO WAY that Paul McCartney—whether he'd
been in the Beatles or not—or Van Morrison or Ry Cooder
would have remained undiscovered. They're too damn good'
It'll get harder—and | myself might have to suffer. I'm not
exactly a household name, you know. And I'll care like mad,
‘cause | can't bloody do anything else (laughs). Maybe it'l
make me try harder. People aren't trying hard enough.
MUSICIAN: You admit that you don’t put enough work into
your own albums?
LOWE: Yeah, it's a real chore for me, because I'm basically
lazy. One of the things ! like about producing other people is
that | can sort of live out my fantasies through them. | could
actually have a few hits if | worked harder at my own stuff.
MUSICIAN: /sn’t that what you did with “Cruel To Be Kind”?
You were doing it in its raw form with the Brinsleys, and then
you decided to rearrange it and polish it up....
LOWE: That idea was actually Greg Geller’s, my A&R man at
CBS. He'd heard the Brinsley demo, which kind of sounded
like Harold Melvin & the Blue Notes, and kept saying he
thought it could be a hit. And besides, (laughs) he sounded like
he was really putting the old foot down, so | was almost forced
into recording it. It was almosttoo easy—like | was cheating or
something. | can do that stuff in my sleep.
MUSICIAN: You sound like you're almost ashamed of it.
LOWE: No, I'm quite proud of how well it did. It's just that. .|
don't know...there's a few tracks on the new album that with a
bit of work could be like that. But I've got this funny thing about
being in the pop business. | feel like I'm really a plumber or
postman and | have this hobby, whichis the pop business, that
| do in the evenings.
MUSICIAN: | have to agree with youabout the new album: the
things like “Zulu Kiss,” which you obviously put some work
into, sound great. But most of the rest sound like demo tracks
or interesting ideas that you didn’t bother to flesh out.
LOWE: Yes, well, that's why, to be frank, | agree with that
review in your magazine (by J.C. Costa inissue #42),because
really and truly, that's the way it was. | don't think that very
many people really care about what I'm doing. | just get 'em out
of the way. A lot of them are just demos and | switch on a bit of
fancy echo here and there.
MUSICIAN: I'm impressed with your modesty, but come on,
people do care about your work. Don't sell yourself short.
LOWE: | take myself seriously, but I'm still amazed at all the
attention l get...though | love every bit of it. (sings to the tune of
“Breaking Glass") "'l love...the sound...of my own voice...."
MUSICIAN: Okay, here’s one to pontificate on. A lot of bands
have trouble developing their musical and compositional
chops without losing touch with that essence and spark that
inspired them in the first place. How do you retain your vitality
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and refine your craft at the same time?

LOWE: By not getting a bloody record contract!! They sign up
every damn idiot who can string two chords together. The
sooner they start telling these gits, “I'm sorry, but you're crap.
Go back and learn how to play,” the better things will get.

hings are getting
tightened up in

the business, and
frankly, | welcome it.
People who aren’t
really good are
going to go away.”

'Cause then the ones who aren't talented and serious will go,
"Oh well, in that case I'li just bail out then ™ Suddenly, all that
“Oh-the-kids-are-just-like-us -and-we're -playing -just -for- the-
kids-so-screw-you" stuff is getting old. Suddenly they're going
to America, getting to go on a bit of a tour, puliing a few nice
girls, and then suddenly the old record starts slipping down the
old charts and nobody particularly wants to know. Then it's
“Dear, oh, dear, | said all that stuff about Anybody Could Do t,
but | don't particularly want to go back to the car factory right
now, so where's that Micky Baker guitar book?” They're a
hypocritical bunch!

MUSICIAN: Why didn't punk catch on here the way it did in
the UK.?

LOWE: Because people in England go to gigs not so much to
see a group, but to see their mates. They know if such-and-
such a group is piaying, they'll see their friends there and
they'll be wearing the same clothes and sharing the same
interests. Anyway, the groups that were heroes over here, like
the Sex Pistols, were pretty ghastly...that's a bad example,
really, because their records were rather good. Let's just say
that a lot of them were terrible. Then the American kids heard
about this terrific movement with all these fantastic groups
and it was all so romantic. So when the first import records
started to come in it was, "WOW, LET'S HEAR WHAT THIS IS
ALL ABOUT! THIS IS GOING TO KNOCK MY HEAD OFF.”
Quick, onto the turntable. Click. Hsssss$555555555. SPLANG-
SPLANG-SPLANG-SPLANG WOOOOOOOOAAAAAAA-

hell is this?"

MUSICIAN: What about the political or social component
over here?

LOWE: Whenever they tried it in the States, like in L.A,, it was
an absolute joke. Because they all turn up in their silly hair
styles and they're as nice as pie, really well-behaved. Then the
group comes on and WAAAAAAAGGGGGGHHHHHH— spit-
ting everywhere—and suddenly all these well-behaved kids
are leaping up in the air and bashing into each other. And when
it's all over they get in daddy's car and drive home to Malibu.
It's absolutely ludicrous! At least in England the kids who are
punks or skinheads or whatever are involved in a total lifestyle
thing. They don't just play and then later wash the grease out
of their hair like Sha-Na-Na.

MUSICIAN: Speaking of imitations, do you ever worry that
you might get sued for some of the riffs you steal. I'm kidding,
really, but that lift from Creedence’s “Green River” on “Stick It
Where The Sun Don't Shine” was pretty blatant.

LOWE: Nah, | don't worry; everybody steals. The difference
with me is that | happily admit it. Besides, a lot of it's purely
unconscious.

MUSICIAN: /'d think that anyone who tries to suss out your
production values by listening to the records you've produced
for Elvis Costello would get totally confused, because they're
all so different. How did that relationship develop and evolve?



LOWE: At the time Stiff Records started in England, | was the
only one who had anything to do with the studio before, so |
automatically became the “house producer.” Then there fol-
lowed a period where | would get out of bed and go to this
pokey little studio in London, and the door would open and in
would come another crazy that Jake Riviera had sent down.
And then it was, “Well, how does your song go, kid?" Another
idiot jumping up and down howling. It was a good experience
totry and get it into some arrangement. In fact, | quite enjoyed
creating a presentable backing track to be loony over. Then
Elvis came along, but | wasn't crazy about him at first. Jake
was.

MUSICIAN: What didn't you like about him?

LOWE: Well, | thought it sounded a bit precious to me. Also, at
that point | was very anti-English-people-singing-with-
American-accents.

MUSICIAN: What was it about him that finally turned you
around?

LOWE: His raw bloody talent! The man is the Cole Porter of
the 80s, and he's cool enough to keep changing his act all the
time, so it never becomes staid. For instance, that sound on
This Year's Mode!l was the raw sound of the group, and it was
great. But if he'd made another two albums like that he'd be in
the dumper now.

MUSICIAN: Which session would you say came closest to
capturing what you were aiming for with Elvis?

LOWE: “Watching The Detectives.” It may be the best thing
I've ever been involved with; it was the last record | made with
Elvis where | said exactly how it was going to be. After that
Elvis learned more about the studio, and | had to adjust my
techniques slightly to accommodate some of his ideas which |
thought were wrong, but in retrospect were completely right.
I'd bully him—still try to—and shout at him, and there was a
period when he'd back off. But slowly | began to listen to his
ideas and make them work.

MUSICIAN: /'ve always felt "Pump It Up" was the most pow-
erful thing either of you has put to vinyl....

LOWE: That was a first take, and the problem was to try and
get him not to do it again. He broke a string halfway through,
and the guitar sounded absolutely... well, Elvis won't mind me
saying this but his guitar playing is generally shocking. He's
such a good musician, with so much actual feel. But his guitar
playing? Revolting!

MUSICIAN: What about that wedding cake of sound on
Armed Forces, that layered effect? Didn't his approach con-
flict with your philosophy of keeping it fast and simple?
LOWE: No, because we said, “Let's do something a bitclassy
here but still try to retain the spirit.” So we banged it down in
less than two weeks.

MUSICIAN: What about Get Happy? How did you get that
Soultul early Stax sound?

LOWE: We definitely did go for that. We wanted te get it really
simple. That's one thing | really do like doing—getting quirky
little drum beats and seeing if you can slot a bass part which is
right, like a jigsaw puzzle, so that every bit is needed. Also |
think you can get your records sounding louder the less you
put on them. Producers say all the time, “Oh, it's Back To
Mono.” But will they do it? No one will do it. You still hear all
these stacked harmonies. | listened to Bruce Springsteen’s
last album the other day, and that ain't a year's work inthere. It
just sounds like he thought, “Well, you've got to get spontane-
ous, so what we'll do is pitch the songs really high, and I'li
bellow at the top of my voice about The Street and everything,
and people will think I'm rock 'n’ roll.” Now don’t get me wrong,
| think that old Springsteen is really good. | think he's very
clever, and | think he must be a very pressurized manas well; |
have a pile of respect for him. But | think it's a shame when
people miss the point of this spontaneity thing, and bang it
down and tart it up. They think, “One mike on the drums, man!
That's all you need!"” And it comes out sounding awful—and
that's why | was so disappointed with that Springsteen record;
it sounds like, "I can be—I promise you—I can be exciting!
And here it comes.” And then it sounds like it's recorded in a
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wooden room. Sounds like it's recorded in the back of a barn or
something. Sometimes you have to work at something, you
know. There is that.

MUSICIAN: How did you get involved with Chrissie Hynde
and the Pretenders?

LOWE: Well, Chrissie and | had a brief affair quite a long time
ago. She was writing songs back in '75-'76 about heroin and
stuff and | said, “Please, they're not going to be interested.”
But her other stuff was very soulful, so | kept encouraging her.
One day she came over and played me the demo of the
Pretenders doing “Stop Your Sobbing.” It was quite a different
arrangement, and | thought her voice was sensational.
MUSICIAN: What appealed to you about it?

LOWE: She sounded like she worked in Sears.
MUSICIAN: Sears?

LOWE: You know, the kind of girl who works in Sears or
K-Mart instead of a Big-Blues-Mama-Janis-Joplin-Shrieker,
or the Precious-Little-Gurly-Wurly-Heart type of thing. No
interest in that at all. To me, the ultimate sort of sexy noise is
the standard girl who works in a shop, and when | heard that
demo | thought, “That's it...that's The Noise—she's sexy as
hell and she's not insulting anybody's intelligence.” So | said,
"“All right, let's get in there and DO it. You do that, you do this."
Three hours. Zip. Done.

MUSICIAN: Are there certain principles or constants that you
carry into the studio regardiess of who you're producing?
LOWE: The most important thing is for me to actually like the
person I'm producing. If | like the music, but not the person, |
simply won't do it. Now, having said that, let me say thatifit'sa
question of paying the bloody rent, all my highfalutinideas and
theories go right out the window. | can be an absolute prosti-
tute if the rent's in question. “UH, RIGHT, LOVED THE SONG,
GREAT BLOODY TUNE, JUST STAND OVERTHERE BY THE
MIKE...."

MUSICIAN: What's your strategy once you get them into the
studio?

LOWE: What | have to do is suss out how to get the old
performance out of 'em. Different chaps require different
approaches. Some people like to get their egos stroked, to be
told how wonderful they are. Some people like you to tell them
exactly how to do it. And some people, believe it or not, like to
be bullied; they like to be told what absolute crap they are all
the time. Some people I've actually paid to get them to do
something. “Look, there's ten quid in it for you if you hit that
note." And they do it!

MUSICIAN: What tack do you take with Elvis?

LOWE: To make it even more confusing, some peopie like to
have their egos stroked one day and be bullied the next. Elvis
and | have got a very peculiar working relationship. He's not a
very gregarious, outward-going person, and he can be quite
difficult to get along with. But I'm probably one of his best

NICK KNACKS .-

LOWE: | generally use either a four-string Fender Preci-
sion Bass, or an eight-string that | got Hamer to make for
me which has a fantastic sound. | trade off on the Hamer
and Fender depending on the type of sound | need. As for
amps, | prefer big, wooden ones.

PAUL CARRACK: | use a Yamaha electric piano and a
Korg BX-3 organ. | like the Yamaha for its consistency. |
feed the Korg through a 147 Leslie, and | just put the piano
through the monitor system. | used a Prophet 5 with
Squeeze, but in this group,we don't go in for synthesizers.
MARTIN BELMONT: I'm a Fender man all the way—two
'62 Strats. In the Rumour | used to use Gretch with real
heavy strings for just playing rhythm, but now that 'm doing
leads too, I'm back to Strats. | use Ernie Ball strings on both,
and | toy with a Roland RE-501 Chorus Echo. | use single
delay on solos, and repeat delay on one number.
BOBBY IRWIN: | use Sonar drums. Why? 'Cause they
give 'em to me for nothing! Seriously, though, they're fabu-
lous, absolutely solid, they never move an inch onstage.
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friends because | understand and respect him; because he's
totally committed to his music, which |, frankly, am not. I'm far
more interested in him as a person and a friend than | am in his
music. Because he intrigues me so much.
MUSICIAN: You produced Graham Parker’s first two albums
and then said you'd bow out of the third, and yet you wound up
producing Stick To Me after all. Why'd youchange your mind?
LOWE: | did the first albums because I'd worked with the
people in his band back with the Brinsleys, and he figured I'd
be a good catalyst to help bring it all together. | thought they
should be on their own with Stick To Me, so they recorded it
with a chap whose name escapes me now, and when they
finished it and mixed it and took it out of the studio it sounded
all muffled, like someone had thrown a wet blanket over it. |
think the studio was what they call bass-light; you couldn't
hear any bass, so obviously you had to crank on lots of
equalization to make it sound like a bass or drum or whatever.
They should have seen the old telltale signs: if youhave to add
on lots of treble or bass or anything, there’s something off. So
here they are with this mess, and only a week to redo it before
their tour starts. Knowing that | was The Expert, they wheeled
me in to do it.
MUSICIAN: That must have been fun.
LOWE: It wasn't as hard as all that. The poor devils had
worked so hard at the arrangements that | didn't have to do
much there. | changed a fewthings, but basically it was similar
to the original—the only acetate of which, by the way, | man-
aged to lose on the tube.
MUSICIAN: Speaking of being on tour, is it different being on
the road here than in England?
LOWE: It's harder in England. First off, you can't get a drink
after 11 p.m. uniess you bully the night porter, and the TV goes
off soon after that.
MUSICIAN: Why didn't any of those pub rock bands ever
make it? The Brinsleys, for example, were loved by the critics,
their sound was fairly commercial, but they never went any-
where on the charts.
LOWE: | think there were two main reasons it didn't work: (a)
because our records were so bad, and (b) because our live
show was so bad. Seriously though, none of those bands were
really very good. We made an impact more because of the
type of things we did, rather than how well we did them. We
weren't all that great, but we were willing to have a go at a
reggae or soul or country tune back then when all that stuff
was totally out, so we were considered pretty daring. It was
more of a live thing. The only pub band to actually break into
the charts was Ace, with that song “How Long Has This Been
Going On,” which Paul Carrack wrote and sang. | remember
all the other pub bands were so proud of them for that. Really.
MUSICIAN: Was there a more real communication between
audience and performer in those days?
LOWE: We used to play the Marquee a lot inthose days, and |
remember we opened for Yes, who had just started and were
fantastic, on the night after the Stones concert in Hyde Park
when Brian Jones died (July, 1969). In those days everyone
was using those big Marshall stacks, which looked fabulous
...this really has nothing to do with your question, by the way.
it's just a funny story....
MUSICIAN: Keep going. You're rolling.
LOWE: Right, Anyway, the P.A. had been in the shop, and
they'd somehow connected up the plugs the wrong way. We
finished the first number, "Chest Fever,” and the place went
wild. | went up to the mike to say something, and | had one
hand on the guitar and one on the mike, and | got this violent
electric shock, but it was one of those where you can't let go!
And | was literally flung about eight feet across the stage and
went crashing into the back of those amps. | remember lying
on the stage, unable to let go, shaking like a doll. It was like |
was looking at everything through a glass of water, but my
mind was very clear, and it was like this person was talking to
me, saying, 'God, you've got a nasty electric shock here,
Basher”—and there was no panic, | was very calm—"I'm
continued on page 62



It's six long feet to the floor.
What will happen when our great
sound hits bottom? How long will it
still sound great? We had to find out.
So we picked an ATM41 Dynamic and
an ATM91 Fixed-Charge Condenser
out of stock, tested them, and started in.
Each was dropped seven times
on its side from six feet onto the office
floor. Nothing much was happening.
So we repeated the series, this time
dropping each microphone on its nose.
Seven times from six feet. Still no

problems. They looked good and sound-

ed good, but we were getting tired.

So we moved to an unyeilding
slate floor. Here it took three more
drops on its side from six feet, and
three more on its nose from four feet
to finally affect the ATM41. A truly
remarkable record!

But what about our ATM91
Fixed-Charge Condenser? It should
have given up long before a dynamic.
But quite the contrary! The ATM91
withstood four side drops onto slate
from six feet, three drops right on the

nose from four feet, and another six
drops on the nose from six feet and
still tested OK for sound! Granted

it looked anything but new, but it still
performed.

Our little test left us arm-weary
but convinced that the ATM Series
microphones could easily earn their
"Road Tough” name in the field.
That's the testing which really counts.
Try us.

This ATM91 survived 27 drops

Part of the secret of ATM from as high as 6 feet!

toughness is this 3-layer
windscreen. An outer heavy
wire, a finer wire screen
just inslde, and an inner
layer of woven bronze. All
soldered to each other and
to a solid brass ring.
There's nothing else like

it on any microphone.

‘audio-technica@

AUDIO-TECHNICA U.S., INC., 1221 Commerce Drive, Stow, Ohio 44224 » 216/686-2600




BY GEOFREY HIMES

n Graham Parker's last American tour,
he and the Rumour visited Washing-
ton's Lisner Auditorium in 1979 with
one of the greatest rock'n’roll shows
this writer has ever witnessed. Wear-
ing amber shades and along, black,
Merlinesque coat, Parker was a small,
wiry man with a squirrel-like appear-
ance. But as soon as drummer Ste-
| phen Goulding smacked his snare,
Parker's whole frame tensed with urgency. He snarled and
spat out the words with an anger almost inappropriate for a
mere show. His claw-clutched hands scratched at the airas if
trying to dig through the invisible barrier between himself and
the audience.

The five members of the Rumour played with the same
urgency. Brinsley Schwartz played slashing lead guitar
against Martin Belmont's crunching rhythm chords, Parker
followed their intro with a catchy soul melody. The band then
shifted gears into hard-kicking rock 'n’ roll, and Parker shifted
away from wry sarcasm into this furious admonition: “Passion
is no ordinary word—ain't manufactured nor just another
sound that you hear at night.”

“Passion Is No Ordinary Word" from Squeezing Out Sparks
is the essence of Parker's whole career. With a barely con-
tained rage, his lyrics have attacked the fake emotions that
dominate so much of pop music, indeed so much of life in
general. His vocals and music are offered as an antidote, asa
dose of something authentic. This has made him a’critical
favorite since his debut album in 1976, but has made him very
difficult for radio to digest.

Parker's music is a strange but seamiess blend of the Rol-
ling Stones' rhythm guitar hooks, Motown’s bouncy melodies,
Stax-Volt's dance beat, Bob Dylan's nasal, ironic vocals, Van
Morrison’s grainy howl, Willie Nelson’s austerity and Bob Mar-
ley's throbbing rhythm accents. Yet Parker doesn't so much
sound like anybody as he sounds like everybody. All his influ-
ences are subordinated to the emotional directness of his
songs. Thus they sound totally original and quite new. For all
his traditionalism, he is often considered the founding father of
England’'s new wave.

In the early 70s, Britain's pop music was dominated by
bloated art-rockers and innocuous pop stars. A handful of
London bands were playing a simpler, subtler music, a British
version of the American country-rock of the Band, Little Feat
and the Byrds. This pub-rock movement, as it was dubbed,
included bands like Brinsley Schwartz, Ducks Deluxe, Chilli
Willi, the Sky-Rockets and Ace. These bands made some
lovely records, but precious little money. By 1975, most of
them had broken up.

So by mid-decade, there was a feeling of both frustration
and expectancy in London. Something had to happen. Then
out of the blue came this kid from Deepcut, a
suburb thirty miles outside of London. Parker
played some, acoustic, country-folk gigs with

Noel Brown and Paul Riley.Then he sent a tape of his songs to
Dave Robinson, the manager at the Hope & Anchor Pub.
Robinson liked the songs and hooked up Parker with the newty
formed Rumour (Brinsley Schwartz, Martin Belmont, Stephen
Goulding, bassist Andrew Bodnar and keyboardist Bob
Andrews. Disc jockey Charlie Gillett (author of the classic The
Sound Of The City) played the tapes on the air, and Phono-
gram (Mercury in the U.S.) offered Parker and his crew a
contract.

Nick Lowe produced the first album: Howlin' Wind. It landed
like a bombshell. It contained twelve three-minute bundies of
compressed dance beat, melodic hook and unmistakable
honesty. Every cut reminded one of the hard-hitting beat and
catchy melodies of the singles from Motown and the British
invasion in the early 60s. Parker & the Rumour were joined by
Dave Edmunds, Noel Brown and a five-man horn section.
Howlin’ Wind was followed with astonishing rapidity by Heat
Treatment, produced by Robert John “Mutt” Lange. It too was
filled with compelling, horn-powered R&B tunes transformed
by Parker's angry attack on false promises. Mercury released
a spectacular live album, Live At Marble Arch, to industry
insiders only at the end of 1976. In early 1977, Parker released
a four-song EP, Pink Parker (named after the color of the vinyl)
with two R&B covers and two cuts from the live album.

In one scant year, Parker had released two albums, an
official bootleg and an EP. It was a stunning outpouring, and it
had its impact on other musicians. The results canbe heardin
Nick Lowe’s production of Elvis Costelio’s first album, My Aim
Is True. It can also be heard in the anger and direct attack of
the punk bands that followed in 1977.

Despite critical ecstasy, the two albums only sold thirty and
sixty thousand copies respectively. Parker shifted his
approach and wrote longer, more complex songs for his third
album. They were full of cinematic imagery, which reflected
his visit to America. We'll never know how they might have
sounded, because the album, Stick To Me, produced by Mutt
Lange, had a serious defect in the original tapes and had to be
completely scrapped. Instead, Parker & the Rumour canceled
a European tour, went back to England and rerecorded the
whole thing in two weeks with Nick Lowe producing. The
record reflects the sloppy, rushed, frustrated job that resulted.
They went right off on tour, and Mercury released a live album,
The Parkerilla, with Lange as producer. Not only were the
performances far short of peak nights on the tour, but the
sound was muddy.

By this time Parker was in a rage at Mercury Records for
what he felt were promotion failures and sound failures. He left
the company with a legendary blast: a single calied “Mercury
Poisoning’ with this scathing couplet: “I've got Mercury poi-
soning; I'm the best kept secret in the West!” He signed with
Arista Records, which hired Jack Nitzsche as producer. Parker
and Nitzsche huddled before the sessions to find a new direc-
tion for the singer. The result was the stripped-down, guitar-
dominated rock 'n’ roll sound of Squeezing Out Sparks. It is
one of the dozen best rock 'n’ roll albums ever made; the
writing is often britliant. “You Can't Be Too Strong”isan
overwhelming ballad, encouraging a woman who has
just had an abortion to be strong and not feel guilty.
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Jack Nitzsche said to me, “There’s more ego in the Rumour than in any band I've ever seen. This band

Squeezing Out Sparks was voted the bestalbum of 1979 inthe
Village Voice poll.

About this time, Bruce Springsteen remarked that Graham
Parker was the only singer he'd pay money to see. Spring-
steen went even further and made a rare cameo appearance
as a backup singer on “Endless Night” from Parker's 1980
album, The Up Escalator, produced by Jimmy lovine. Though
it inevitably suffered by comparison with the once-in-a-life-
time Squeezing Out Sparks, Escalator extended the sound
and themes of Sparks. Like Springsteen and Bob Seger,
Parker was wrestling with the problem of how to preserve the
passion of rock 'n’ roll youth in the face of eroding age and
corroding society. “| had the energy but outgrew it/ The
identity but saw through it/ | had the walk but got trampled/
Had the taste; it was sampled/ If only | could find the switch/
That turns on the endless night.”

Though his sales for the two Arista albums had improved to
the quarter-million mark, Parker was still dissatisfied. He split
with the Rumour after The Up Escalator, and holed up for a
year. Last fall he came to New York to make Another Grey
Area with producer Jack Douglas and Douglas’ studio musi-
cians. Gone is the blustery, all-out attack of the Rumour. In its
place is a new clarity and subtlety that reveais a whole new
dimension to Parker's music. The songs also reflect a subtler
sense that his goals might always be elusive, and that tempor-
ary victories and the struggle itself must suffice in the absence
of total victory. By the time this article appears, Parker should
be touring America with a new band: guitarist Brinsley
Schwartz, guitarist Carlos Alomar, drummer Michael Braun,
keyboardist George Small and bassist Kevin Jenkins. The
following interview took place over lunch in a midtown Man-
hattan restaurant just after Another Grey Area had been
released.

MUSICIAN: Do you still feel frustrated about not cracking the
American top ten?

PARKER: I'd feel that even if | were in the top ten. Nothing is
good enough. Even if | were number one, it would be that |
wasn't number one long enough. And so on. The reason | doit
is for hit records. That's what it's all about.

MUSICIAN: Why is that so important?

PARKER: Because that's what it's always been about. Not
that | write songs for that. | write songs because they give me a
thrill; they communicate with other people, and that's satisfy-
ing. But still it makes you mad when you see some of the bands
who are on the charts apart from the Police and a few others.
You get these girl singers who sound like Robert Plant and
make old-fashioned music and you see them selling a lot of
records. But I've accepted the fact that the public wants that
kind of stuff. They want averageness. That's it, SO you just
keep making records.

MUSICIAN: No matter how much we may like Elvis Costello
or Randy Newman today, pop music doesn't have the same
universality, the same sense of community as it did with the
Beatles and Stones.

PARKER: Yeah, right. You want a large audience. What a
great feeling to know everybody's getting off on your music.
But that's probably another illusion, because half of them
won't get off on it anyway. They're just buying it because
they're supposed to. But you feel better if you sell more on the
new one than on the last one. The Up Escalator was top tenin
England, and that made me feel great. it wasn't great enough,
but it sold better than the last record, and it wasn't even as
good as the last record. Imagine making a record like Squeez-
ing Out Sparks, which | think is pretty hot shit, and it sells less
than The Parkerilla, which wasn't the best recorded live album.
You feel the frustration, because you know what you went
through to make it.

MUSICIAN: You know how good it is.
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PARKER: You think it is anyway. You get letters from people
who say, "It got me through the hardest time of my life.” It really
means something to people. But | accept the fact that | don't
offer something easy. The way | sing is not really light. | don't
pull the punches too often. If you hear me on the radio, | still
stick out like a sore thumb.

MUSICIAN: What concessions are you willing to make to get
that audience?

PARKER: None. | don’'t make any atall. | just write what | write.
| can't preconceive it. I'm not interested. If the public doesn't
want to buy it, they don't. It's fair enough. | go out onthe road to
promote the album, right, that’s my job. But the songs come
out as they are. | can't adapt them in any way. Or make them
more accessible.

MUSICIAN: Was the decision to work with a studio band and
a producer like Jack Douglas an attempt to win a larger
audience?

PARKER: No, | didn’t even know who the musicians would be.
Onstage, Parker is transformed into a snarling, spitting dynamo
of barely controlled rage.




doesn’t even play the damn song.”

I left it to Jack. The public doesn't care about production or a
studio band or any of it. They just care about a hit song they
can sing along to. If you listen to some of the records that are
hits in England, the production or the playing is often pretty
rough, but a lot of people still like it and buy it. | don't think it
makes a shred of difference. When we made The Up Escala-
tor, Jimmy lovine said, "“This is going to be a big record, top
five.” You can't say that; you can't predetermine it.
MUSICIAN: Why did you split from the Rumour?
PARKER: | should have quit years ago, really. It was just
narrowness on my part. It was easy to have a solid band there.
It was easy but it wasn't risky enough. A band can only play in
one way. They can try and change, but you always know it's
still the same band. About the time of Squeezing Out Sparks, |
realized that | could have been making a good album with
another band as well. I'm a solo artist, a lone wolf. It should just
be me and | should collect people for each record. But | don't
know any musicians, you see; | don't hang out with musicians.
One of the reasons | picked Jack Douglas to produce the new
album was he convinced me not to worry about musicians
because he could get a good band. The only person | knew |
wanted to use was Nicky Hopkins, who had played on The Up
Escalator.

MUSICIAN: There must be advantages and disadvantages
to having the same band year after year. On the one hand, they
understand you and you understand them, but on the other
hand, you end up doing much the same thing again and again.
PARKER: Yeah. Graham Parker & the Rumour got to a point
that was incredible in one way. We did three shows after The
Up Escalator: two at the Hammersmith Palais in London and
the Rock Place Festival. it was the best gig I've ever done on
TV. When you have a band like that, you get tighter and tighter,
and it gets better and better as a live act. You can't reproduce
that in a number of weeks or tours with a new band. You just
can't. But with a new band you're taking risks; you're going to
have more excitement, and you're not getting stale. You have
to work harder. | can be as lazy as the next man.
MUSICIAN: Did you find that the Rumour would take your
song and make it sound like themselves?

PARKER: That always happened. We were always friends,
and when we started off, | was a total amateur and they had
more experience. | didn't know how to arrange musicians. |
didn't listen to drums. When someone said, "All the high-hats
are there,” | didn't know what a high-hat sounded like. All | ever
heard was a song and if it gave me athrill. Bob Andrews was a
great help in the beginning. He could take a song and change
it completely to make it work. | dugit; it was okay and it worked,
but it was the Rumour playing Graham Parker.

MUSICIAN: Then it became as much their song as yours?
PARKER: That's right. It would become the band's arrange-
ment. But over the years, by the time we got to Squeezing Out
Sparks, | was totally controlling it.

MUSICIAN: What had changed?

PARKER: Just experience, that's all. | realized, wait a minute,
sometimes | hear our records after they're made, and it
sounds more like a lot of people fighting than a record being
made. That's what it was like to me. If | listen to Stick To Me, it
sounds like a pitched battle. Every hole in the record is filled
with either a bass going boom-boom-boom, or a guitar that
howls. It's all very frantic and frenetic. People loved it; that was
Graham Parker & the Rumour. But it doesn’t mean that is
Graham Parker. That's just one aspect.

MUSICIAN: How did things change when you and the Rum-
our did Squeezing Out Sparks with Jack Nitzsche producing ?
PARKER: | just realized that | wasn't satisfied with making the
same record every time, where it fell into place, where I'd just
sort of go along when somebody said, “Why don't we do a
number this way or that?" | didn't want to do that. | had to have
something different, because The Parkerilla was the culmina-
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tion of Graham Parker & the Rumour live. After that | justhad to
have a different sound. A different outlook. So Squeezing Out
Sparks was a logical step. it was stripped down to the bare, dry
bones. This all came out in my discussions with Nitzsche
before we recorded. | said to him, ‘| don't care whether it's like
Phil Spector; | don't care what direction it takes, as long as it's
different and more direct.” Ithad to be more direct. | didn't want
the drums to be all over. Stephen and the rest of the band had
always been encouraged to play too much, because we
always seemed to have producers who loved “Graham Parker
& the Rumour.” They loved the band. Jack Nitzsche didn'tlove
the band. So that helped. He didn't even love me. He didn't
know who | was. Until he heard the songs. He knew of me.
“What's all this new wave stuff about,” he said, "what's it
mean?’ When he got into the songs he really loved them.
That's when he and | started to communicate and take hold of
the whale thing. Jack said to me, “There’s more ego in this
band thaninanyband I've ever seen.” And this isthe Rumour. |
said, “But you were with the Rolling Stones.” And he said,
“What are you talking about? There’s no ego in the Rolling
Stones. They play the song. This band doesn't play the damn
song.” So we had a bt of a crisis at the beginning of Squeezing
Out Sparks. | said, 'Look, you're the producer. I'm Graham
Parker. You help me, and we'll tellthem how to play. We'll make
a different record fram my last one.” And from then on, that
was it. His main focus was Stephen. He told me, “Stephen’s
playing all these cymbal splashes and it's falling all over itself.
All that splashing is exciting live, but on record it's just a fizzy
sound.” | said, "I know, but | don't know how to change it.
You're the producer.” Now | could. I'd just tell the drummer,
“Just hit the beats; just hold it there,” and !'d tell the bass
player, “Be the bass; don't be the lead; just be the lead when
you need to be.” But then | needed Nitzsche. So he told
Stephen to get on the high-hat instead of the cymbals and
everyone else to holc onto the basic chords and stop trying to
be so cever.

MUSICIAN: /t was more a matter of telling them what not to
play than what to play?

PARKER: What not to play, right. Less is more. It's as simple
as that. Then Nitzsche asked me, “Listen to your song. What
do you want on it? Do you want dancing girls? Hand claps? |
can put all that onit. i can put a million tambourines onit; | can
add acoustic guitars. But what do you need? Listen to the
words. Are you serious about these songs?” | said, “Yeah " He
said, "“So that's it. All you need are four or five instruments.”
There was very little overdubbing. We'd play live, getthe basic
thing, and go back and repair what was messed up. It wasreal
easy once we found the direction.

MUSICIAN: Even though you'd established some discipline
on the Sparks album, you felt you needed a complete break ?
PARKER: Yeah, The Up Escalator was good. It was what |
wanted. It was still in the right direction for me. It was still more
direct, and | had as much say.as I'd ever had, totally telling
them to play this or play that. But | still needed to take a risk
after being with the same people for five years. So just after we
did that Rock Palace show in Germany, | said it's time to call it
a day.

MUSICIAN: Why is it hard to stay together?

PARKER: Well, you just get up people's noses. And the Rum-
our are friends; we get along great compared to most bands,
I'm sure. But that's all there is to it. We just get up each other's
noses, and they can do other things. They're big boys.
MUSICIAN: So the split was amicable.

PARKER: Yeah, they knew it was probably about time.
MUSICIAN:/t seems that Another Grey Area extends the
simplicity and clarity of Squeezing Out Sparks even further.
PARKER: I'm singing better, that's all it is. I've always been
striving to make a record that sounds beautiful. | think Another
Grey Area sounds beautiful. The records | play at home are by
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When you start off, you have nothing. The anger and aggression got us through, but after three years

Steely Dan and Paul Simon, and there's a Bobby Bland record
| play called Dreaming with “Ain’t No Love in The Heart Of The
City” onit. | play Lowell George’s solo album, Thanks, I'll Eat it
Here. Now that to me is a great-sounding record.
MUSICIAN: What do you mean by beautiful?

PARKER: | mean the perspective is just full. Everything is in
the right place. It's not a question of sound. When | say sound, |
mean putting instruments in the right perspectives, so you get
a bass in the slot, so the whole thing holds together.
MUSICIAN: There's a certain symmetry....

PARKER: Yeah. Some of my records haven't had that. Every-
time | make a record, about six months later it sounds terrible
to me. When | hear Squeezing Out Sparks, all | hear isthe bass
drum. It's louder than the bass. | know that actually it's a good
record, but I'm still not satisfied with it. But Another Grey Area
still sounds like it has that symmetry. Everytime | hear it on the
radio, it still sounds like a great-sounding record. Whereas, |
hear "Fool's Gold" from Heat Treatment, and it doesn't sound
like a great-sounding record. It sounds muffled.
MUSICIAN: At the same time, the words you wrote for “Tem-
porary Beauty"” are no less angry and no less cutting than
those you did with the Rumour.

PARKER: Right, they're not, not at all. “Big Fat Zero,” "Another
Grey Area,” they're all put-downs. Just the same as the other
records have been. In England, the critics are panning it. They
hate it. Because they're prejudiced. They've also missed the
point of the lyrics. They think the songs are cop-outs, but
they're not listening. They're listening to the fact thatthere isn't
Graham Parker & the Rumour with the band being angry. You
made the point exactly: the band was playing angrily as well
and it wasn't necessary.

MUSICIAN:/ thought the Rumour were great, but this new
approach reveals a whole different dimension.

PARKER: Sure, it was great. I'm not putting it down now. I'm
just trying to illustrate why you go from one thing to another.
You O.D. on something and you go to somewhere else. I'm not
a static artist. I'm not in a fixed position.

MUSICIAN: You're listed as co-producer on the album. How
much production did you do?

PARKER: ! just shouted a lot really. On my last two albums, |
saw that production isn't just twiddling knobs. | don't know
anything about control boards. But | have learned about per-
spective and the dynamics of sound, so | talked a lot. But the
sound is Jack Douglas'. If you listen to Double Fantasy and
Another Grey Area, you'll probably notice the similarity in
sound. On the lastfew albums, I've beeninvolved with some of
the leading producers, so | figured that maybe | should be
calling it co-production. After all, Nick Lowe, who taught me
recording, is a producer. Most of the time, he just goes, “Yeah,
louder! Great vocal! Yeah!" He's a primitive. That's where |
learned it from: “It's missing the point.... Do it like this.... Give
it a bit of this; change the rhythm; play it backwards; do
something.” He calls himself a producer, so why can't {?
MUSICIAN: You said you feel you've become a more skillful
singer on this album.

PARKER: Well, I've improved my singing on every record, just
by not being satisfied with my voice on any album I've made.
I'm just hitting the notes right. Jack Douglas was great,
because he didn't care about Graham Parker singing “Yabh,
yah, yah!" He didn't care. He just let me sing. “Temporary
Beauty" is a live vocal, the whole thing. | just did three takes
and the third one was the take. It's a technique of iearning—
not studying—to sing. You sing more and more, and instead of
singing with your throat, you're singing with your chest.
MUSICIAN: How much of it is premeditated? Do you know
which lines to sing clearly and which to sing gravelly?
PARKER: It just evolves as you sing the song. As you're
rehearsing with the band, it gets locked into your head. I'm
totally instinctive as a singer.
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MUSICIAN: /t seems as if the non-shouting, non-gritty side of
your voice has developed over the course of your career. It
seems like you're doing a lot more of that now.

PARKER: Yeah, because when | first started, the first thing
you did as soon as you finished an album was go on the road.
I'd lose my voice on the first gig. Shouting was a way of
over-compensating for the fact it wasn't right. Everyone was
saying how great it was, but it wasn't great. It was awful. After
three years on the road, | got more professional, the Rumour
got better, the sound balance improved and | couldfinally hear
myself. We finally had enough money to afford good monitors.
When you start off, you have nothing. You're just scraping
through, and the anger and aggression got us through. And
that was right for the time.

MUSICIAN: Who were your models as singers?

PARKER: Originally, it was people you obviously know, like
Van Morrison, Mick Jagger and Bob Dylan. If you listen to
Howlin' Wind, you can tell they were the main three sources.
Now I'm not so impressed by those people. it's like along time
ago. I'm impressed by very few people.

MUSICIAN: Anybody?

PARKER: Smokey Robinson. | liked him years ago, but not
much. | preferred the harder singers like Otis Redding. Now |
think Smokey Robinson is the best singer on the planet. It's
pretty weird, all the people who have been around since him,
and | think he's the best singer. | don't think he makes the best
LPs, but | get inspired by the occasional record, like “Being
With You." | was inspired by that. That helped me sing this
album in a way. | saw himin L.A. recently. It was just amazing;
the guy sent shivers down my spine. He's a great artist. If you
could hope for just one jot of what he's got, then you're hoping
for something.

MUSICIAN: Even though it comes across a bit differently in
Another Grey Area, anger has always fueled your records.
Where does all that anger come from?

PARKER:| don't know anymore. That's why | don't like to
explain my lyrics anymore. Just getting through the day is
enough to make you want to write something angry. It just
comes from everywhere. | just walk down the street and see
the way people treat each other. Or in any kind of relationship.
It's just one side of life. It's just that | can't sing aboutjolly things
very easily. | can't write about them. Some people can. Like
(sings) "Groovin'...on a Sunday afternoon.” | wish | could write a
song like that. That's fantastic. It walks the thin line between
rubbish and great because of its subject. How can you write
that? But they did, and it's great.

MUSICIAN: On the new album, even though there's still a lot
of frustration about not getting everything you want, there's
also a more reflective sense that maybe no one gets every-
thing they want. Sometimes you have to make do with “Tem-
porary Beauty." Get it while you can. You can't always get
what you want.

PARKER: Yeah, that makes sense. I'm a very happy person
basically. Yeah, | have a pretty damn good time. People write
about me: “This man is the most morose, miserable S.0.B. in
the world,” but | ain't. | just express that angry part that every-
one else goes through but they can't putinto words as well as |
can. Everyone feels the same kind of things. | ain't different
from anyone eise.

MUSICIAN: When you were growing up, what role did music
play in your daily life?

PARKER: Well, it was just more interesting than going to
school. You realized you had to play the guitar and be like
those people. Then when | was seventeen there was soul
music and bluebeat and ska, though it was underground. It just
struck a chordin me. Itreminded me of what the Swinging Blue
Jeans and the Beatles were doing when they started, when it
was tough and raw. It was what counted. It was better than Clift
Richard, Lulu and those people.



on the road, | got more professional.

LAURA LEVINE

MUSICIAN: Did you feel part of a special group that knew the
bands and the dances?

PARKER: Yeah, when | was a mod, obviously. It was exclu-
sive. Nobody else knew about Prince Buster & the All-Stars.
MUSICIAN: Why was it important to know something no one
else knew?

PARKER: In England you have a youth calture. As far as |
remember we always have. In America | don't see it as much.
It was important to be different from aduits and from people
who didn’t dress as good as you did.

MUSICIAN: Why was it important? What were the
alternatives?

PARKER: The alternative was being a bozo. You were hip or
you were a bozo. You felt good if you were in with the in-crowd.
(sings) “I'm in with the in-crowd.” We used to go hear that record
and we knew what he meant, even though he was a black guy
who didn’t know anything about us or our dances. Butitmeant
the same thing.

MUSICIAN: Were you able to sustain that after you got out of
school and had to take a day job?

PARKER: No, when | went to work, | just forg6t about music. |
thought maybe it wasn't a serious thing. Then | gradually
realized that work wasn't a serious thing, so | got back into
music. Anytime |'ve forgotten about music for a bit, it's only
been temporary. It's just a driving force.

MUSICIAN: But obviously you were the exception. Most peo-
ple abandon their passion for music as they get older and get
jobs. Why don't they hold onto that passion?

PARKER: No idea. They just lose it. My friends went through
that. They stayed in their straight jobs and | didn't. They think
it's more serious to get a job and get married. There's no
alternative for them. How can they still be a part of it? It's very
hard. You can't gain anything from it apart from fun. You can't
get through life on fun; you have to earn a living.
MUSICIAN: /t seems a lot of your Songs are about that, about
keeping that spirit alive past that age barrier.

GRAHAM PARKER

PARKER: Yeah, you're right, they probably are. Butthey ain't
going to listen to that—though it may change people’s lives a
bit. Fans have written me letters and said, “I heard your song
and said, "Screw it, I'm giving up my job. That's it. You're right."”
So I've actually reached some people. It's unbelievabie.
MUSICIAN:/sn't that why it's important to have a large
audience?

PARKER: Sure, the more people you reach, the more who are
going to say, “Yeah, screw it.” There is an element of chaos iniit.
An element of internal revolution at least. But society won't
allow it. The class system in England still has a total strangie-
hold. They'd like people who have a poor educationto keep on
having a poor education. They want themto fill the slots and do
the dirty work. They don't want them to be inspired. They don't
want them to make a living out of something creative or
exciting. They want to crush them every step of the way.
MUSICIAN: How did that affect you personally growing up?
PARKER: That's probably why ! wrote songs. | could see it
happening all around me, and it wasn't going to happen to me.
When | first got a job at seventeen, breeding animals in a
research laboratory, that was going to be my career. | was
interested in zoology and biology. But | soon realized that you
had to have a pretty heavy education to do that. Being a
working class person, there was no way | was going to get to
do it. All | was going to do was look after these animals that
were going to be killed and vivisected by someone else. So
that's quite a mindblower when you realize that: they ain't
gonna let you. The only way | could be educated was by going
out into the world and finding out what made it tick and educat-
ing myself. So that's what | did.

MUSICIAN: /n America at least, your first album was lumped
in with all the new wave stuff that followed, even though it
preceded the punk explosion by a year. Was that appropriate ?
PARKER: Sure, it was appropriate, because they were saying
this is the beginning of something new and so was | at the
same time. | played for audiences who didn't know what | was

Despite being called the “godfather of punk," Parker never really caught on with the hard-core drone-clones.
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The way | sing is not really light. | don’t pull punches too often.

doing. It was like | was from another planet.

MUSICIAN: Do you feel you paved the way for new wave?
PARKER: Definitely, there’'s no doubt about it.
MUSICIAN: Do you see the influence of Howlin® Wind on
Costello’s My Aim Is True?

PARKER: Yeah, to a point. But | think he was doing the same
thing at the same time anyway. The factis, there were a lot of
people in London at the time who didn't believe they could
become anything because of the way things were. Meanwhile
| was out in Deepcut, thirty miles outside of London. | wasn't
playing in the pubs and seeing how useless it was.
MUSICIAN: You didn't know any better?

PARKER: | didn't know anything. | came along and said, “I'm
great. I'm going to be big. Listen to this.” That took a lot for me
to do, because I'm not that kind of person. I'm pretty humble
about it. But | realized | was writing better songs than | heard on
the radio, and | was going to other sources to get the songs:
country, blues and reggae and bringing them together into
modern music. | was the first one in that whole scene apart
from Ace and Dr. Feelgood, who did a similar thing. Dr. Feel-
good was the first new wave band.

MUSICIAN: The punk stuff that followed your album was a lot
different from your music. There was a similarity in the anger
and the directness and the attack on melodrama. But yours
was really rooted in tradition with lots of melody and swing,
whereas the other stuff was very unrooted with almost no
melody or swing. What did you think of the punk stuff?
PARKER: ! like the Sex Pistols a lot. It's hard not to; they made
some amazing records. But most of it was crap, really and
truly. Most of it was people cashingin, because here's the new
thing. They may have liked it, but only a certain amount of
people have the talent to do it like the Clash or the Pistols.
MUSICIAN: Do you think there was that distinction between
new wavers who had that pub-rock sound like you, Elvis, Nick,
Joe Jackson and Squeeze, as opposed to hardcore punk
bands like the Pistols, Clash and Jam?

PARKER: Yeah, there was. There were people who hated me
because they were so hardcore. The Sex Pistols and them had
a definite style; it was drone music—loud and screaming all
the way through. And there were people who didn't like that
and liked me because they thought it was more serious or
something. And there were people who didn't like any of it. |
didn’t mind being lumped in with the punks, because they took
over England in a way. Being called the godfather of punk or
stuff like that was not too offensive, because ['d rather be
lumped in with the new fashion than the old-fashioned.

Dark Side of the Bright Lights

| never played lead guitar with the Rumour—only on “Mer-
cury Poisoning” onstage. But on this new album, | played a
lot. | did every guitar part on "Hit The Spot,” which was a
great thrill for me. | couldn’t have done that with the Rum-
our. It would have caused problems. But my rhythm guitar is
all over the new album. | have a Fender Telecaster that
Nick Lowe sold to me a long time ago—a 1959 Telly, a real
old, yellow-colored thing. | got my Gibson 303, which isn't
bad for a guitar with a warped neck. | managed to use it on
this album. We said "primitive," right? I've got two Ovations,
one that | used on the album. I've also got a Martin acous-
tic and a Guild.

Brinsley Schwartz has a couple of Hamers that were
made for him. He's got a black one, an orange one. He's got
a little tuning device put in the black guitar so a lightcomes
on when you hit a string and it's in tune. Otherwise he's
using very simple gear: a Mesa Boogie amp with a couple
of extension speakers. I'll just go with a Gibson Lab amp

and a Music Man, and that should cover me.

54

MUSICIAN: At the same time, you didn't ge along with the
punk movement, you kept your roots in reggae and Motown.
PARKER: | knew there was no way music was going to be on
just one dimension and stay there. Music will always be many
different things.

MUSICIAN: Why do you value those older traditions?
PARKER:Because they're classic. They're modern, and
they're old. They’re timeless. While “Anarchy In the UK.” has
its place in time. When | hear that, | think of a particular time.
MUSICIAN: Are there any recent records that you like a lot?
PARKER: | just heard that single, “Why Don't You Want Me"
by the Human League. | just love that catchy chorus. | like
hearing Nick Lowe’s records. Squeeze. Elvis Costello. He's
the greatest; he's really brilliant. | like the Clash's Sandinista! |
didn't get the album, but | hear it onthe radio and the tracks are
great. They're really doing something different. You see, they
didn’t stick with what they were supposed to be either. Sandi-
nista! got heavily slagged in England, but | think the public liked
it because they were doing something different and goinginto
more avenues of music. The Talking Heads' record, Remain In
Light, that's sensational. | played that for a long time when it
came out.

MUSICIAN: On songs like “Passion Is No Ordinary Word,”
you imply that so much that passes for real emotion in peo-
ple’s lives isn't real emotion at all and that your music is
striving for some authenticity. Why is that such an important
issue to you?

PARKER: People are dull, aren’t they? People aren't living to
their max, or to anywhere near it. They're just drones or clones.
Especially in England—they're just walking zombies. They
believe what the TV telis them. They’re just put in a direction
and led there.

MUSICIAN: Do you think they're stupid or just manipulated?
PARKER: No, I'm talking bullshit really. | think everybody has
great potential to understand. | think probably they should all
take LSD or something. | did it at one point. It helped a lot of
people. People have more potential than they're given credit
for. | found that the dullest people who are stuck in their job,
who believe in TV,can be woken up. | mean, |'ve known people
who believed that peanuts are made in a factory. I'm not
kidding you; they didn’'t know they grew. But when you talk to
those people, when they hear a song and listen to it, when
they're introduced to new things, they have fun and start to
work on different levels.

MUSICIAN: /n your lyrics, you attack both the people who are
doing the oppressing and those who are letting them getaway
with it.

PARKER: Yeah. Don't you get frustrated when you see all the
money being spent on the military, and the public goes,
“Ooooh, boy, yeah, sure.” They know what's happening.
They're powerless, but they're not. You feel there could be
some chance of doing something about it. At the same time |
hate organizations. | hate people who say, "“We gotto stop this
nuclear stuft,” dead serious. So really | don't think we'll get
anywhere. If |got my way, no one would getanywhere. There'd
just be chaos. But it would be fun, more exciting.
MUSICIAN: So you don't think you'll ever write explicitly polit-
ical songs?

PARKER: No, | don't think so. It might be fun, though, maybe |
would. If Dylan gotinto Jesus,anything's possible. After writing
all that incredible music, he went into that direct preaching.
Religion was always there in his songs, but for someone you
think is the most far-out person in the world to say, “I'm a
born-again Christian,”...| mean, if he can do that, anything's
possible for me. | could be leading an anti-nuclear demonstra-
tion tomorrow. Or a pro-nuclear one. I'm full of contradictions.
Whatever | say now, it's bullshit, because tomorrow I'll say
something different. M
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L.A.NEW WAVE GROWS UP




The mid-70s Los Angeles music
scene was a parched desert; nothing
was happening there—or anywhere
else for that matter. Then in 1977 the
Sex Pistols sounded the battle cry
and amateur musicians all over the
world heeded the call to arms. Dozens
of bands sprang up in L.A. that year,
most of them gathering at the
Masque, a flea-bitten punk clubhouse
located in a dank basement off
Hollywood Boulevard. Then for an all
too brief spell, the L.A. music scene
was intensely creative and wild. Wild
not because of slam dancing (hadn't
been invented yet), but because it
was still a ;olt fo see a room full o

punked-up people. And in spite of all
the “nao futuie” sloganeering, the
future was wide open for th s music
At that spo* in time to be part of the
West Coast's musical Lnderground
was ak'n to being \n on an 2xciting
secret.

t's 1982, and the deal’s pretty much
gone down on L.A’s first punk wave.
Of the many worthy bands born at the
Masque, two, the Go-Ga’s and X,
have ascended to national
prominance

X came to be thusly: in Cctober of
1977 John Doe and Bily Zoom (their
ncms de punque) answered each
other's ads in a Los Angeles paper
and formec a band. Both were
veterans of countless bar bands, so
they started out playing old rock

standerds. One day Doe brought his
girlfriend Exene, whom he’d met at a
poetry workshop, to rehearsal. Exene
converted one of her poems into a
song called, “I'm Coming Over,”
learned how to sing it, and thus took
root what would eventually blossom
into X's style. The band sold fied three
months later when otigiral drummer
Mick Basher was replaced by Don
Bonebrake.

X then proceeded to build a strong
following on the L.A. punk scere by
tirelessly slogging the local club
circuit They worked hard to make a
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name for themselves but the reason they rose to the top of the
L.A. heap comes down to the fact that they were simply the
best thingintown. They blazed with the energetic rage of punk,
lighting up its dark nihilistic sky withthe Gregorian acid harmo-
nies of Surrealistic Pillow Jefferson Airplane and radiant pop-
derived melodies stripped to stark, jarring essentials.
Rockabilly space angel Billy Zoom traded in the usual jack-
hammer bar chords of the Gen X/Sham 69 mob for the more

Our music is basically details: an old
church, a burned out hotel, an old,
grizzled couple going into a liquor
store, kids fighting on the sidewalk.

dramatic expression of Chuck Berry's “Johnny B. Goode”
screech and inside-out Sun Session licks, often sounding like
two guitarists at once. The juxtaposition of John and Exene's
cutting, discordant harmonies (sung against the beat), Zoom’s
dexterous but aggressive riffing and the naked romanticism of
their lyrics in songs like the ace 1980 single “White Girl" left
the competition eating dust. And best of all, the beautiful
Exene, who was so courageously genuine onstage she was
an experience rather than a performer. The songs she and
John sang were so personal and revealing you couldn't help
but love them for trusting you with the most precious parts of
their lives. Howling out songs of an angry/sorry sinner on a
drunken, desperate hunt for some kind of glimpse of heaven, X
was something to behold.

L.A. knew that X was great and couidn't understand it when
the rest of the world failed to seeittoo. X was handed rejection
for a long time. In November of 1978 they loaded up a car and
drove to New York to introduce their music to the rest of the
country. “"We talked to Robert Christgau and he said we were
boring, humorless and not worth looking at,” Exene wrote in a
letter. “New York is cold and snowing. Have not jumped off the
Brooklyn Bridge. Write something positive about us, please,
even though we are in hell.”

Three and a half years down the road and the game has
changed considerably for X. Ray Manzarek, keyboardist with
the Doors, saw them, loved them, and signed on as their
producer. Unable to land a deal with a major label, they signed
with L.A. punk label Slash, and their debut LP, Los Angeles, a
screaming saga of life among L.A.'s dispossessed, sold eighty
thousand copies—an astonishing number for a record on a
small independent label. Their second album, Wild Gift, which
took a more melancholy look at the themes introduced onLos
Angeles, garnered second place in the Village Voice's 1981
Critics Poll. Critics raved over the album, and Elektra Records
lured the group away from Slash and signed them to an
eight-album deal. Their shows, anywhere in America, always
sell out. Robert Christgau likes them now, too. Before the
screams of cop-out start flying, it should be pointed out that X
never presented themselves as a political band. They got that
labeling because of when and how they came into being. Now
that the dust of punk has settled and X's lineage has revealed
itself more clearly, they've come to seema child of Patsy Cline
rather than of the Sex Pistols. "We're proud of being American,
sounding American, and being influenced by American
artists,” says Exene, and their reverence for American roots
music (soul, blues, country) shows. X salvages battered
scraps of American culture and makes them shine again.
Their songs, most of which are tethered to a narrative story
line, are jagged pastiches incorporating cars, flat and empty
expanses of land, country music and honky-tonks, sex, the
Chicano culture of the Southwest, religious imagery, rock 'n’
roll, cheap souvenirs—Americana deluxe.

In fact, their new album, Under The Big Black Sun, reminds
me of no one so much as Merle Haggard. Focusing on the
nomadic life of a touring band, Black Sun’s haunting aural
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snapshots of rambling around the U.S.A. make the musician’s
there-and-gone existence seem like the modern equivalent of
riding the rails. The album also deals extensively with death,
busted hearts andfaith atthe crossroadsand is, in many ways,
the bluest music they've made.

I saw X perform their new album to an adoring mob packing
into Los Angeles’ Roxy in February. They like to go public with
new material prior to recording it because they feel the songs
evolve naturally when performed before an audience. The
band was obviously feeling good the night | saw them, relaxed
and rightfully proud of their new tunes. Exene was in a particu-
larly good mood—the girl has quite a droll sense of humor, and
her asides that evening were hilarious. She's been taking
voice lessons for the past year and a half and her vocals have
taken on a new muscular strength without losing an ounce of
subtle shading.

| talked with the band one evening at Billy Zoom's house in
the heart of Hollywood, where he lives with Mrs. Zoom.
Staunch traditionalists, X's personnel are all married (John
and Exene to each other). The four distinct personalities that
comprise X challenge and complement each other, and while
they obviously respect one another, a lot of good-natured,
intelligent arguing goes on when they get together. In the end,
they're bound together by the fact that they're all fatalistic
romantics who share a love of America’s idealized past, and
an edgy existential awareness of the present. And what of the
future? X is still punk enough and smart enough to know that's
just a trick of the mind.

MUSICIAN: In one of X’s earliest songs, “We're Desperate,”
you defined yourselves as social outcasts living in poverty and
that’s a theme that has run through all your music thus far. X
has been fairly successful and | assume your lifestyle has
changed. Does it concern you that a primary creative
resource may have been erased?

EXENE: A iot of people believe that hard times drive one to be
creative, and it is true—but only to a point. I've had friends who
were very creative and had a good attitude, looking forwardto
someday doing better things while they worked crummy jobs.
But after a while they began to see themselves as just being
kind of beaten down. If you struggle for too long it destroys
your hope because anyone who is creative wants some
recognition for what they do.

BONEBRAKE: At this point there's a lot of pressure for us to
come up with hit stuff so that's almost as good as being poor. In
fact it's better, ‘cause you can eat every day and wake up and
work on a project when you have energy instead of coming
home from an awful job and trying to work up some inspiration.
EXENE: There's a replaceable set of inspirations. What good
is it if you're always influenced by the same things?
MUSICIAN: What's inspiring you these days?

EXENE: Credibility and acceptance. It makes you want to
work when people like your stuff and you feel that you're
appreciated.

DOE: | think lyrics are more born out of hard times than music
is—unless it's the blues. And singing comes from your person-
ality. If you're the type of person who wants to sing pretty
ballads then that's part of your character, it's not a result of
your surroundings.

MUSICIAN: How do you see your music evolving? How are
the new songs different from the early ones?

DOE: | think we understand more about making music. Listen-
ing to our early songs, some of them seem too short, like they
weren't given time to develop. When the song finally "got
there” there'd be maybe twenty seconds until the end of the
song. With Los Angeles all we wanted to do was capture a live
feel because we knew that we were a powerful live band and
that was our strong point. Wild Gift was a little bit broader and
this one expands even further using the influences we've
accumulated.

EXENE: Yeah, we're finally going to be able to bring out Billy
and Don's other talents. On the new record they add some
parts on sax, clarinet, marimba and maybe vibes. The reason



they haven't done that previously is that the time and budgets
we had didn't allow for that kind of experimentation.
MUSICIAN: Was it difficult for you to write the third album?
DOE: No, it was real easy. We came up with seven songs in
two months so obviously we were wasting a lot of time in the
past three years since it took so long to come up with those
songs!

MUSICIAN: How collaboratively are the songs worked up in
rehearsal?

DOE: The songs don't get changed so much as they bloom.
MUSICIAN: How do Billy and Don work up their parts?
BONEBRAKE: When John and Exene bring in a new song
they usually have the chords, which Billy will occasionally
elaborate on or change. But the words and the structure are
there, although we'll sometimes restructure a song. It's pretty
basic really. We play the song over and over and | just play
along. Sometimes VIl get a specific idea I'll work from—on
"We're Desperate,"” for instance, | wanted a rhythm that com-
bined the Ramones and Captain Beefheart.

MUSICIAN: Billy, you once told me that you never know the
lyrics to X's songs, which infers that you don’t work up guitar
parts that consciously reflect what's being expressed in the
lyric.

ZOOM: True. Of course | learn some of the lyrics eventually
but when we're working the parts up, | just go on the sound.
MUSICIAN: What have been the pivotal episodes in your
lives as artists?

ZOOM: The training | got from my father when | was little
(Zoom's father was a musician who played for a period with
Django Reinhardt) and all the different music my mother
played in the house | grew up in. | was exposed to a lot of
different stuff.

DOE: I'd say meeting Exene, reading Edgar Allen Poe, listen-
ing to the radio and discovering the wonders of alcohol.

*“l can sing now"”; Billy Zoom and Exene have learned to refine
their music without losing its intensity.

BONEBRAKE: For me it was getting into the music I'm play-
ing now. Beginning in 1974 | began gravitating towards simpler
music. Prior to that I'd been playing in a lot of symphony
orchestras and was considered a classical musician. | played
timpani very well, and | played vibes but wasn't into the
repertoire.

MUSICIAN: Did you have to learn a whole new vocabulary to
play simpler music?

BONEBRAKE: | could apply most of what | knew but there
were certain tricks—primarily learning to play less. But then,
playing percussion in an orchestra you sort of do that too
because basically you're just supporting a lot of the harmo-
nies. Other important influences were the Ramones, the Sex
Pistols, Joe Ramirez from the Eyes, and acid.

MUSICIAN: In discussing writers you admire you usually
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mention Tennessee Williams, Flannery O’Connor and Natha-
nael West. What do you see as the common thread running
through their work and why does it appeal to you?

DOE: Two things you can't argue with are sweat and dirt, and
those writers have a lot of sweat and dirt in their work. | think
our music has those elements too.

MUSICIAN: Can you still have those qualities if you're rich?
DOE: Sure. A perfect example is the Doors. By the time they
did their last two albums, Morrison Hotel and L.A. Woman,
they'd reached a pinnacle of stardom but those two albums
were probably the best street level records they made. The
music is not tripping or dream-like, which are the quaiities we
expect in music made by people living in the removed world of
the wealthy.

MUSICIAN: X has a strong association with the Doors. Ray
Manzarek is your procgucer, you've covered one of their songs.
Do you think X has profited from the Doors revival?
EXENE: | think X's emergence and the Doors ravival were sort
of a symbiotic thing.

MUSICIAN: /n talking about musicians who've intluenced
you, you mention a lot of blues artists. Is X more blues than a
punk band?

EXENE: We were once described as "country western like
you've never heard it before” and | liked that.

DOE: James Brown recently said that new music had helped
his career a lot because the people in new bands were more
aware of the history of music than the bands of the 70s were.
It's misleading to say we're a blues band but, yeah, | guess | do
see us as being more closely aligned to blues. The stereotype
of a punk band is a palitical English band, which we're not. On
the other hand, there's also the aspect of punk that itallows for
a very personal statement. So it's yes and no on the punk thing.
MUSICIAN: How do you feel about Los Angeles’ hard core
punk scene?

DOE: (laughing) Exene had this great idea that the Circle
Jerks should do a version of “Let's Get Physical" with a sleeve
photo of a bunch of slam dancers. Seriously though, this may
be a gross generalization but it seems like there are fewerand
fewer people who are willing to put up with the crap that comes
with being a misfit. At least the hard-core audience is willing to
be different and | respect them for that.

ZOOM: | don't like that scene because, for one thing, the
music's bad.

EXENE: | think what's gonna happen is after all the clubs get
shut down and things get like they were in '77, those kids will
realize that the music scene wasn't always nere and that X
wasn't always at the top of some imaginary list. Anc that's
already beginning to happen. In San Diego there are no punk
bands playing and ne one will go down there anymore. The
Dead Kennedys won't even play there because they beat up
Jello Biafra's girlfriend!

DOE: I'm glad we started when we did because it's much
harder for a new band now. The hard-core bands have a much
worse reputation than the Masque bands ever had—and they
somewhat deserve it (The Masque was L.A.'s seminal punk
club.)

EXENE: The Masque was a bunch of misfits who got together
because they all had artistic inclinations outside of what was
acceptable. Even though a lot of us didn't have much in
common, we were together because there was nowhere else
for us to go. | understood the scene at the Masque real well,
but | don't understand what's going on now.

MUSICIAN: What's the difference between an artist and an
entertainer?

ZOOM: Artists don't play Las Vegas.

EXENE: | don't know if | agree with that. Sometimes when
you're an artist and you're past your commercial peak. you're
forced to do things you swore you'd never de. You remain an
artist but you become real pathetic.

DOE: Entertainers are more preoccupied with surtace than
artists are, but a good artist has an element of entertainment. If
they don't they rarely get over to many people. Everyone likes
to be entertained—even artists.
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MUSICIAN: What would you like to
change about your lives at this point?
DOE: You make changes in your life
when things are going badly. If you view it
in relation to life and the world, things are
going really weli for us at this point.
EXENE: Sometimes when you're in, say,
Milwaukee on tour it seems like it would
be fun to rent a hotel room and spend a
couple of weeks there.

MUSICIAN: How has success changed your outlook on life,
being able to do what you want?

EXENE: | think it's an aberration for people to change when
they get money. It reflects on what their basic character
was—or wasn't—to begin with if they change when they
achieve success.

DOE: Actually | think the higher you go on the ladder of
success, the more you realize what's screwed up in the world
because you're able to see more of the world. More doors are
open {0 you.

MUSICIAN: Bob Biggs, head of Slash Records (the indepen-
ent label that originally signed X) has made a few comments to
the press inferring that X in some ways betrayed Slash by
signing with Elektra. How do you feel about that?

EXENE: I've got three other friends that | didn't want to betray.
Yes, we started out with Slash and we helped them and they
helped us and it worked real good. But we really felt there was
no further we could go with Slash. | hope Siash is real suc-
cessful, but | didn't want to find myself in some hotel room
fifteen years from now knowing that Bob Biggs was a million-
aire and that | had sacrificed my career in the name of some
kind of loyalty. We were very loyal to Slash while we were on
the label, so that's not the point. We did everything we could.
The goals Bob had in mind were goals we wanted to achieve
with Slash, and it made us really sad when we finally realized it
was impossible. But it just takes a lot more than an inde-
pendent label is capable of to get people interested in a
band like X. People can hear a Go-Go's song on the radio
and go into a record store and there's the big display and
they just pick up an album and buy it. With us it's notgonna be
that easy because radio is really resisting playing our music.
We needed someone to help make people aware that we exist.
MUSICIAN: Having signed with a major label, you've entered
a different realm of the marketplace. Have you been pres-
sured to compromise yourselves or is that simply an untrue
cliche?

EXENE: It's not an untrue clichée. It's up to the individuals
involved, and we assume a lot of responsibility. Sometimes |
wish we could let somebody manage what we doand come up
with ideas but unfortunately nobady seems to come up with
any ideas except us. Our manager tries to weed things out for
us but we still make the decisions.

MUSICIAN: What of your work are you most proud of?
EXENE: That's kind of a two-part question. An album or song,
or a period that was particularly hard and we stuck together
and kept working?

DOE: The most difficult periods we went through were right
before signing with Slash and Elektra. At those points we felt
we weren't reaching the audience we deserved. We were the
quote “dartings™ of the press and we were playing three-
hundred-seat beer bars. We began to think, screw this, this is
ridiculous. But we stuck it out. Thenthere are certain songs I'm
particularly proud of—"Sugarlight* for instance, justbecause |
like the way it sounds.

ZOOM: | think “Johnny Hit 'n’ Run Paul-
ine" is probably one of our best songs.
We don’t have many songs with actual
guitar solos in them. That doesn't bother
me—overplaying is the downfall of most
guitarists and | have no probiem restrain-
ing myself. But the songs that do have
solos tend to pe my favorites.

EXENE: I'm proud of the songs that have
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atfected people the most, like “Los
Angeles.” That's one of our most popular
songs in any city, which proves how
important being specific in writing is. We
didn't say, “I lived in a town and | had to §
leave.” We were totally specific in telling
who had to leave Los Angeles and why.
So even though people hearing the song |
might have different problems or reasons |
for leaving a city, the songisdoubly realto
them because the details make it real. It sounds crazy and
wrong but it's true that the bottom line in good writing is the
more specific you are, the more general appeal it willhave. I'm
also real proud of "Some Other Time" because that song was
a real breakthrough for me as far as singing.
MUSICIAN: Do you really think your vocals have changed a
lot from the early days?
EXENE: Yeah, | can sing now. | mean, |'ve always liked the
way | sing even though people tell me, “Oh, you sing really
weird, your harmonies are flat and discordant.” | still sing the
same but | like the way I've been able to refine it. About singing,
when most bands first start out they getdrunk and screamand
yell and run around. That's okay, but it's better to be in control
of it and be able to sing while you're doing it.
DOE: You have to start with the screaming and running
around, though.
MUSICIAN: Do you think you sing better drunk?
EXENE: Drinking is the same whether you're singing or talking
to somebody in a bar. You sit there thinking this is the most
wonderfu! person you've ever met, then the next time you see
them you realize that they weren't greatata!l. And it's the same
with singing. Sometimes it will result in an amazing perform-
ance but other times it just screws it up. You can't quite hitit so
you get mad and when you're drunk and something goes
wrong you tend to overreact. So you spend the rest of the night
fuming onstage.
MUSICIAN: Why do you think some people are driven to
separate themselves from the masses and rebel?
EXENE: Because they're smarter and they're exhibition-
ists. There are a lot of people who really despise and hate
people who look unusual—maybe because they misunder-
stand the motives behind rebellious behavior. | wish | under-
stood that kind of hatred better, because after ten years of
being ridiculed and made fun of just about everywhere | go |
still can't deal with it very well. It still makes me real uncomfort-
able when | walk down the street and people scream at me.
MUSICIAN: That still happens? | would imagine that now
you'd be recognized as a celebrity.
EXENE: Occasionally, but people don't really make thatcon-
nection. There could be someone standing in the checkout
line looking at Us magazine and see X in there, then turn
around and see me and say, “Jesus Christ, look at that girl's
hair," making me real embarrassed.
MUSICIAN: What do you see as the X image and how accu-
rate is it?
EXENE: That's such a weird thing to think about. I've always
thought that our image, if we had one, was a lack of image. For
instance, I've never seen myself as the focal point of the band
simply because I'm a female vocalist. And we don't have a
concept like Adam & the Ants or the B-52s. And I think the fact
that we've avoided those types of things has hurt us from time
to time. What's X? They're this band. What do they do? They
play music. Oh.
DOE: Our music is basically driving down
a highway and looking out the window and
seeing an old church, a burned out hotel,
an old grizzled couple going into a liquor
store, a couple of kids play fighting on the
sidewalk.
MUSICIAN: Your music is very richly
descriptive. Why do you think you have
such a good eye for detail?
EXENE: We've worked at it. Observation &
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of detail is a real good talent for every-
one to develop. It makes everything
more interesting and for me, it's one of
the little joys of life. Like you're on a bus
and you'll see a thing happen that will
only last two seconds. Then a pas-
senger gets off and you leave that scene
and look around and everyone's just sit-
ting there. Nobody else saw it but you.
It's almost like a three-dimensional thing
you found, and you'll always have it.

MUSICIAN: The lyrics on the new
album seem even darker than those on
the two preceding records. Why is that?
EXENE: There are a few songs on the
new album about my sister (Exene’s sis-
ter, New York artist Muriel Cervenka,
was killed in an automobile accident in
1980). And | guess that's the difference
between an artist and an entertainer. If

we were entertainers we'd keep our per-
sonal lives out of our professional
career, but since we are artists, it's part
of what we do. Everyone has expe-
rienced personal tragedy, and person-
ally I find it really strange that that aspect
of life is not a part of popular music. M

Lowe, from pg. 46

afraid you're going to die any second
now. Shame really...." | was going,
“Yes, well, how longis this going to go on
for?" And the voice said, “Oh, it's okay,
in a minute your heart will give out and
it'll be all over (laughs)...but while we're
waiting, it's funny, isn’tit? | really thought
you'd do better than this, and your mom
and dad really wanted you to...." “But,”
says |, “the Marquee isn't a bad way to
go; at least I'm on the old planks.” It was
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instruments in the band. My cymbals have to deliver when | want
that power crash or cutting ping. My sticks have to be extensions
of my hands, strong, but also absorbent for the punishment that
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Camber.”

ALICE COOPER BAND

_HOW
ACYMBAL

| Cymbal,” pleose fill aut this caupan MU - 6/82 i
I Noame :
| Address |
: City Srare Zip :

I

| My Music Store Nome
(S gty ——_ NSO ey S— —

CAMBER CYMBALS &STICKS

101 Horton Ave., P.O. Box 807, Lynbrook, N.Y.11563

62

this incredible, calm conversation.
Meanwhile, there were people scream-
ing and fainting and leaping up and
down. The thing is they couldn't turn the
power off because those huge stacks of
Marshalls were blocking the way to the
power point. | was lying with the mike
across my chest and the bass in my
hand, jerking like a puppet, and no one
would grab them or touch me because
of the current. So Bob Andrews, who
later played keyboards with Graham
Parker, ran up and tried to kick the thing
out of my hand, to break the circuit. But
in so doing, he kicked me really hard in
the ribs...which the doctors later told
me got my heart going again! He broke
the circuit, too, and | was lying there,
having faced death, | must have looked
dead, because Bob suddenly started
crying and weeping and saying, “He's
dead, oh God, he's dead! Somebody do
something!” It must have been so dra-
matic for the punters in the audience.
Then old Brins comes and leans over,
saying, "Uh, you altright, Basher?" And |
went, “Yeah, Brins, | think I'm here.” So
they carried me out in a stretcher and
took me down the road to Middiesex
Hospital. | had these evil burns on my
hands, but | was so grooving on being
alive that | refused a sedative. instead |
snuck out and walked back up to the
Marquee, where Yes were going down
real bad. My band was all over atthe pub
across the road, hideously drunk. |
walked in and they freaked, 'cause they
really thought I'd died. When they got
over that, someone says, "Gee, do you
reckon we could do the second set?”
and | said, "Yeah, let's go!" So we did,
and we went down an absolute storm,
because it was like “HERE HE IS, BACK
FROM THE DEAD, NICK LOWE!" So at
the end of the night the promoter comes
in and says, "Right, here's your fee,” and
gives us nine and a half pounds, which
was only half of what we were owed. He
said that was all we'd get because we'd
only played one set (laughs). There's a
slight postscript to this story. Years later
we played the Marquee again, and | ran
into the guy who used to manage the
club, an outrageous but charming
queen called John, and told him the
whole story just for laughs.
MUSICIAN: What did he say”?

LOWE: Nothing. Couldn't believe it. Just
turned pale as a ghost, reached into his
pocket, and handed me another nine
and a half quid. (laughs)...God, what a
stultifyingly boring story. You're not
going to print all that, are you?
MUSICIAN: Oh, of course not. One last
question: what do you want to be when
you grow up?

LOWE: I'd like to be a jet fighter pilot. Fly
Phantoms real fast. Low level. You don't
have to steer‘em, you know. They've got
computers, so if you come to a hill it
goes up just like that. Marvelous. You're
just sitting there. That's what I'd like to do
most of all. Fly.(sings) “I'll fly away ..." [
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BY PHILIPPA RENDLE & RAFI ZABOR

LESTER BOWIE

RCOTS,

RESEARCH,
GTHE
CARNIMNVAL CHEF

The trumpet trapeze artist who works without a net, Ming-the-Merciless

in a lab jacket, Lester Bowie tells the story of his lurid musical past, from carnival

tents to the Art Ensemble of Chicago to his new Root to the Source.

might go back to Jamaica
in another three or four
years. | went down there
after | made this record
Fast Last in '76 or '77.
That's what | used to do,
make a record and then
finance an expedition to
somewhere. When | got to
Jamaica | had a new suit,
clean trousers, | had the
whole look and everything,
a room at the Sheraton. |
had just enough money to
cover the airport and get a
cab to the hotel. | got to my
room and bought all the
newspapers and laid them
out to see what the scene
was. People had given me
a couple of phone numbers,
but my assets were just five
dollars after I'd paid for the
room for a few days. | went
downstairs and there was a
reggae band playing in the
bar. | asked if | could sit in.
After about three notes this
guy said, "Hey brother!”
The next day | had a crib
up in the hills, in the
mountains, stayed there
about a year after that. |
had all the musicians bring
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me out some trumpets and
| had a workshop with all
the local kids in the hills,
this real small community.
And they took care of me. If
my food was running low,
they would see to that: their
parents would send crates
of mangoes and pies up to
me | had a house and no
money, and | had these
kids all the time. These cats
were bad, chicks too. They
waould play some fantastic
stuff and they would learn
S0 quick. | was a music
man, and | would always be
playing. If | wasn't playing
all the time people would
say, “Hey, I thought you
played trumpet!" | would get
up in the morning about
seven, go outside and
practice, and people would
come out of their houses all
over the hills, big valleys,
you know, just dotted all
along with houses and
these people would come
out and listen. If they didn't
hear me by noon, someone
would come up and ask
what had happened. The
union made me an
hororary member. | would
come into town about once
a week, get high and sit in
on all the bands. The only
real gig | did was my own
TV show. | had a TV show,
it was an hour show, an
hour special, a Jamaica TV

special. It was nice.

If you play music, and |
play trumpet, you're gonna
attract some attention. |
never worry about it
because | can always deal
somehow. Either that or you
just die. | almost thought |
was finished in Nigeria
though. Nigeria almost got
to me! | always wanted to
go to Africa, and | got tired
of just talking about it. I'd
just done a European tour
and when we were finished
| said, “Well, I'll see you all
later.” | had more money
this time. | had $100 when |
got there, then | had to
spend $50 a night, $10 to
eat. | didn't have enough
money for the next night
and | didn't know anybody
in Nigeria. And Nigeria was
really out. | thought, “This is
it, man. You've done it!
Finally you've bitten off
more than you can chew!
This is it!" It was rainy
season, crazy mud, but |
made it. When in doubt |
just get my horn out, see,
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and start hittin' it. | had a couple of phone numbers. And |
ended up with Fela. | just got in a cab and said, “Take me to
Fela's." Once Fela heard me, that was it, ‘cause that's the one

thing I've always done, is just play.

Necessary Interruption
Ithough maybe after that story he needs no
introduction. Revolved in the mind, Lester Bowie
has the satisfying roundness of a fully-realized
fictional character hewing happily to his arche-
type, an actor who has found his human role and
plays it to the hilt. Here is this guy in the doctor
suit and Ming-the-Merciless two-pointed beard
with this haunting tone, half-valve whinnies and
apparently endless articulations of the spirit of
the blues, a perfect self-invention whose proper life assem-
bles itself around him in hills and valleys dotted with houses
and music, crates of mangoes, trumpets, pies. Seems like a
real happy fella.

Most of us know him best as the trumpeter in the Art Ensem-
ble of Chicago. Turn on the projector, please. We see him
onstage between Roscoe Mitchell and Joseph Jarman, lurch-
ing his way through a sudden sputtering funky interjection,
swigging heavily from his bottle of Perrier, then swaying, head
cocked back, to sounds unheard. He is the strongest melodist
in the band, and of the three horns the only one who has
gigged in every idiom American music has to offer. Good Lord,
this band plays some weird stuff. Here's a second clip of him,
this time he's wearing his immaculate, white, practically lumi-
nous chef's suit. Yes, he loves to crack the audience up. Look
at the size of that hat. The soundtrack’s bad, but you can hear
him leading the band out of the gossamer and into the hot. Boy
they're great. You can turn it off now.

Let's take his style seriously for a moment. It is, I'd say, the
most original and fully realized approach to the trumpet
anyone has come up with in twenty years, and it is there,
surprisingly full-blown, on his earliest recordings (Sound and
Old Quartet, '66 and '67 respectively, both released under
Roscoe Mitchell's name), when he was still in his mid-
twenties. You can anatomize it if you like—the straight playing
from Clifford, Kenny and Miles; tonal effects an inspired leap
from the premises of Bubber Miley, Cootie Williams, Rex Stew-
art and Lee Morgan—but that only covers some of the ground
and misses at least two main points: that Bowie's is a total,
seamless approach to the resources of the instrument, and
that he has invented things none of his ancestors remotely
imagined. His work is a living lexicon of everything black

| try to play everything I've heard or
felt. | didn’t spend all that time in the
carnival or playing the blues to push it
to one side and say, “okay, 'm
avant-garde now.”

musicians have done to make the trumpet their own in Amer -
ica, all the proud and sardonic defections from tonal
orthodoxy—school's out—and European dominance that
represent a triumph history has tried to butcher in the flesh
but has been unable to kill in the spirit. He employs all the
resources of the exile—superior cunning, a better sense of
humor—to steal the world back from its dull, stolid, putative
owners and make his stand, a free man’s song. Sideways like
Miles he skips the direct line from Armstrong to link up, proba-
bly, with mad Buddy Bolden, parades certainly, and the
church, the prison, the backporch and the angry oven heat of
the fields, so that while he is an extravagantly comic artist, his
music carries its full cargo of history and humanity, a reconcili-
ation of private anarchy and collective order. If the bones of his
style were there from its recorded beginnings, what has grown
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and deepened over the years is its body of implication and, as
anyone who has listened to him closely these days can tell
you, its beauty. Like Miles, he can go dowsing with one slender
note and reliably find the hean.

With resources like these, naturally he works a lot. In addi-
tion to gigs with the Art Ensemble, which come a lot more
frequently than they used to, he's led a fine series of quintets,
worked with Jack Dedohnette in the New Directions band,
organized the memorable Sho Nuff Orchestra (58 pieces
strong), recorded with Fela Anikulapo Kuti in Africa, jammed
with the Bear at the Tin Palace and Roy Eldridge at Jimmy
Ryan's, made records for Muse, Horo, Black Saint and ECM,
organized lately a superb band called From the Root to the
Source and most recently an all-trumpet extravaganza called
the New York Hot Trumpet Repertory Company...he keeps
busy. The Repertory Company, at the moment six trumpets
strong and including among others Olu Dara and the remarka-
ble Wynton Marsalis, is sort of a brass counterpart of the World
Saxophone Quartet (“Yeah, and we'll whup their asses, t00,”
said Bowie when | suggested an encounter); Root to the
Source is the incarnation of a more enduring dream: to putall
Bowie's own music together in one band and send the wheel
of it rolling through the world.

Bowie has a fierce and vociferous pride in his professional-
ism and the places it's taken him: the carnival tents, blues
shacks, Jackie Wilson shows, weird Chicago stages—all the
music on which he has never feit too pure to muddy his hands.
He's managed to carry most of his experience into Root to the
Source, and what is most importantis thatblues, gospel music
and jazz are each presented with complete authenticity and
commitment, not as superficial stylistic coups. Bowie's cur-
rent quintet is augmented by the voices of Fontella and Martha
Bass (his ex-wife and mother-in-law respectively) and the
virtuoso David Peaston. Fontelta Bass in particular, although
nowadays she only sings in church outside of Root, has never
sung better. Neither has Bowie sounded more free; he has
assembled the spokes of his musical world around him and is
audibly at home.

Here, anyway, is this interview. Perhaps you already know
what a great talker Bowie is, and there's a few thousand words
of that. He also, | think, emerges as an enormously encourag-
ing figure—I'd use the word Inspiring, butit has inappropriately
solemn connotations—for his totally positive attitude, his habit
of working tricky heights without benefit of a net, and his
outright refusal to take the world's ubiquitous No for an
answer. Craziness helps too: here he comes out of the night on
his Harley in a lab jacket and Darth Vader helmet—Zorro! Ifit's
an act, it's a good one. It probably takes a lot of work to be
Bowie —the lasttime | saw him he sat tired backstage between
Art Ensemble sets at the Bottom Line: “Sometimes it's like
diggin' ditches, you know?"—and it probably would be naive
to imagine that he's sidestepped the daily drudgery of being
human, but in the essentials he looks suspiciously like that
rarity of rarities, a free man. If you were shopping around for a
handy incarnation of the spirit of jazz these days, you could do
a lot worse than Lester Bowie.

He’s Coming Here from St. Louis
When | first started getting interviewed the guy asked me how
long I'd been playing, and | had to think, | didn't really know. |
had to go and ask my old man. He had been putting a mouth-
piece or something in my face since | was about a baby. We
decided that | really started when | was aboutfive. |[don't have
any recollection of it, because I've just been playing all the
time. My father, he had the uniform and the cap, did parades
and stuff like that. Both of his brothers were musicians, his
father was a musician, and that's going back a way to slavery,
because my old man is 76. So it goes on back, | don't know
exactly how far, a whole line of musicians. I've got a picture
upstairs of the band my father was in before he was even big
enough. The original Bartonville Coronet Band. I've got about
three uncles in that.

My father taught in school, but | was so bad he didn't want
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Lester's strong sense of melody and his comic warmth are an integral part of the Art Ensemble of Chicago.

me around. Not where he had to work. He didn't let me go to
the same school! | mostly played trumpet and got into
mischief. We used o do all kinds of things, start up bulldozers
and drive them around. By the time | was fifteen | was in the
musician’'s union. I'd worked clubs by then. i was alwaysin two
or three bands, all the school bands, the All-City Band, the
All-City Orchestra, the All-City Swing Band, All-City Marching
Band, and the—! would go and play with the old cats, the
veterans bands. There were community centers that had
bands and | did lite church recitals too.
ut when | got into high school | started hearing about
Bird. John Hicks was there and Phillip Wilson and
Okver Lake. We had some really hip musicians.
Hicks was cool even then, he had a hip little trio, he
had a suit and tie, he had that /ook. Phillip was cool
too. Phillip was like an organ trio-type dude. We had
fun, but I didn't think it was the thing | was going to do
for a living. | thought it would be crazy to try and
attempt something like that. | didn't decide that |
wanted to play trumpet until | was twenty or twenty-one. |
looked up and | was twenty years old and never done nothing
but play trumpet! t was in the service at the time. | had gone
through a lot of experiences in the service. | was in the Stra-
tegic Air Command police, | was playing with the band, | was
playing with a blues band every night in townas a civilian, | did
a lot of shows and stuff on the base. Anyway, | ended up, | was
in jail, in solitary confinement for something | had done, bein’
high on duty or something, 'cause | went through every kind of
part, from the police to prison. | had a ball in the service—I
would recommerd the service to any young man—but it
ended up, “Now we're sitting in solitary.” | had two weeks of it
and | said, “This a n't it Whatever I've been doing in the past, if
it led to th's, it's not happening!"

I'd beenlistening to Kenny Dorham. He sounded so hip that |
said, "l would really like to be like Kenny Dorham, just a really
hip trumpet player." Because he was really hip, not just a
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reguia- trumpet player but a hip trumpet player's trumpet
player and | thought I'd just as well do thatas opposed to what
| was doing, which had me sitting in solitary. | had been in
every band they had since | was that big, but it never had been
like, "Seriously, what are you going to do with yourself?" Now |
was geing to be a professional. And when | stepped through
that door...I've been flying ever since! It's been unbelievable
wnen | think on that time. it's been unbelievable! You know it
beats working, beats the crap out of working!

Strong Bodies Twelve Ways

| knew | didn't play well enough to be a professional. | needed
to have a couple of years of intensifiea practice, so | went to
school and did nothing but practice twelve or fourteen hours a
day. take pills and practice. | went to Lincoin University, a
regular black college and then | went to North Texas State, a
white college, the first school where you could get a degreein
jazz, so | figured they were slick as scientists. | figured I'd see
what they were talking about, and when | was down there | got
to hang out and play in bands like James Clay, Fathead
Newman, all the hip bands in Dallas.

We were talking about influences. The way | play trumpet
has been influenced greatly by Art Tatum, the way he devel-
oped melody and played songs. Influenced a lot by Coltrane
and Sonny Rollins, by a lot of people that don't play trumpet.
Take the embouchure [ use. It's flexible, whereas with stand-
ard trumpet playing you're supposed to get a setembouchure
and stfay with it throughout. Well, years ago, when | was going
to school with Julius Hemphill, | noticed the flexibility of his
embouchure—it aimost looked like he was eating the saxo-
phone mouthpiece sometimes, different things he would do to
get different inflections. | started to adapt that tothe trumpet, to
put aifferent emphasis on different parts of the horn, and this
nas pbeen instrumental in the development of my style.

Just about everyone I've ever heard has influenced me. You
have ihe trumpet players you were inspired by, that you read
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about—Louis Armstrong and Miles and Diz obviously—but
there's another whole set of trumpet players no one's ever
heard of who helped me. | think everyone has these two
categories of influence, but it's never mentioned.

There was a guy in St. Louis when | was about fifteen, his
name was Bobby Danzie and he was like jazz, very cool. Came
up with Miles, you know, played his ass off and kind of took me
under his wing. And | didn't really know anything at all, just a
little fifteen-year-old kid. | used to go over to his place and he'd
show me how to play songs, and some of the things he told me
stuck with me all the way. Like he told me, “Lester, whatever
you end up doing, whatever kind of music you play, you've got
to be soulful." And then he'd show me. He'd show me how to
get that soulful sound with a little bit more air in it, just adds a
kind of really hip soulful sound with a lot of air. Cats like Miles,
Gene Ammons and people, the guys with big, soulful sounds
and the way they phrase, using the tongue for attack, he got
me together with that, even before | knew what it meant.

There were guys like Johnny Coles who helped me a lot
when | was in those R&B bands. He would show me how to
play my part, interpret it, how to phrase. Marcus Belgrave was
another cat. Marcus was bad! He helped me a lot, still does,
anytime | see him. Of course I've been influenced by Miles and
all of that, but Miles didn’t say how to roll your lip around a little
bit or whatever. | just met Diz a couple of times. He stilldoesn't
speak to me, just sneers when he sees me, you know. Freddie
Hubbard, Kenny Dorham. Blue Mitchell was another cat.

I'll tell you something about Blue Mitchell. | was just starting
off in the service and | said, "I'm not going to listen to nobody.
I'm going to lock myself up here and practice and practice and
I'm going to get me some new licks that ain't nobody playing.
Nobody's gonna influence me. I'm gonna develop my own
thing!" | started playing. Then one of my buddies came and
said, "Hey man, have you ever heard of this guy named Blue
Mitchell? Well, listen to this!” On the record was everything |
thought | had made up. | mean he had licks | couldn't believe,
because | just knew | had made them up! And sothen | learned
that you can't close yourself off, and I've never been afraid to
be influenced by someone. Some people are afraid to be, they
think it will dominate their thing, but | think it's just the opposite.

Like Freddie Hubbard influenced me for awhile. | didn't
know what | was going to play, because it seemed that Freddie
was playing it all. | just took Freddie's solos and wrote 'em out
in all the keys and I'd practice 'em for ten, twelve hours, to try to
get some of the essence of what he does and then add it to
myself. Freddie taught me how I'd have to be a good musician,
and Miles taught me how original I'd have to be. | gained my
manhood by checking out Miles. Because the way he plays,
you'd almost have to be a trumpet player to know—most
people, guys like Diz, play up and down, thirds, fifths, fourths —
but Miles would be playing sideways. You can hear it, it's all
kinds of sideways. That's why he's Miles, because he's got
another thing.

Fats Navarro, Clifford Brown. I’used to say that if Clifford
Brown was still alive, I'd be working in the Post Office and
Miles would be my supervisor!

The Circuit

——ast Montage: Let's see, when did | get that gig with
Oliver Sain? Fontella and Oliver were part of Little
Milton's band...I'd play with Albert King, a lot of
touring with Little Milton, 25 one-nighters a month.
ke Turner was in town, producing records for Fon-
nie, then she hooked up with Chess. “Rescue Me"
and it caught on from there. | was her musical direc-
tor for the next few years, | was making plenty of
bread. Jackie Wilson, the Apollo Theatre, that theater
circuit, the Regal and the Apollo, the Royal in Baltimore, the
Howard in D.C., the Uptown in Philly, | think the Riviera in
Detroit. Different blues sessions. I'm on a lot of those old
sessions they made at Chess, | was never listed. | had money
and a big house, | was in Chicago quite a while before I ranin-
to the A A.CM.
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Weird Cats/Nice Guys
| always knew there was other stuff | wanted todo. When I was
at the carnival, the cats thought | was crazy. | was like this
young cat, up early in the morning and practicing. | worked for
this carnival in a tent, and that was the hardestgig | everhad in
my life, musically, physically, and I've had a lot of experience
in tents. For awhile the Art Ensemble lived in tents. We got to
where we could live damn near anywhere. Comfortably. That
really helped the Art Ensemble, all of us were army veterans,
knew how to fix our meals on the road.
well, what happened is, when | got to Chicago | was doing
all this different stuff, and | was always saying, "What else is
happening?” 'Cause these guys were playing their parts and
that was about it. | fit in, but it was kind of boring to fit in. A
baritone player named Delbert Hill took me to a rehearsal of
the Richard Abrams Experimental Band. It was shocking,
because | hadn't seen that many weird cats in one room
before. There were twenty cats, all the cats, Roscoe, Joseph, |
met them all at the sametime. I'd always runinto some, there's
always those isolated cats, three or four cats, but I'd never
seen that many of them in the same place...and playing. You
can go that much farther if you've gotjust a few people thatare
like-minded and go out and play. The collective is a more
interesting way to live. Especially when times and conditions
are adverse, you can manage to survive in a collective.
Respect is a very important point in that context. You've defi-
nitely got to have respect for other people. If you've got that,
you can actually do something. You look at the Art
Ensemble—these guys play weird music. We've been
together longer than damn near anybody in the business.
e took various trips before Europe,
Europe didn't just come up out of the
clear blue. We had traveled extensively
in the States and Canada and parts of
Mexico before ‘69. On our own, barn-
storming, hitch-hiking, ali over. | rode a
bike, | rode from California to Chicago
and back on that. Roscoe and Malachi
followed me in the VW bus full of instru-
ments behind this BSA. | used to really dig it when | had that. |
could play, then speed off into the night. it was a nice fantasy,
and | enjoy fantasy so...the shit's gonna be bad next time! I'm
gonna get a bike with everything on it, everything, and I'm
going to have all the latest in leather, and a helmet like Darth
Vader. There’s a helmet now just like Darth Vader. It's bad!
When | met the Art Ensemble, the only person besides
myself whose income depended entirely upon music was
Malachi, who worked the Holiday Inn. The rest of the cats, they
played, worked in factories and had other jobs. | was playing
for a living and immediately my whole objective was to be able
to make the same kind of living off the kind of music we played
with Roscoe. We had gotten as far as it was going to go in
Chicago. We decided to go to Europe. | want to emphasize that
any group can't just pack up and go to a foreign country and
survive. For nearly four years before that we had been travel-
ing, we had recorded, we had quite a bit of experience as a
group before we went.
| had a Bentley and a house full of fabulous furniture and
everything that went with that whole scene in the 60s. I figured
if | sold all of that, I'd have enough to take the whole group to
Europe, so we made a deal. The cats borrowed the money
they needed and eventually they all paid it back. Roscoe was
ready, he was tired of working. We had to talk Favors intoit, he
didn't want to go—but it takes all kinds of thoughts to make a
well-rounded group. If no one’s reluctant, if everyone's ready
to go, maybe no one's thought it out thoroughly. Anyway | had
some material things | could put my hands on to get money,
and the only way we could do what we did was that we had
bread. When we went to Paris, we had a country home sur-
rounded by cherry trees and plums and grapes, and we had
rehearsal space and rooms for all of us to live in. That was at
St. Lue-la-Foret, our first house. We were expelled from
France after our first year. We were asked to leave by the



police. Someone in Luxembourg was doing a radio show |

about us, not an interview of us, and it was like the Art Ensem- F
ble, the Black Revolution, the revolution and yes, by the way, It was shocklng because | had never

they live in St. Lue-la-Foret. And one of the big cats, who was seen that many weird cats in one room
the big commissioner or the Duke that runs that section said,

“What! Here? Get 'em out!" The next day the police, this before...and playlng. There were

Inspector Richard—trenchcoat, straight-ahead biz—went in twenty cats, all the cats, Roscoe,

and saw this cat in a uniform. It was weird, but it fit right in Josem | met them a" at the same ‘time
’ .

because we were leaving anyway.

We lived in a tent, but we lived hip. Hip sleeping bags, we |
had all the right stuff. We had a whole caravan of trucks, we had
formations we got into with them. We were even selling trucks
for awhile. We went all over Europe like that, from way down in
the south of France up to Scandinavia. | don't want people to
think we've ever lived bad. We carried our own environment,
we were eating fried chicken and barbecue. People couldn't
believe the food, they would come and eat with us and hang
out. You may not have money all the time, but that doesn't
always make, you know....

New & Old Gospel u
We don't feel that we have to

limit our sources of reference.
That's a drag. The things I do |
feel naturally. | don't put a big
thing on playing jazz, or playing
blues, | just play music. | like it
all. | feel free to refer to any-
thing that runs through my
mind, without all those precon-
ceptions. | don't think | should
be put in a role that | couldn't
like gospel music. In this band
I've got now, the Root to the
Source, how do these gospel
singers sound with Phillip Wil-
son on drums and all these dif-
ferent people? Well it's killing!

There's Donald Smith,
Hamiet Bluiett, and Fred Willi-
ams, and the gospel singers,
Martha and Fontella Bass and
David Peaston. You think of
Great Black Music as a tree,
and you get all of these roots—
gospel, blues, jazz, rock—and
they all merge into this single
trunk, and then its branches
and flowers would be reaching
to the source of what's hap-
pening. It's another form,
another feeling, when you
experience all these emotions
in the space of an hour. It's
devastating almost, it's unbe-
lievable, when you think back
on what you've felt. | mean I've
seen some people completely wiped out, in tears, that couldn't
even speak English, so | know it works. We've been to Austra-
lia and Europe. We had 4,000 people at our last concert in
Sardinia, | mean 4,000 people going crazy! We're dealing with
Great Black Music, and we have to recognize that, it benefits
everyone. We have to get above isolating parts of it and
saying, "“Well this part of it's okay, but this part's not too cool.”
We're not that faraway from the source. You have torealize it's
taken several hundred years to get this far.

We realize we're dealing with visions, and we can deal with
visions in sequence. You can structure the feelings, and it
doesn't have to be a chronological thing. It doesn't have to be,
"Here comes the blues and here comes the gospel.” It can
start with the avant-garde and end with the b'ues. | mean, |
know the audience, they aren't dumb!

If you're going to play the blues, you've got to know about
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playing the blues, you've got to have damn near lived that sort
of thing. If you're gonna be ina bag, you've gotto beinit. When
| play, | try to play everything I've heard or felt. 1 didn't spend all
that time in the carnival never to do that again, or all that time
playing blues to push it to one side and say, okay, I'm avant-
garde now. | didn't learn all these damn chords for nothing! I'm
trying to tie it up into some sort of meaningful statement!
This is only the beginning. What we're doing won't be too
visible for another five years, and then it will be ten years
before people realize what's happening and another ten years
for people to really get into it. I've got plenty of time. In a sense,
Root to the Source gives me even more range than the Art
Ensemble. In the Art Ensemble we had to do everything our-
selves. Joseph would be the preacher.... What you'll see is
Root to the Source in combination with the Art Ensemble soon,
and then with the addition of a few more horns it'll turn into the
Art Ensemble Orchestra with a choir. Soon all these groups
are gonna merge oninand do some big things. Because that's
our job as musicians, to spread it, we're not supposed to go
over in a corner and keep it to ourselves. Take it to
Broadway—Root to the Source would be like no other show,
structured but different every night—Yankee Stadium. Yeah,
that's the only way to do it. Just try to do something big. The
way | look at it, most of the time you're broke anyway. No
matter what you're doing, you're broke. So you must be doing
some big stuff, be broke for something. At least you know
you've tried. The energy kind of keeps up when you're trying to
pull something like that off. Atthe same time youend up broke.
But it's fun and you get things done. We want to have shows
and successes, but the main thing we want to do is influence
people. To make people enjoy life the way we do, and to see it
that way, you know, and the beauty and what we can see, the
vision that we have. And that's really the main purpose of it. |
think that's beneficial. | think that's a nice way to spend your life.
And if we can have some broiled shrimp on the way, it's cool!

Pretending

Actually | haven't really done shit. Personally, just speaking for
myself, | haven't done shit playing no trumpet at all. | can,
though, see it coming, like | say, in twenty more years. A little
more polish in there. ! should be able to play something, | hope,
by then, but I've never been satisfied with anything |'ve done.
Everything was done under such duress. Take the album The
Great Pretender (ECM). | think it's going to be a great album,
but we did it in two days. Two days and a mix on the third day.
Now how can this album—in all kinds of strain! Thisis between
flights, you dig? It isn't like | would get on the phone and say,
“Okay, Donald, we're going to rehearse about a month, we're
going to research and turn it inside out, then we're going to
take another month and make us a really nice album.” No, no, |
don't get that privilege. It's always, “Okay, you got 24 hours.”
Here's an album that's going to be album-of-the-year, it's
gonna win all kinds of awards, its sales are really gonna do
something, and | know it ain’t shit because it's only a part of
what I'm capable of doing. | can only give so much in that
situation. Otherwise, if you give too much of your talent, too
quickly, you just burn yourself up, you go crazy. So in order to
balance it | try to have patience, and meanwhile | just have to
go hunting or something.... All my records. |'ve got to sit up
here and hope on some stuff | had to rush together. | can'teven
count on my best work to get me through! That's like develop-
ing a whole reputation, and people say, "Lester Bowie, avant-
garde trumpet.” This is my worst work!

The Great Pretender is an inkling of what Root to the Source
might be. It gives you a little idea of the power it can have. Root
to the Source is an eight-piece band and The Great Pretender
is mostly trumpet and rhythm section. One selection on it has
got the singers of Root to the Source doing merely some
background vocals. It's a little bitty pinch of what Root to the
Source is, and it's probably going to be a smash!

How to Play and What to Wear
| feel that the sonoric possibilities of the trumpet have not been

70

fully explored. | think it could be a lot more expressive than
what we've been led to believe it can be. | think it's even more
vocal than reed instruments. You can get into a baby crying,
it's just unbelievable, and I've tried to extend the research in
these areas. The trumpet has a certain sound when played
so-called correctly, but 've used a ot of different techniques,
and some of the sounds seem humorous, but it's not neces-
sarily humor. People say, “It's an odd sound, so that must
mean he has humor in his playing,” when actually I'm just
extending the sonoric range of the instrument.

In the Art Ensemble, we all are in costume, but Roscoe and 1
don't paint. Because I've always felt that music is like a cere-
mony, I've always wanted to do something special for that
ceremony, even if it's just a hat or a tie, something other than
what | would normally be in. Something to transcend the
ordinary. Kind of gives you a special feeling. When | put on the
white coat it puts me into another whole bag. It's like the
African mask. Joseph has a good explanation: the mask
serves to eliminate the individual and puts you into the art.
That was the purpose of the mask, to take it away from your
ordinary being.

I've had all kinds of clown suits, | used to have a whole
janitor's outfit, housepainter's outfit when | was painting my
house in St. Louis, paint all over it, but | came up on the
doctor’s thing because it means a couple of things | stand for.
Research, for instance. It is a lab jacket, not necessarily a
doctor's, that technicians in any field might wear, so it means
research when you see it, and | mean research about me
playing. | spend a lot of time researching. It's a very scientific
approach, and people ask me how is it scientific.

Well, | actually shouldn't even be a trumpet player. | have
had to use an enormous amount of science just to play the
instrument, because I'm not a natura! trumpet player. | don’t
have the tooth structure. I've got false teeth, I've got a whole
bunch of things that are not natural attributes to playing
trumpet. I've had to learn all kinds of tricks to produce what | do
because the normal trumpet thing didn’t work for me. Some-
times, when | make a move, it's the only way for me to hit the
notes. | believe I'm a natural musician but not a natural trumpet
player. Maybe | could have been a better saxophone player, a
drummer or a bass. So that's why | settle onthe lab jacket, and
also the fact that it's very easy, something light | can carry
around, just one little piece.

You just don't accidentally end up sounding original. You've
got to be trying to do it. | found | had to concentrate on
developing a specific sound. I'm not a great high-note man. |
don't think my technique's going to develop that much more in
the future. | may clean up certain things, but mostly | work on
trying to be personal. Just, you know, make it sound like it's me
playing. Because that's the key to the whole thing.

Kulchur
Like | say, you may find a little storefront museum somewhere
in New Orleans or something, but you'll never see a Juilliard
School of Music or Philharmonic Hall or anything like that.
When you want to research classical music there are libraries
you can go to, with volume upon volume, the whole life of
Bach, what kind of underwear he wore, everything, all his
original transcripts. But you
can't go anywhere and see the
Duke's stuff. Well, Duke’s stuff
may be in the Smithsonian
now, but this music isn't—
some people have chronicled
it, but there are no institutions
that really get into it. They just
want to get out of it what they
can, but they never want to put
anything in. Which is the short-
fall or the downcoming of this
country. People are so busy
being racist they can't even
build a fuel-efficient car.

DAVID GAHR



When you live in a racist country it's weird. Like they'llbe so
busy being racist against me that | may have the idea thatcan
save the world. Or let's say my child has the idea that can save
the world, and that child is automatically stopped from getting
into it. So you've got all these potential geniuses walking
around. You've got musical geniuses in jazz. But these cats
end up being winos, end up drinking themselves, out of frustra-
tion, to death. You've got to almost be superhuman. You've got
to be Duke Ellington. Or Louis Armstrong. For every Duke
Ellington there must've been another thousand cats who
wrote well like that. Two or three of them survived, and maybe
because their names were “Duke” and “Count.” Royalty. That
was instrumental. And how many bands were there back in
those days? There were a lot.

But that's like part of slavery. You're taught to hate yourself,
and after four hundred years it gets to be kind of ingrained.
Even genetically. You get to where you feel bad about your
color, the way you look. Your eyes or your lips are too big. Your
music is not really happening, because first of all they named it
“jazz,” which means “shit.” So you figure it ain’t shit because
at the time Negroes were property they hated jazz. When |
went to Lincoln and you'd try to play some jazz in one of them
practice rooms, they'd put you out of school for that. “You play
classical!” You're taught to hate yourself.

It would really be something if we had the same budget as,
say, the New York Philharmonic. But we can‘t wait till they
decide. We just have to go ahead and get it together. That
means getting famous and getting our own money. Shit! If |

Lester Bowie’s Equipment

I've got a Benge trumpet. For the first time I've been given
horns. The Benge company gave me this set of horns. I've
always played a custom-made trumpet. Thisone's called a
Claude Gordon model. | used to play a Shilke trumpet for
eleven years. | still use a Shilke mouthpiece.

was a millionaire | would get me enough instruments. Matter of
fact, when | go back to Jamaica, when | go back to move, I'm
going with enough bread for a house and land, and have
enough instruments for a hundred-piece orchestra. I'm going
to train everyone in the area for one of the baddest bands in
the world. The 58-piece band in New York was the prototype. |
would like to have 800 just to see what it sounds like. That's
what we're developing into once we get this camp going. With
5,800 you could start stations with different elements and you
could have different parts synchronized to different notes

I can organize things. People know it's going to be fun,
because that's what usually happens. The Sho' Nuff Orches-
tra wasn't difficult, because most people want to do some-
thing. | could get on the phone and organize another one right
now. I've had cats, Jackie McLean for instance, talking to me
for the last two years about volunteering: “The next time you
do anything, like let me know.” People want to do things

Maybe I'm crazy. | mean | don't believe this is real to tell you
the truth. | can claim that I'm a heavy, heavy dreamer, but |
know how to organize, to pull them off after | dream them up. |
keep on dreaming them, and that always amazes me, so I'm
usually pretty happy. I am just amazed that | made it this far,
and when llook around | say, “Damn!" | didn’t ever have a job
I've never been young and frustrated because |'ve always had
my plans. | knew from the beginning that it would take a long
time. | wanted to be the number one jazz trumpeter and | knew
it would take twenty years. | know it's going to take another
twenty years for what we're talking about now. I'll be sixty then,
and then twenty years after that I'll be eighty, and then I'll, you
know, white hair, grandchildren all around, but we'll have the
camps, and then ['ll be getting old, but the camps will be big
institutions, temples and shit. 1 got it figured that I'm going to
live until I'm 96, and by then this shit will be really big. And I'll
have a big hip funeral. Big.

It will be world music by then

We are talking abcut the Art Ensemble of Mexico. M
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Talking Heads
The Name Of This Band Is
Talking Heads (Sire)
O —— Why is this art
r - s band different
from all other
art bands? Be-
cause they
£ don't hide be-
hind their con-
, Siderabfe cool,
that's why. Un-
4 - like many of
their avant-garde contemporaries, the
Talking Heads, with Brian Eno's help,
confronted and transcended the
fashionable dead-ends of cynicai des-
pair and rudderless musical eclecti-
cism. Not content to rest on his
conceptualist laurels, (and realizing
something vital was missing from his
charmingly eccentric brand of think-
pop), head-Head David Byrne ceter-
mined to find his merry band the one
thing that any self-respecting head
needs to fulfill its destiny and get its
rocks off: a body. And not just any pody
would do. Hadda’ have a natch'l sense a
riddim. How 'bout Al Green? Yeah! Enter
“Take Me To The River," a lurching hunk
of gospel funk guaranteed to drop your
center of gravity a good foot or two—and
probably not coincidentally, their first top
twenty single. Hey, maybe there is some
secret principle hiddenin this rock 'n’ roll
stufi? Wishing to pursue the funk even
further, but not wanting to get caught up
in the overworked clichées of blues and
R&B, Byrne and Eno leapfrogged back
to the Source: Africa. Byrne figured he
could study, explore, and finally extract
what he needed from the body of African
music, and then move on. But traditional
musics are not so easily tamed. Rather
than manipulate, Byrne was manipu-
lated, and on Remain In Light, both he
and Talking Heads were, in areal sense,
reborn. The Name Of This Band Is Talk-
ing Heads, a two-record, live set, neatly
documents this odyssey. The first
record covers their new wave ingenue
recordings as a quartet, from ‘77
through '79. Tunes like “New Feeling"
and "Don't Worry About The Govern-
ment” (recalling Arthur Lee and Love at
their best) display the quirky rhythms,
and oddly mellifluous chord sequences
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that became the band's trademarks.
Byrne's yowls and yelps, and his parch-
ingly dry-humored and arcane lyrics
may have sounded like outtakes from a
Broadway musical version of Psycho
the first time around, but in reality they
were semi-intentional exorcisms —part
art and part innocence. In songs like
“Psycho Killer,” Byrne temporarily
becomes what he mocks and/or fears
by finding that ptace in himself (and in
each of us) where the banality of evil
(and the evil of banality) unconsciously
lurks Live, these tunes are relieved of
any semblance of pretension. Vocally,
Byrne is straining on his leash here, and
he exhibits a raw urgency lacking in the
tamer studio versions. Byrne and Jerry
Harrison's scratchy guitars, Byrne's hic-
cuppmg vocals, Tina Weymouth's punc-
tillious yet frisky art-school bass, and
husband Chris Frantz's deep, rock-
steady rhythms give up considerably
more funk here than in the studio (if
Bootsy is kiddie-funk, are these guys
preppie-funk?), proving the band had an
inherent, if mostly untapped, talent for
funk 'n’ polyrhythms long before Remain
In Light, at least in concert.

But it's the material from Fear Of
Music and, especially, Remain In Light
on the second record that reveals the
true extent of the Heads' inner and outer
transformation. Again, there is a liberat-
ing sense of light, movement and
release on numbers like “House In
Motion™ and “The Great Curve' that are
absent on the studio takes. Byrne and
Eno have always impressed me more as
concegtualists than as producers—as
purveyors of process rather than pro-
duct. In the studio, their overly cerebral
House-of-Usher productions sound
thin, dark and muffled, more like Dorset
on a rainy day than Dakar in its sunny
splendar. Live, the music itself takes
over. It begins to breathe and open itself
on its own terms, as the expanded
Heads lineup (ten points to anyone who
remembers Tonto's Expanding Head
Bana) including Adrian Belew on guitar,
Steve Scales on percussion, Busta
Jones on bass, Bernie Worrell on cla-
vinet, and Dolette McDonald and Nona
Hendryx on backing vocals, form a
seamless web, a percolating, ecstatic
community of sound. Busta Jones' bull-

frog bass burps up huge, globular bub-
bles that become the pivot for the
churning, polyrhythmic dance of guitars,
keyboards, voices and drums. Every-
body leads, everybody follows, every-
body keeps the beat, as their musical
world/molecule /universe percolates
on in funk-static harmony. Freed from
the constraints of linear time, the one-
chord vamps turn deeper into the circu-
lar time of Inside, the Mobius (drag) strip
of Eternity. Occasionally Adrian Belew's
Hendrixian laser becomes blissfully
unhinged, oscillating through the
dancers like a lone witch doctor of
sound. Byrne's lyrics and vocals,
released from the narcissistic wheel of
personal neuroticisms, pass into the
greater stream of living archetype: free,
incantory, spontaneous—enabling him
to wring every possible nuance of tone
and feeling from the lyrics.

By learning to surrender to the music,
by stepping inside and letting go, the
Talking Heads have turned their band
into a decentralized musical commune
that creates a greater and more open
musical matrix for music to enter and
manifest through. By letting go, they've
found something; going in circles,
they've arrived at something real. “Turn
myself around,” sings David Byrne, “I'm
walking backwards and forwards/I'm
moving twice as much as | was before/
I'll be down there in the center of the
earth.” Hey, wait for me. — Vic Garbarini

Dave Edmunds
D.E.7th (Columbia)

The chords in
the title of
D.E.7th are, of
course, a con-
Spicuous pun
on the fact
that this is
Edmunds' sev-
. enth solorec-
[ ord. The ques-
tion his avid cult has to have is: how has
rock's greatest Welshman (John Cale
fans, forgive me) remained so under-
celebrated? Even with the considerable
added cuit clout of Nick Lowe, Rockpile
failed to become the commercial vehi-
cle these pub-rock veterans needed.
They've doubtless sorted it out a




hundred times over a thousand beers,
and still never figured out why
America—their mutual musicological
obsession and touchstone—hasn't
made them rich and famous.

It may be that Americans demand
more flash with their gut-rock. Dave and
Nick are slightly embarrassed show-
men, cute rather than sensual. With the
breakup of their shared band, Rockpile,
came estrangement; Nick's gone one
way with feisty manager Jake Riviera,
and Dave is now being guided by New
Jersey concert promoter John Scher.

Here, in any event, is his seventh bid,
and it has some wonderful moments.
The terrain, again, is mostly white Ameri-
can roots music—or recreations of it.
There’s a version of Doug Kershaw's
Cajun seesaw, "Louisiana Man,” a droli
rewrite (by his piano player, Geraint Wat-
kins) of “Deep In The Heart Of Texas,”
and a version of NRBQ's paean to self-
sufficiency, “"Me And The Boys.” This
latter song exhibits Edmunds’ studio
wizardry. The bassy backing track
sounds like a Phantom jet passing
through Lincoln Tunnel at mach two,
and the heavily phased vocals echo in
circles. Edmunds’ trademark skying gui-
tar rides in and out of a mix so artfully
dense it sounds natural.

As always, Edmunds shows he can
switch from rockabilly hollering to what
Melody Maker once called, with approv-
al, "'sleazy smoochiness.” The weeper
here is a piano tune in the George Jones
manner, “One More Night."” "You kissed
me so chastely,” sings Edmunds with a
catch in his voice, "that | could have
cried.”

Throughout, this album's lyrics par-
take of an avuncular wisdom and
nowhere more strikingly than on Bruce
Springsteen’s contribution, “From Small
Things (Big Things One Day Come)."” A
pumping rocker that tips its hat to Chuck
Berry and Eddie Cochran, with a story
wheeling from the heartland to Tampa
via two courtships and a killing, this is a
horn-powered doozie with the stamp of
a classic. Like Edmunds, who sings it
with zeal, the song has sufficient vigor
and craft to make chart position incon-
sequential. Edmunds may never be a tax
exile. But he’s got a good shot atbecom-
ing a legend. — Fred Schruers

Human League
Dare (A&M)
Japan

Japan (Virgin/Epic)

Contrary to
popular belief,
all synthesizer
bands are not
unlistenable.
True, many do
sound rather
like the result
of an infinite
number of sil-
icon chips in the hands of an infinite
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SOundtrack Albums

obody goes to the movies to listen
Nto music; even with musicals and

concert films, the emphasis is on
the visual, not the aural. Consequently,
soundtrack composers are seldom
encouraged to go all out and hand in
dozens of ear-catching melodies—the
idea is to support what's happening on
the screen, not draw the viewer's atten-
tion away from it. So. aside from the
credits music, title song c¢r love theme,
mOost motion picture scores are about as
exciting as a long vacation in Tulsa

Soundtrack albums arz something
else again. Despite the movie com
pany’s Insistence on discreet music (no,
rot Brian Eno; that's a different spelling)
while the film's running, the sales
records chalked up by such original
soundtrack albums as Saturday Nignt
Fever, FM, Urban Cowboy | and I/, Star
Wars and Heavy Metal have not gone
unnoticed. More and more rock artists
are being signed to do soundtracks in
the hopes that chart success will prove
& good tie-in to the movie

But what about the Hollywood maxim
“The only good soundtrack is a boring
soundtrack”? There are two ways of
dealing with that. One is to write strong,
exciting music for the album that s
sither watered down or edited to twenty -
second snippets in the movig, the other
'S simply to write boring rock music

Vangelis’' Chariots Of Fire opts for the
latter course. No surprise there. consid
ering the movie's subject (running and
morality) and it's a natural vehicle for the
airy solemnity of Vangelis' keyboard
style But as adept as he 's at evoking a
sense of noble struggle and discipiined
exertion, Vangelis really isn't very good
at melody, and the most striking song by
far is the stately Anglican hymn “Jerusa-
lem,” Charles Parry's setting of the
Blake poem. Worse, Vangelis has the
annoying habit of voicing the melody In
elevator music piano octaves so that at
any moment you expect to hear
“Autumn Leaves" burst In.

There's no elevator music on Jimmy
Page’s soundtrack to Death Wish /I, but
there isn't much in the way of Led
Zeppelin-style rock, either. As long as
Page is using Chris Farlowe as a vocalist
instead of Robert Plant, that's fine with
me—Farlowe sounds unfortunately like
David Clayton Thomas imitating Jack
Bruce, so the less sung the better
Instead, Page gets to shcw off his versa-

By J.D. Considine

tility as a composer, and the results are
remarkably impressive. Page’s small
ensembie matenal ts stunning proof that
his strength as a guitarist is not tech-
nique but the sheer musicality of his
playing, and whether crunching out the
semi-metal of "Jam Sandwich” or layer-
ing the textures of “Shadow In The City,"
he's consistently in peak form.

Consistency is not the chief virtue of
Ry Cooder's soundtrack to The Border.
Knee-jerk Mexicanisms are placed
cheek-by-jowl with razor-sharp instru-
mentals: a mediocre singer like John
Hiatt turns in a memorable vocal on

Skin Game,” while Freddie Fender—
who should know better—renders the
fitle song so stiffly you'd think he'd been
stuffed Part of the problem seems to be
that Cooder landed the soundtrack
because he's supposed to know some-
thing about Tex-Mex, with the end result
that the music is so earnestly authentic
that's it's practically sterilized. When
Cooder and the boys finally work them-
selves loose, things perk up, and "High-
way 23" may well be the best thing
Cooder has done in ten years.

Considering that his uncle was the
noted film composer Alfred Newman, it's
hardly surprising that Randy Newman's
Ragtime soundtrack is the most author-
itative of the lot. Nor does it hurt that the
film is set at the turn of the century, a
period Newman has already worked into
such songs as "Dayton, Ohio—$903"
from Sail Away. Why, then, is Ragtime so
resolutely bland? Largely because it
benefits from Newman's craft, not his
wit, and craft just isn't enough. Jennifer
Warnes' touching rendition of One
More Hour" is nice, but the only truly
memorable tune on the album is a
period song called " Could Love A Mil-
hon Girls” that seems to have been dug
up to add authenticity.

David Bowie’s soundtrack to Christi-
ane F, on the other hand, isn’t anything
like real movie music. it’s just nine songs
trom five of his last six albums (not
counting ChangesTwo), with no new
material whatsoever. Since one of the
nine is the live version of “Station To
Station” from Stage, and since the stills
on the back of the jacket show Bowie
onstage and with what | assume is
Christiane F. herself, the tie-in here is that
Bowie s actually in the movie. A cheap
ploy. perhaps, but it's still the best way to
get a truly listenable soundtrack album.
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number of monkeys, but there are a few
noteworthy exceptions. The Human
League and Japan are two of these.

The Human League aren't likely to
expand conception of what a synthes-
izer can do; their crisp, melodic lines and
lean, functional rhythm arrangements
could just as easily have been per-
formed with conventional instrumenta-
tion. What conventional instrumentation
couldn't do, however, is make the
Human League's reliance on pop SO
subtly unsettling. Whether chanting,
“Norman, Winston, Johnny, Joey, Dee
Dee—Good times!" or insisting, “And
you know | believe in love,” there's a
dour severity that seems to play pop for
its own illusions. This doesn't always
come off as planned—"1 Am The Law" is
as humorlessly didactic as a Calvinist
sermon—but when it's on target, as on
the U.K. hit, “Don't You Want Me," it hits
home with a force most pop groups can't
even approximate.

Japan, on the other hand, is no more
conventionally pop than they are a syn-
thesizer band. Instead of the cool, glassy
textures and rigid rhythmic structure of
most synth-rock, Japan has achieved a
soft, aimost organic sound reminiscent
of Brian Eno's Another Green World or
Before And After Science. At its worst,
this is just high-tech atmosphere music
with David Sylvain's dark, Brian Ferry-
ish crooning adding just the right touch

of melancholy. Mostly, though, Japan's
deft mixture of synthetics, ethnic
touches (like the African drums on
“Talking Islands In Africa" orthe dida on
“Visions Of China™) and unconventional
dance rhythms makes for compeliing
listening. This is one band which bears
watching. — J.D. Considine.

The Art Ensemble of Chicago
Urban Bushmen (ECM)

| suppose, the
world being
the cheesy
and faithless
place it'sbeen
for a while
now, that the
Art Ensemble
had to put out
record of
the first excellence to maintain their
worldly rep, and, after the splendid one-
two punch of Roscoe Mitchell's Snurdy
McGurdy and Lester Bowie’s Great Pre-
tender and the footwork of Jarman and
Moye's Earth Passage/Density, they
have. Although they’'ve made a number
of great records in the past, the Art
Crazies are primarily a performing band,
and ECM was wise to give them a two-
record amplitude and tape a concert.
For the first time on the label, you can sit
back and nod: “Yup, this is what they're
like

NE AET ESSTENSLL 8F CHICRSH

RBAN BFIONEN a

Conquest Sound

The finest audio cable buiit.

Period.
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Urban Bushmen demonstrates, as
clearly as any album they've made, what
a five-brained band this is—no single
musician dominates it or is left alone for
long at the controls, but everyone gets to
shine. The collectively improvised
“Urban Magic” emerges out of the initial
percussion pieces to essay a fast
march, some magical, ‘llogical ex-
changes (bassist Malachi Favors whis-
pering into a bulihorn and Bowie
answering, "Eh? Huh? Ah?") before
opening out into a fast walk that begins
to show off each of the band members at
his best. The rhythm section is superb
throughout the album, Moye supernatu-
rally fleet behind soloists, furious and
assured on his own outings, Favors son-
orous and inspired: not for nothing do
people leave concerts shaking their

George Duke
Dream On [Epic)

George Duke
is a man with
a problem that
has turned the
most creative
minds to jello:
what do you do
when, after
years of pro-
lific and superb
albums that reach a devoted few, you
finally land a2 big record, a glossy
shooting-fish-in-a-barrel ballad, “Sweet
Baby"? Do yeu go to the well again,
slowing your pace to make sure every-
one keeps up, or do you plunge back
into the forest of fusionoid funk? On his
new album. Dream On, George Duke

sets sail between the Scylla of sales and
the Charybdis of change with dexterity,
warmth and good humar and, for the
most part, completes his voyage without
embarrassment.

George has already undergone one
barrage of sell-out accusations when he
ceased making his virtLoso keyboard
kosmology LPs for BASF {who?), includ-
ing the extraordinary Feel, and in 1977
tegan a new P-Funk/George Clinton
persona with Epic with his popular
Reach For It. Duke earned the scorn of
confirmed jazzers for his post-fusion/
boffo-funk /pop vocal variety show, but
don't listen to those Nervous Nellies;
Reach For It, Don't Let Go, Follow The
Rainbow and Master Of The Game are a
terrific series of records, with plenty of
great songs, great solos, great taughs.

heads, muttering, “Malachi. Malachi!”
Joseph Jarman takes a fast, fluent cla-
rinet solo that shows how brilliantly he's
been playing lately, Bowie announces
that he's not telling the usual jokes
tonight, and when the racing tempo
stops there is some Mitchell alto, alter-
nately wispy and hard as nails. The side
ends out of tempo with gorgeous Bowie
flugethorn. Good evening. The band has
introduced itself.

Side two opens with Jarman's fast
march, "Theme For SCO," which lacks
the visual element of Jarman's de-
ranged enthusiasm with semaphores
and confetti, but the racketous freeblow
over a Moye onslaught increases the
voltage from side one and shows how
successfully the band has kept alive the
free-jazz faith: Jarman takes a thrilling,
Coltrane-ish solo on sopranino, Bowie
has his way, Mitchell enters on soprano
with systematic and impassioned trills —
this is the real stuff! you're supposed to
jump around your living room and break
furniture!—before Bowie plays some %
Flamenco phrases and Favors elegantly
leads the band into a slower Latin recov-
ery. So far the band has been merely
excellent, but the Art Ensemble doesn't
hit its stride until it gets inexplicable.
That's side three: after a short rendition
of Bowie's lovely “New York Is Full Of
Lonely People,” the band holds one
hushed note for seven minutes (*Ances-
tral Meditation™ it's called). Lao-tse once
complained that the five colors blind the
eye, the six sounds dull the ear; the Art
Ensemble proposes a purification.
Because of what has gone before, you
really /isten to that note, and when the
band comes out of it into Mitchell's terse
“Uncle,” you hear with new ears. This is
quintessential AEC and for me the
album’s peak. My ears ache for mid-
tempo blues but side four drings disjunct

For all electric
guitarists who want to play
in rock, r&b, soul, furk, or disco
bands! Amos Garrett, legendary
rock guitarist and studio musician,
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ments that create the grooves from
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Jarman, and the album resolves on the Siaristive
very pretty “Peter And Judith,” a percus- Na
sion reprise and the out-anthem e
"Odwalla.” Perfect? 'Course not. Best Address :
setthey've ever played? No. But for real. City — State Zip

Send To: Homespun Tapes, Box 694 M, Woodstock, NY 12498

— Ranscm Stoddard _‘
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Steve [Kulhm”

{\‘? Last Year’s Waltz is the first live recording from the
Steve Kuhn Quartet, featuring singer Sheila Jordan,
bassist Harvie Swartz and drummer Bob Moses.
“Thoughtful, astutely crafted, yet effortlessly entertaining,
this may end up being one of the year's finest albums

in any genre.

ECM

' (Newsday).

ECM 1-1213

Last Year’s Waltz

On ECM Records & Tapes
Manutactured and distributed by
Warner Bros Records Inc.

TDK ElectronicsfCorp
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bias cassette with TDK’s Avilyn
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The higher sensitivity of the
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pendable use with the Labora-
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time warranty.
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THE MACHINE FOR YOUR MACHINE

Now, in the aftermath of the recent
Duke-Stanley Clarke sales romp (of
which the less said, the better), new rum-
bles of sell-out are afoot. Fans of these
Dukey Stick classix and their often
bizarre excursions will note with uneasi-
ness that the first side of the new Dream
On is all very "programmable” (“Shine
On” is coming up da charts) and that
side two replays two of Duke's greatest
“hits,” “Reach For It" and the breathtaking
“Someday.” This is clearly a record
designed to introduce George Duke to a
new audience: the most housebroken of
the new and a taste of the old.

George handles all the dangers
implicit in such a project by getting back
old pal Leon “Ndugu” Chancler on
drums and keeping the redoubtable
Byron Miller on bass, and by molding the
sound with a transparency that reveals
the subtlety and inventiveness of all the
rhythm section parts. More importantly,
George has brought his full chordal
vocabulary into pop songs such as
“Ride On Love,” “Framed” and the title
cut, making them twist and reach
around corners unexpectedly. If the
skeptics remain unconvinced, Duke
includes a couple of fine tunes in his
more familiar mold, including the
album’s only instrumental, “Positive
Energy,” and two memorable studies of
the heart, “You" and “| Will Always Be
Your Friend,” the latter of which will be
Dream On’s “monster” hit.

For those uninitiated to George Duke,
Dream On is, not accidently, a terrific
place to begin. For those already taken
to the bridge and dropped off—into
some funk. ..it's not his best, but it'll do—
for now. — Jock Baird

Cedar Walton
Plano Solos (Clean Cuts)
The Maestro (Muse)

!333_3}1!&5:3

Straight-ahead
jazz pianists
of the first ex-
cellence, like
Tommy Flan-
agan and
Hank Jones,
seldom claim
the attentions
@) of a large au-
dience no matter how much fellow musi-
cians and aficionados appreciate them,
perhaps because this side of Tyner and
Taylor modern jazz pianism lacks the
element of heroism so crucial to mass
appeal. Intelligence, continuous inven-
tion, emotional resonance, an artful and
convincing registration of life and a fine
touch have not always been enough.
Cedar Walton has written and played
well for over twenty years, works here
and there, makes good jazz records and
even a few unusually well made com-
mercial discs. Piano Solos might be
some kind of a breakthrough for him,
artistically if not commercially; abstract-




Dave Garland

MIDNITE SPECIAL

Here’s a special treat. Bobby
and the Midnites — Billy Cob-
ham, Bobby Cochran, Dave
Garland, Alphonso Johnson
and Bob Weir. Musicians from
widely diverse backgrounds
together in a band that’s quite
unlike any other.

Bob Weir

“Bobby and the Midnites™

Don’t miss the Midnites on
tour in June. Small halls, big
sound, plenty fun. And take
special notice of the guitars
the Midnites play — Ibanez.
And Billy Cobham’s mighty
drums — Tama.
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ing his customary style from its custom-
ary group formats has set its excellence
in more acute relief and shown it off in
clearer detail than | can remember any
previous album having done. Solos has
a certain spiritua! kinship with the duets
of Charlie Haden and Hampton Hawes:
a similar lucidity and grace informs both
albums and, like Hawes, Walton stands
clear. He has an admirably well bal-
anced approach to the solo instrument,
a fine fluency of invention and a clear,
strong tone that is unmistakably his own.
The album is excellently recorded, the
piano was a personal favorite, and the
room not a studio but a friend’s. This
may account for the album’'s warmth
and ease. Side one is better than side
two and the jacket has wretched cover
art but don't let that throw you.

The Maestro is a good album too, but
more conventional. Walton and his
working quartet of Bob Berg, David Willi-
ams and Billy Higgins sounds fine, and
they're joined on four cuts by Abbey Lin-
coln, one of the handful of genuinely
modern jazz singers, and she sings with
her usual uncompromising strength. it's
a fine album all right, but Piano Solos is
something special, and it might help us
remember how to hear. — Rafi Zabor

Asia
Asla (Geffen)

Hands down,
Asia's debut
album wins
the “sidewalk
sweetie” award
for the most
unalioyed pros-
titution of in-
strumental abil-
_ ity and musical
technology committed to vinyl in recent
memory. And as this carefully-plotted
grid of AOR tendencies provokes the
same twinge of revulsion in critics
across the land, so does it instantane-
ously chart in the top thirty with a plati-
num bullet, guaranteeing king-sized
revenues for members John Wetton,
Steve Howe, Geoffrey Downes, Carl
Palmer and their record label, Geffen.

But chart success and income-
generating world tours are the bedrock
point of this project. Asia is an AM band
in art-rock drag and the shiny hooks
coursing through over-produced pop
extravaganzas like *“Sole Survivor,”
"Heat Of The Moment” and “Here
Comes The Feeling” provide the exira
fuel-injection to lock this album into con-
temporary FM playlists for the next
calendar year.

And what's not to like? Late of King
Crimson, Roxy Music, Uriah Heep and
U.K., singer/bassist/main tunesmith
John Wetton brings to the proceedings
his all-purpose sensitive crooning
(which still bears an uncanny resem-
blance to Greg Lake's tremulous
swoon) and an ear for the reviviied sing-

along chorus. Steve Howe, ex-Yes gui-
tar hero, actually breaks through the
glass bubbie of Mike Stone's (Queen,
Journey, Foreigner) production with his
multi-textured if somewhat convoluted
solos and fills. Geoff Downs, bestknown
as one half of electro-popsters the Bug-
gles, fills out whatever nooks and cran-
nies are left with his facile manipulation
of the Fairlight synthesizer, a digital key-
board instrument appropriately credited
in the group bio as a “device capable of
recreating virtually any conceivable
sound."” Cart Palmer (Atomic Rooster,
ELP) buttresses this blur of shimmering
tonalities with his characteristically mar-
tial drumming, not to mention an occa-
sional bang-of-the-gong for hardcore
Emerson, Lake Etcetera fans.

In fact, Asia is basically ELP plus gui-
tarist, since Downes' use of the Fairlight
is largely limited to an updated stream-
lining of territory plowed to death by
Keith Emerson, Rick Wakeman and
Patrick Moraz. The formula is readily
apparent: tart up the standard pop song
format by first adding a brassy, gratui-
tous intro (the more baroque, the better),
then inserting superficially complex
instrumental montages as a portentous
announcement of the next “movement”
(here comes the chorus), and finally
bringing everything to a quasi-dynamic
boil via Wetton's impassioned lyricism
and a rinse-cycle wash of processed
synthesizer textures.

Contrary to what you might believe,
there is no joy in writing this kind of
review. From a critical perspective,
these four talented and (I hope) well-
meaning musicians are pure cannon
fodder. What takes all the fun out of it is
that the Geffen crew are probably
having a good laugh over this, laughing
at this review because it will have no
effect whatsoever on the album sales.
— J.C. Costa

Sonny Rollins
No Problem (Milestone)
The Alternative Sonny Rollins
(French RCA)
SONNY ROLLINS "/2y°¢ 2l i
means isthat,
like most other
Americans, I'm
learning tolive
with lesser ex-
RO PRORLEM pectations, but
| think the new
Sonny Rollins
LP (No Prob-
lem) is pretty good. The two best tracks
are excellent by any standards, even
Sonny’s. “Here You Come Again,” the
jouncy Dolly Parton hit, might seem an
unlikely vehicle for Sonny Rollins, but no
more unlikely than “Wonderful, Wonder-
ful" must have seemed in 1957, or "Isn't
She Lovely"in 1977, or “Toot, Toot, Toot-
sie Goodbye" would have seemed in
any year. Rollins plays “chicken” tenor
here, pecking the song's gently rising
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Pearl’s SUPER HOOP.
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may have to ask for
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\\ make rim shots a
pleasure. Ask
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" day. You're in

a die-cast hoop | forareal treat!
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steel gives you (For PEARL
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408 Harding Industrial Dr.
Nashville, Tennessee 37211
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NEW from Rhythm Tech.

The Rhythm Tech Shaker
in 2 sizes, 5" & 9". Perfect
for stage and studio. You
know our tambourine—now
discover our shakers. Write
for further information.

[LIRhythmlech

Rhythm Tech Incorporated 511 M Center Avenue Mamaroneck, NY 10543
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line into snarls and sputters and topping
off his solo with a pique of whistles from
the sinus cavities of the tenor’s upper
register. He has almost as much fun on
his own "Joyous Lake"” scudding up and
down its steep stoptimes with an infec-
tious what-me-worry? nonchalance—
seductive joyousness, as the / Ching
might say.

The other material here (an obscure
ballad, two more originals by Rollins,
including the by-now obligatory calypso,
and one each by vibist Bobby Hutcher-
son and guitarist Bobby Broom) strikes
an honorable truce between the invo-
luted meters of freebop and the dance
rhythms of rock and funk. The rhythm
section (which also includes drummer
Tony Williams and electric bassist Bob
Cranshawy) is limber, sensitive to Rollins’
movements, even if it crowds him now
and then. But, of course, this isn't the
Sonny Rollins album we alldream of, our
expectations of which must give Rolling
nightmares. And its achievements seem
minor measured against such Rollins
paradigms as Saxophone Colossus,
Freedom Suite, Sonny Meets Hawk, or
even against The Alternative Sonny Rol-
lins, a double album of outtakes from
1964, just released in France and dis-
tributed in the U.S. by Rounder. His tone
was more toxic than it is now, his phras-
ing more belligerent, his shifts in thinking
more lateral, more abrupt. There's a
restless, unfinished quality to these per-
formances, but they have a depth and
reach of feeling his new music lacks.
One reason, | think, is that, although Rol-
lins is in some ways the most abstract
thinker jazz has produced, he’s best with
a familiar melody, a catchy lick or the
blues to bounce it off of, some solid
shape for him and us to follow in the
funhouse mirror of his solos. Standards
provide him with that in a way Rollins’
newer material, for the most part, does
not.

But it's good to remember that some
great Rollins sides weren't highly valued
at the time and now are spoken of as
classics. | suspect that the music Rollins
is making in 1982 will likewise come into
high focus as it enters history—and in
the meantime, one would indeed have to
be a sourpuss not to bask in its cheeky
rose-red glow. — Francis Davis
Weather Report, Weather Report
(Columbia) | think this might be the
Weather Report album in which the
world's best electric jazz band makes
most of the right moves but it doesn't
mean much somehow. There's a lot to
be impressed by: the excellence of all
the participants, the fact that the band’s
strategies are all home-made, the uni-
que collective textural sense that can
stud even rather bad pieces with telling
and mysterious details, the telepathy,
the class, the style. There has never
been a band like them.

The album has a similar feel to Night
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Just because
it's black,
doesnt mean
it's beautiful.
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The $3% Giveaway!
For just the cosf of handling, hear
the greatest names in percussion

José Mangual, Tito Puente, Patato.,
Steve Gadd. Ralph MacDonald,
Richard Tee — on LP's "BUYU" record
album (LPT433) FREE with the ail new
LP catalog. Send $3.00 to

Trust the leader®
LATIN PERCUSSION:
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HOT TRACKS'

The Rhythm Section Workshop on Cassette

No matter what instrument you ploy, you
can now play along with and leorn from
three aof the hottest session players and
performers in the industry: Jerry
Jemmott (Bass), Arlen Roth (Guitars),
ond Michael Braun (Drums). This one
hour cossette feotures both spoken as
well as musical instruction on 22 tracks
sponning Rock, R& B, Biues, Country,
Rockablilly, Funk, Heavy Metal,
Reggae, and Jazz styles. Each track is
recorded with & without lead guitar. No
need to read music. Chord charts
included. All this for just $12.95 post paid.
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Instruction Tapes®US currency only. Cks.
allow 3 wks. [NYS add 8% tax)
Overseas—$715.50 ppd. Send to: Hot
Tracks®46 Warren Street. NY, NY 10007
Dealer Inquiries Invited.
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Passage but few of its surprises and little
of its fire. Side one has most of the good
music, all by Zawinul (formerly *Joe"):
“Volcano For Hire” has some heat but
doesn't really live up toits title; “Current
Affairs” is a rote ballad with some soar-
ing Shorter tenor near the end; "NYC" is
a three-part suite that seems partly
based on a germ of “I Got Rhythm” and
it's, you know, jazzy. There’s some good
Shorter but it don't mean a thing if it ain't
got that whatsit.

Side two? Jams that don't work, Shor-
ter's tune a throwaway, a church-
solemn dirge that has its moments, and
the closer is another jam that doesn't
work, with a vengeance. My guess is
that the band knew it was doing well
lately, had good material, set out to
make a good album, figured they had the
situation well in hand and didn't, perhaps
because so self-assured. Everyone
plays well—I've never heard Erskine
better—but it draws no fire from heaven,
and that's the whatsit which if you
haven't got it a thing is not meant. If you
get my drift. — John Stook

The Griffith Park Collection (Elekira
Musician) Here we have the Return to
Forever rhythm section, plus Joe Hend-
erson and Freddie Hubbard, playing
acoustically and on changes, and it
works, which is no surprise. It brings to
mind how different presentation used to
be, not just chord structure. Musicians
used to dress up, polish their appear-
ance as well as their sound, and present
tunes with clearly defined beginnings,
middles, endings. Creativity had to be
developed between the bar lines; risks
had to do with fast thinking and technical
fluency at high speeds. Past master of
this type of spit and polish is certainly
Freddie Hubbard, whose presence
inspires an already together, solid group.

Large tnterval leaps, triple tonguing,
and a wide range of tonal effects all
show Hubbard's proficiency on his horn,
but it's the use to which he puts these
devices, the steady creative flow which
puts him always one step ahead of the
changes, always ready for the next flurry
of thought. The transitions are smooth
as silk, and whatever is not readily
stated can be implied—as well as we
may know them, harmonies are none-
theless mysterious, and players of this
caliber have a way of being evocative
rather than gratuitously flashy. | for one
would like to see more of this, it's a
framework where things can happen:
Chick Corea’s fast sense of harmonic
movement, Stanley Clarke's almost for-
gotten skills as an acoustic bassist, Joe
Henderson's versatility and Lenny
White's song-writing talent (check out
“Guernica”). There's certainly no rea-
son why a return to an acoustic sound
and a more mainstream framework
should be seen as a step backward; it's
the “main stream” which flows on and
carries us forward. — Joe Blum

Manzanera, from pg. 26

sequence, get it in time...and we used
to do lots of takes because we were so
bad, and then piece them together for
one good rhythm track. Then | would go
home with the basic rhythm track and
spend hours with my Revox trying to
work out parts for it. I'd come back with
four or five ideas and they'd say, 'That
stinks,’ and I'd pressure them and
change things a bit. In the end, we'd
come up with something, building it bit
by bit unti! we were satisfied that it got
the mood. Then, Bryan would take it
home and write lyrics to it. We were
always taking parts home to work on
them, we were very keen inthose days.”

With all that dialectical disagreement
going on, it hardly seems surprising that
Roxy had its share of personnel
changes, with frequent turnover of bass-
ists and drummers, studio guitarists and
the celebrated departure of Brian Eno
from the group after its second LP. Were
the conceptual differences too much?

“To start with, there weren't really
conceptual differences, it was really
down to theatrical jealousy. Roxy had
made it very quickly in Europe, we were
at the top of the charts, darlings of the
press, a lot of exposure, and we were
dressing up totally ridiculously and
extravagantly. And Eno was looking
weirder than Bryan, and Bryan wasn't
getting the credit that was due him. The
jealousy thing led to Eno’'s leaving.
Looking back on it, there's no way for
Eno to be in a group. What does Fripp
call it...an independent mobile unit.
He's more suited to individual collabora-
tions. They both had different aspira-
tions. Eno, when dealing with songs, was
very self-conscious about his voice
Bryan would spend a lot more time writ-
ing lyrics.

“Eno was always pushing me further
out. Bryan likes the weirdness but at
times he gets frustrated that | don't play
straighter. I've always found that when'
did play more standard stuff on people's
albums, they didn’t want me to do it. But
I've always been tempted.

“The thing you've got to remember
about early Roxy was that we were basi-
cally inspired amateurs working from
within our technical limitations. We've
gotten better and calmer. Nowadays we
work out the Roxy demos in my home
studio with Rhett Davies (engineer and
longtime Roxy collaborator) and then we
comment on each stage mutually. We're
all more mature now, but we still agree to
disagree, as it were."”

With that placid confidence, Manzan-
era looks at his watch and prepares to
rush over to the studio where Ferry and
McKay are happily evaporating his gui-
tar from the next Roxy album. This
inspired amateur of a “primitive” anti-
guitarist will shortly be agreeably dis-
agreeing with his Roxy cohorts, a
burden he has happily assumed for
quite some time now. M



Mere, the future.

Get ready. There’s a new wave of musical
procucts roling in—from Cerwin-Vzga
for real-life musicians.

You'll like what you hear. Honest pro-
fessional sound, because we’ve always
made a living selling you products you
could make 2 living using.

Aad if you’re alittle low on bucks these
days, relax. One of our best qualities al-
ways has been that you can afford us—
whether you’re the Rolling Stones or just
trying to make it.
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Godley and Creme — Snack Attack
(Mirage) While the other half of the origi-
nal 10cc seems to have disappeared
into some sugar-pop void, Kevin Godiey
and Lol Creme—having faced the
consequences of their 1977 lead bal-
loon opera of the same name—wark
their busy art school wit into the context
of more manageable tunes. Even attheir
talkiest (the Ken Nordine-meets Grand-
master Flash speedraps of “The Party”
and the title track), they display an envi-
able gift for melodic cool and lyrical gab
that hits full bloom on “Under Your
Tnumb' and ‘‘Wedding Belis,” two
choice chips off the old Sheet Music.
The Charlie Daniels Band — Windows
(Epic) Country rock's great fatsby
serves up the usual Alimans-cum-
Nashville moonshine bop about hell-
raisin' cowpunchers, purty Suthin’
sexpots and ten-gallon hat Thoreaus.
He also gets his second-hand two cents
in about the Viet vet controversy by
leading off with the angry protest
anthem, "Still In Saigon,” by New York
rocker Dan Daley. Unfortunately, the
Stones/Skynyrd thrash of Daley's origi-
nal demo is reduced here to a golite,
almost "Rhiannon”-like gait. Our boys
deserved better.

J.J. Cale — Grasshopper (Mercury)
The four cuts with the Area Code 615
session boys have a seductive pop
grace that could lift Cale out of the cult
leagues. The rest is typical smokey
backporch blues, sort of Dire Straits in
the buff. That's meant as a compliment,
by the way.

Chas Jankel — Questionnaire (A&M)
The chief Blockhead nearly beats boss
Dury at his own game with these eight
smart disco-funk reasons to be cheerful.
“Glad To Know You," a slice of tarted-up
vanilla boogie, is the big hit, but sample
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Phil Manzanera

QUESTIONNAIRE

tne sassy candlelight coo of “Boy,” the
Carib lilt of “Magic Of Music,” and the
titie track’s glib computer dating bit with
salsa on top. Anybody who can't move
to that needs a good whack with a
rhythm stick

Utopia — Swing To The Right (Bears-
ville) As Todd Rundgren's solo projects
head for increasingly outer limits, Utopia
has been making perfectly commercial
modern rock that is nevertheless
defiantly opinionated (the rightist scare
of the title track and “Fahrenheit 451,”
the anti-war parable “Lysistrata") and
refreshingly adventurous. “The truth
ain't easy,” Todd deadpansin “Shinola,"”
“the easy part's shit."" Swing with this or
be swung.

David Thomas & the Pedestrians —
The Sound Of The Sand And Other
Songs Of The Pedestrians (Rough
Trade) An exotic, exhilarating solo
experience by the rotund singer with
Cieveland post-punk radicals Pere Ubu.
The bared emotional thrust behind odd
ditties like “Yiki Tiki" and "Confuse Did"”
is colored in queerly by a remarkable
assembly of players—folk guitarist
Richard Thompson (reaching out there),
bassist Philip Moxham (once of Young
Marble Giants), a Boney M trumpeter,
the odd Ubu and Henry Cow—and then
heightened by David’s child-man helium
yocel. Thirty-seven minutes of avant-
magic that plays at 45rpm.

Phil Manzanera — Primitive Guitars
(Editions EG) The Roxy Music guitarist's
musical autobiography, at once a recap
of his history, delineation of his influen-
ces and assimilation of same into a
hopelessly indescribable style of play-
ing. These are references, direct and
otherwise, to his Latin ancestry, the
avant-fusion work with Quiet Sun and
801. and his contributions to the Roxy

By David Fricke

The Bongos
The BONGOS

canon, which alone stand asa model for
modern guitar. As a bow to the roots, the
title is quite appropriate. But to get a
better idea of how it all sounds together,
“Impossible Guitar” (from a track on
side two) makes more sense
Moon Martin — Mystery Ticket (Cap-
itol) This album answers the question of
what it will take to make rocker/tune-
smith Martin a household name. For
starters, a producer like Robert Palmer
who customizes him in his own image
with a fashionable electronie gloss that
contrasts handsomely with the rakish
buzz of the guitars and Martin’s sunny
Okie whine. Also ten more snappy tunes
to turn the tnck. This album also
answers the question, “"Whatever hap-
pened to King Crimson lyricist Pete Sin-
field?" (He co-wrote “X-Ray Vision.")
The Bongos — Drums Along The Hud-
son (PVC) Stuff all the jokes about haii-
ing from Hoboken. These fifteen tracks,
including all three of their U K. singles,
are enough to embarrass any N.Y.C. or
for that matter just any band treading
similar post-punk pop turf. Elements of
60s U.S. garage rock, T. Heads-cum-
XTC futurism and elfin T. Rex glam-bop
(note the cover of “Mambo Sun™) coa-
lesce into a wonderfully spitited and
original whole. Also nice to see the sitar
(played by bassist Rob Norris on “Burn-
ing Bush”) making a comeback.
The Waitresses — Wasn't Tomorrow
Wonderful? (Ze/Polydor) Everyone rab-
bits on about how leader-songwriter
Chris Butler waxes lyrical from a female
point of view as though it took a man to
give feminism its day in the rock 'n’ roll
sun. What they keep missing is that
Butler as writer and Patty Donahue as
vocalist play a kind of Everymanand-
woman crawling through the wreckage
continued on page 88



DEVELOP YCUR MUSIC.
INSTEAD OF YOUR MUSCLES.

Picture the ideal bass amp setup.

If what you imagined included a whole rack full of electronics, it's time you
discovered the Fender B-300. Until you actually play one, you won’t believe
how much performance can be packed into an amp head only 3Y2" high and
33 Ibs. light.

Picture this: 300 watts of cool, reliable power—plenty for the explosive transients
of string popping. With a 4-section tone control and a switchable 3-section
parametric equalizer. Pius a built-in compressor, effects loop, electronic crossover
for biamping, and total patching flexibility.

You can try a B-300 at your Fender dealer’s now. It's just the kind of development
you've been waiting for.
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Records to the left of me, records to the
right of me. Into the valley of wax? The
Elektra/Musicians have come in and |
must say I'm impressed. When | first
heard that Lundvall was putting out
trudge by Eric Gale and Lee Ritenour |
thought, here we go again, if jazz ain't
dead yet its friends will kill it sure. In the
event though, the label's balancing act
seems a sensible if undramatic move.
Which is to say that E/M looks like areal
record company ready to do business,
and if its poppish albums can support
the real thing, then more power to 'em.
Gale (Blue Horizon) and Ritenour (Rio)
are fine guitarists to be sure, but | can’t
get myself interested in their albums. Rio
in particularis a puzzle: youdon'thaveto
go to Brazil to record such sanitized anc
landless music. You could do itinamall.
Freddie Hubbard, maligned recently in
this column as a shallow artist, continues
his drive to put out more records in a
six-month period than any human in his-
tory. Musician's Ride Like The Wind has
the pop moves, a swollen ensemble of
brass and/or strings, and a digital, sup-
posedly audiophile recording job that
imparts a clunky soundtothe drumsand
often buries the flailing, straining ieader
in the competing brass. As in most of
Hubbard’s pop offerings, his best work is
on the flugelhorn ballads. But Hubbard's
best playing of the month, and passibly
his best in nearly two decades, can be
found on The Griffith Park CoHection
(Musician) and on the live Keystone Bop
(Fantasy). Griffith Park is a damn near
perfect record, but Hubbard takes
greater risks on Keystone, and the
album boasts some excellent Joe Hend-
erson (better than on Griffith Park) and
Bobby Hutcherson, and a superb “Body
And Soul.” Hubbard is a player of great if
divided heart, and not shallow.
Elsewhere on Musician, the Charlie
Parker record is terrific and unexpected
and the Red Rodney & ira Sullivan
issue, The Spirit Within, a distinctly
mixed bag. In Rodney we have one of
the most exhilarating bebop trumpeters
ever, and here he is almost exclusively
on flugelhorn, with its limited capacity for
high-note streaks, playing Sullivan's
notion of more “contemporary” material.
'm not saying the duo shoulc play
bebop exclusively, but to ignore the
idiom completely when the gloriously
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rejuvenated Rodney is in the band is
plain crazy. Okay record though, and the
band is good. John McLaughlin’'s My
Goals Beyond was always a good
album; its guitar solos stand up as well
as anything he’s done, and the acoustic
collectives “Peace One” and “Peace
Two.” which meld acoustic jazz and
Indian music and highlight folks like
Charlie Haden and Dave Liebman, are
sweet reminders of atime when the birth
of a new world seemed possible without
labor pains, and remain luminous and
impassioned performances. I've tried to
get one of our rock boys to review Mate-
rial's Memory Serves, because that's
where this balancing act between
smart-rock and avant-jazz puts its feet.
It's an impressive, brilliant and rather
hearfless album, a new-rock bottom (the
Laswell-Maher-Beinhorn rhythm sec-
tion is formidable) with new-jazz accou-
trements supplied by Olu Dara, Henry
Threadgill, George Lewis and Billy
Bang. It's a helluva hip idea for a band
and everyone plays well and the walls
between forms are coming down all
right, but the album’s brutality makes me
woncer if we'll end up with freedom or
just a bigger prison.

Biggest surprise this month was
Afsha, a big band date from Saheb Sar-
bib (Cadence Jazz via NMDS; 500
Broadway, NY 10012) packed with some
of the agreeable looseness of the avant-
garde. Soloists of all persuasions, many
of them previously unrecorded, pop out
of the interstices with invigorating things
to say, and the record overall has the
exuberance of all really good big band
music. Duo, from violinist Billy Bang
and bassist John Lindberg (Anima via
NMDS) is as impressive a demonstra-
tion af the virtues of virtuosity as I've
heard in awhile. For a violin and bass
duo, they do some hard playing and
generate a surprising amount of variety,
but what cinches the album’s success is
that none of it—instrumental command,
range of effects, demonstrations of
power—seems gratuitous. Alberta
Hunter, who just celebrated her 87th
birthday, still seems capable of investing
her songs with inordinate amounts of
guts and conviction. The Glory Of
Alberta Hunter (Columbia) is about as
good as Amtrak Blues, which is saying a
lot, and if life is what you like, it's here.

By Rafi Zabor

From Uimer’s Are You Glad Ta Be In America

Meanwhile, back in the meat-and-
potatoes division, Muse Records goes
on with the unglamoraus business of
putting out good jazz records. Sonny
Stitt, /n Style, finds the greatreedmanin
reasonably fine fettle, maintaining as
usual separate identities on tenor and
alto, but if | were shopping for Stitt I'd go
farther back in the Muse catalog for
Stitt’s Back, on which he plays at least
as well and duels with Ricky Ford. Jazz
Caper by Bill Barron is the tenorist's
first date under his own name in a
shocking twelve years. His brother
Kenny takes, | think, the best solos, but
Barron’s severe, original voice is good to
hear again, his seven originals have
unusual structural integrity, and Jimmy
Owens, Buster Williams and Ed Black-
well are all on hand and good. But the
Muse with the best feeling to it comes
from trumpeter Bill Hardman, | think, in
Politely, a quintet far lighter in tone than
Barron’s, with Brownian wit from Hard-
man, and the welcome return after too
long absence of Horace Silver’'s old
tenorist, Junior Cook. Artists House is
back in business with an extraordinary
Gil Evans album which is perhaps his
best, and an American issue and remix
of James Blood Ulmer's Are You Glad
To Be In America which holds up
nicely even after his Columbia disc. The
sound is certainly superior to the Rougn
Trade import, and the cover art's as
funny as the title tune’s lyric. Available
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packaged in matched sets and
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With the Chicago Symphony’s hectic
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for the moment only by mail from Artists
House, 40 West 37th St., NY 10018.
PolyGram, Inc., is inundating the
world with Japanese Verves, among
them lots of Oscar Petersons (West Side
Story is back). | especially welcomed
Stan Getz, Focus, with the original
cover art (who cares?) and a better
pressing (I care) than the reissue Ameri-
can Verve put out two years back. The
mating of Getz at his best and Eddie
Sauter's modern (as in Stravinsky, Pro-
kofiev) string charts remains a classic.
Stay With Me is one of Billie Holiday's
later recordings, voice torn and power
intact, iconic. Jam Session #3 is a fine
example of pre-Pablovian jamaraderie
piloted by the great sage Count Basie
and featuring some of the best Wardell
Gray on record, also excellent Benny
Carter. Goin’ Out Of My Head was the
beginning of Wes Montgomery's popi-
fication under Creed Taylor. it's warm,
but go for the Prestige twofers first.
Peterson, Eldridge, Jo Jones and Stitt
At Newport is a superior example of
JATP-style concertizing, but greater by
far is The Jazz Giants '56, essentially a
Lester Young album, Pres, like eyeless
Gloucester, lending a terrible dignity to
the date. He is great and heartbreaking
on the ballads, and “Gigantic Blues"
was always a standby in postwar Lestor-
jana. But that's not all, folks. PolyGram's
Barry Feldman's been poking around in
the Verve vaults and tells me he's found

CAMAN =
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a Getz quartet date with Steve Kuhnand
Steve Swallow, and, get this, twelve
hours of unissued Duke Ellington, ten
boxes of unissued Count Basie. Tells me
he didn't have that much time to look
around, there may be more. Will any of it
come out? Will report in the future....

Rock Shorts, from pg. 84

of the Me Generation. And Butler gives
his band of mostly Midwestern musos
damn ingenious licks to play, as though
he were rustling up some Tin Huey for
the masses.

Thin Lizzy — Renegade (Warner Bros.)
Lizzy's HM moxie and Phil Lynoff's black
Celtic cool are undermined here by
indifferent material and indecisive
arrangements. Best moments: the ring-
ing chorus of “Hollywood (Down On
Your Luck)" and the streetwise poign-
ancy of “It's Getting Dangerous.” The
epic grinder “Angel Of Death” would
have made it except for the wimpy
synths and the dopey Darth Vader rap.
Sheena Easton — You Could Have
Been With Me (EMI America) Olivia may
get physical, but this Scottish fox gets
downright dirty. Although the songs and
arrangements are run-of-the-mill adult
contemporary, when she belts, swoons and
heavy breathes her way through “I'm Not
Worth The Hurt,” you know different.
The Act — Too Late At 20 (Hannibal)
Competent, sometimes stirring, angry
young pop in the Costello/Parker/Ru-

/

R

mour mold. The most outstanding thing
about them is that lead guitarist Mark
Gilmour is Pink Floyd Dave’s younger bro.
Slow Children (Ensign) At last, a
serious American contender in the
synth-pop sweepstakes (funny, though,
how they're signed to an English label).
No soft sell here, though. There are still
plenty of rankled guitars and muscular
drum-beating. Yet the brisk mathemati-
cal clip of this male-female duo’s songs,
their attractively clever lyrics and singer
Pal Shazar's catty conversational tone
will at the very least send you into XTC.

Uptown Horns, from pg. 38

For the Uptown Horns and our rhythm
section, whom we now call Funkaderos,
the whole Tramps experience has been
an exhilarating challenge, and the hours
we've spent working together have
allowed us, literally, to become a band;
we're going to start working around the
city in early '82. But our ultimate dream
was to have a horn section hold an
audience’s attention playing rock and
R&B with a variety of artists and kinds of
music in an evening's show, and so far
that fantasy has been rolling along and
developing quite nicely. Most Tuesday
nights you can still find us down at the
nightclub working peacefully towards
the day when all horns and guitars can
once again work together to ride the air-
waves and fifl the gin-mills with good old
(or good new) rock 'n’ roll. ™
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Rebennack, from pg. 18
] Wexler was brought in to try to get Dr.
John closer to his New Orleans roots,
and came up with an album called
Gumbo. The tunes were a mix of little-
known rock 'n’ roll gems from Reben-
nack's days with Ace and even more
obscure local classics like “lko Iko" (a
hit single) and “Junko Partner.” But
Gumbo was hardly an exercise in nos-
talgia; its synthesis of twenty years of
playing and three score more of history
generated some of Dr. John's most out-
standing music. Remarkably, it still
sounds fresh ten years after the factand
continues to be a source of inspiration—
compare Gumbo's “Stack-A-Lee" to the
version that prefaces the Clash's
“Wrong 'Un Boyo,” or the organ riff from
"“Big Chief" to Nick Lowe’s "“Zulu Kiss"
and you'll see what | mean.

Then in '73, Rebennack turned to
Allen Toussaint & the Meters for a
record that combined the energy of
Gumbo with the moody funk of Gris Gris
(which by then had been reissued to

cash in on Dr. John’s new found suc-
‘ cess). The result was Right Place,
f Wrong Time, Dr. John's biggest hit ever.

The title cut and the slyly lugubrious

| “Such A Night" made the top forty.
gFEUN[BER@EB \ “It sold a lot,” Rebennack admitted,
= | “but | liked the album we did after that
A TIEEANVPL + BAOORLYN, NY e 11231 better, Desitively Bonaroo. Even though
(212) 447 7500 it never made a hit—one song on the
album barely made the charts and we

EEND FOR FREE BROCHURE

Pat. No. 4,192,213

Evolution.
It's not an easy thing
for those who live in the past
to accept. For the rest,
The Steinberger Bass.

got dropped—that was the record | was
happiest with atthe time. The only thing |
was disappointed with was that we didn't
get all of the cuts on the record, and the
record didn’'t really come out the way me
and Toussaint had tried to put it together.

“At the time, Allen & the Meters were
the first-string rhythm section in New
Orleans, and it was closer to the way of
doing records that | was raised into.
Alvin ‘Red’ Tyler, the guy | learned to be
an A&R man, producer, anything else
from, was the same guy Toussaint had
come up with. There was a way of doing
records: you looked for simple, easy
grooves and then you developed them
from there. That concept of the New
Orleans thing was ingrainedin Allen and
myself and a lot of guys. It's just a way
we have of having a lot of fun making
records that could communicate at the
same time."”

After he was dropped by Atlantic, Dr.
John was signed to United Artists, but
the album that followed was disappoint-
ing. Hollywood Know Thy Name fea-
tured one side of tepid studio material,
and one side of the Rhythm and Blues
Revue that had been worked into the Dr.
John stage show. It was that second
side that held Rebennack'’s interest, but
unfortunately itdidn't do the same for the
fans. What they wanted was a taste of
New Orleans "voodoo, the Gris Gris
show. And, as Rebennack put it, “It was
stagnating always doing the same show.
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“| had lost the thrill for the Gris Gris
show, and we weren't really doing it
properly any longer. To me, that was a
kind of spiritual show, and we were
desecrating it or something.

“| cut out doing that show, and we got
stuck doing the Mardi Gras show. It just
became redundant. The people were
digging it, but we were just stuck in this
thing and it was exactly what we were
always trying to avoid. The book was
created so that the guys could play
freely in it, and there was no question
that anybody could get ho-hummed out
with the gig behind the book. Then, with-
out ever seeing that it could happen, the
show became a trap.”

Eventually, UA dropped Dr. John, and
Rebennack decided to lay low for a

while. “| started to just get the guys and
go play a gig every now and then,” he
said. “No show.” Because he was only
interested in the music, not in getting
caught in the trap that made Dr. John a
drag, he didn't get involved in recording
again until Tommy LiPuma took over
Horizon Records. “My key interest in
looking into that was that Tommy was
starting a label with guys that were close
to me, like Neil Larsen, Buzzy Feiten and
a lot of guys who were good players from
around here. | knew that if these guys
were going there, this could be an inter-
esting label.”

Once again, things didn't quite pan
out, but led Rebennack into some unex-
pected success. A version of Bobby
Darin's “Splish Splash’ that he recorded

When the engineers at FURMAN SOUND

set out to design a graphic equalizer they

decided to leave it up to you which frequencies

need to be boosted or cut. Or whether you need

10 bands on one channel or two channels with 5

bands each. More than just another graphic, it’s like

10 bands of 2 knob E.Q. with enough extra features to

handle whatever world your music winds up in. Now you
decide, could you ever settle for just a graphic? }

For complete information
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( FURMAN SOUND

92

FURMAN SOUND, INC.
30 Rich Street
Greenbrae, CA 94904
(415) 927-1225

for the second volume of In Harmony
became a chart single, and an album of
piano solos for the Baltimore-based
Clean Cuts label, Dr. John Plays Mac
Rebennack, ranks with the best work of
his career.

Where the great Dr. John albums
served up Rebennack’s roots in a tasty
stew, his solo piano album offers a more
detailed examination. “Dorothy,” for
example, stresses the ragtime elements
in the New Orleans piano style, while
“Delicado” closes in on the Latin tinge
that has percolated piano bass lines
since Jellyroll Morton discovered the
tango. If you want funk, concentrate on
the undercurrents in “Memories Of Pro-
fessor Longhair,” a classic example of
the left hand not caring about the
rhythms of the right; if you'd rather get
the low-down on what New Orleans did
to boogie-woogie, simply compare
Rebennack’s “Pinetop™ to the original
“Pinetop’s Boogie.” All told, this is an
album that cannot be ignored by anyone
with even a passing interest in New
Orleans music, or for that matter, piano
literature in general.

Rebennack doesn't think he's going
to be stuck going back to “the old stuff.”
He feels that today's audiences are
much more sophisticated. “The people
who were teenagers when we first
started,” he said, “they’re mature in their
taste. They have matured to want to
hear something with a little more meat to
it. It's like, we musicians have a respon-
sibility to try to turn people on to their
spiritual awareness, not just to please
their meat level.'Cause it's easier to play
funk rhythms and just attack the meat,
where they're dancing. Hit that sex level.

“It's harder, though, to get to that level
where it hits that spiritual thing, with their
mind and their heart, and also turn the
meat on. Then you've achieved some-
thing like what people study yoga for, or
other philosophical, religious disci-
plines. Art can open people up quicker
than drugs or philosophy, if people are
receptive to it.

“And lots of people now are receptive
to it. | find more and more that I'll play
gigs, and people will come up to me
afterwards and say, ‘Hey, man, this
really turned me around—what was
that?’ Somebody hears something in a
song that has an impact on them that |,
as a musician, may not consciously
relate to because it comes from another
level. But other people, according to
how receptive they are, may glean
something more important out of it.

“One of the key things I've been trying
to work on with the band and all is in this
area, and it's very hard finding the mate-
rial to work with that we could use to
have this overall reaction, where we're
not just going out to do another gig.
'‘Cause the higher purpose is the only
thing that inspires you to go on and
maybe run the hundred yard dash at the
new record, to get that extra effort.” M



"1 HERE ISN'T AN INSTRUMENT TODAY
THAT PUTS IT ALL TOGETHER LIKE
HE HOHNER G86." ::..cc oo

“What a guy like me needs today is a I
keyboard that gives me more than just il il
an electric piano,” says popular New ;','""“ L
York gig musician Joe Hedgecock.
“I get that with the Hohner C86.
Big organ sound, pfus
a five-octave piano.
And a keyboard
that can be split for two
octaves of gutsy string bass.
“I play an affair,
then pick up and go to another. Sometimes it's
three in one day. And many of them one-
man dates, because the five and six piece
band is getting priced out of the scene.
Today's keyboard sound must replace two or
three instruments.

“This makes the C86 perfect. It weighs just
50 Ibs. So | don't need a moving company to

lift it. Try carrying one of those heavyweight
& . organs plus piano to dates in order to get

: the sound variations a C86 gives you and
g you'll end up with a slipped disc.

“The Hohner C86
IS super tough,
- : - too. I don't
spend my weekends playing and my week nights
repairing with Elmer’s glue anymore. And this one
comes in a neat, beautifully designed package that

sells for surprisingly little.”

Thanks, Joe Hedgecock. Hohner made the C86
just for you and other gig musicians with your ear
for great sound and eye for great value. Try it at
your music dealer
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‘DO’ POMUS/
SONGWRITER SUPERHERO

The wrlter of such greats as “Save The Last Dance For Me,” “Teenager In Love,”
“Hushabye” and “Suspicion” talks about his life as a Brill Building legend.

By Gary Kenton

he name given to him when he

was born on June 27, 1925 was

Jerome Pomus, but everybody

calls him Doc. It is one of those
semi-legendary names familiar to music
business cognoscenti but which
escapes most casual fans. Yet,eventhe
most impassive record buyers have
glanced over his name hundreds of
times in the songwriters’ parentheses
just below such all-time classics as
“Save The Last Dance For Me,” “This
Magic Moment” and “"Sweets For My
Sweet” by the Drifters; “Little Sister,”
“His Latest Flame" and “Surrender” by
Elvis Presley; “Teenager In Love" by
Dion & the Belmonts; “Hushabye’ by
the Mystics; “Suspicion” by Terry Staf-
ford; and “Seven Day Weekend” by
Gary U.S. Bonds, as well as hits for Big
Joe Turner, Jimmy Clanton, Ben E. King,
Fabian, Andy Williams and others. But
Pomus remains too active as a writer,
producer and mentor to be related to
antiquity. A song he wrote with Dr. John
Rebennack for B.B. King, “There Must
Be A Better World Someplace,” recently
won a Grammy Award, and Le Chat
Blue, which he co-wrote and produced
for Mink DeVille in 1980, is wigely con-
sidered that artist’s best recorded work.

Confined to a wheelchair for the last
seventeen years, Doc Pomus reveals
the ill-effects of a sedentary existence.
When he wheels into a night club,
though, as he does almost every night,
there is hardly a musician, club owner,
bartender or writer who doesn't greet
him with unabashed affection. Spilling
out of that wheelchair, along with his
physical baggage, is an infectious good
humor, a veteran's knowledge and a
crusty, hipster's manner which fails to
conceal a rare generosity of spirit. That
spirit has been the same since he first
sang professionally, at the age of six, at
the Manhattan Beach band shell in
Brooklyn. “Yeah,” he says, ‘I'm still
doing the same nonsense.”

All the “nonsense” began in earnest
for Doc Pomus when, as a teenager, he
started singing blues in black clubs
around the New York area, patterning
himself after Joe Turner. (Several years
later, he was to enjoy the rare privilege of
not only meeting his idol, but writing
some hit songs for him.) But Pomus’
singing career didn't pan out, a fact for
which singers should be eternatly grate-
ful. “I was about thirty years old and |
thought | finally had a hit with a record
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Doc’s lyrics deal with the joys and crises of
teerage life in a non-ccndescending way.
called 'Heartless'y’ on the Dawn label,”
Pomus recalls. “Alan Freed went on the
record and he broke itin New York. | was
hearing myself every day on the radio.
Then, as was the custom in those days
when there was a local hit, a major com-
pany, RCA Victor, picked it up. And then
it died. To this day | don‘t know why. But
that was the end of my singing career.”

Pomus had alreagy started writing
songs for other artists and, now that he
was devoting himself to it full-time, he
needed a partner There was a friend of
the family, a young kid, who would trail
Pomus to the clubs and hang around his
hotel (the Jefferson, where, in addition to
Pomus, Ahmet Ertegun lived and Atlan-
tic Records would have its first offices).
The kid, who Pomus started breaking in
as a writer, was Mort Shuman. | started
giving him ten percent of every song he
was around for,” says Pomus. "This
went on for a year or so until he was
teally contributing and | made him a full
partner, fifty percent.” It was with Shu-
man that Pomus would write most of his
biggest hits throughout the 50s and 60s,
Mort writing most of the music and Doc
providing the lyrics.

Tne fledgling songwriting team got
their first break from yet another Brook-
lynite, Otis Blackwell, who had already
authored several hits including *“All
Shook Up,” “Don't Be Cruel” and
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“Handy Man.” He brought Pomus and
Shuman to Paul Case, at Hill & Range
song publishers, who liked their work
and agreed to pay them the then-
princely sum of $300-a-week, $100 of
which went to bachelor Shuman and
$200 to newlywed Pomus, whose wife
was pregnant. “That was good money in
those days,” says Pomus, “and Paul
Case was taking a chance because we
hadn't had one significant record to that
point.”

Case’s faith was rewarded almost
immediately. Only a couple of months
later, early in 1959, Pomus-Shuman had
two songs in the top forty with Fabian’s
“I'm A Man” and Bobby Darin’s “Plain
Jane.” Those songs hardly rank among
Pomus'’ finest lyrical efforts, but were the
first in a string of successes that would
prove the Pomus-Shuman team to be
one of the most versatile and durable in
pop music history. Within the next two
years, their songs reached the top ten a
dozen times, during which streak Doc
Pomus proved himself capable of
squeezing as much emotion into the
three-minute pop format as any lyricist
since the heyday of Cole Porter and
Lorenz Hart. in what was a burgeoning
youth market called rock 'n’ roll, he had
the inestimable ability to speak directly
to the young, possessing what Greg
Shaw called a “genuine empathy with
teenagers,” while never condescending
or losing his universality. “I never type-
casted,” Pomus says. “I always varied
my songs so that someone else might
record it in the future. Of course, |
thought the ‘future’ was a year or two.”

Pomus and Shuman were only two
among a whole generation of song-
writers who reached out to the new rock
audience, and most of the hits seemed
to pour out of one ornate building at
Broadway and 49th Street in Manhattan.
The cornerstone of what came to be
known as the “Brill Building Sound" was
the stable of writers at Aldon Music, run
by Al Nevins and Don Kirshner, actually
ensconced across the street at 1650
Broadway. Their roster included Gerry
Goffin, Carole King, Neil Diamond,
Howie Greenfield, Barry Mann, Cynthia
Weil and Bobby Darin. And there was
another mainstay who came to Aldon
via Pomus and Shuman: Neil Sedaka.

“I met Kirshner originally because he
was dating a cousin of mine,” says
Pomus, ** and he was writing with Bobby
Darin. But Donnie was a terrible writer.
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One day he asked me if | thought he had
a future as a songwriter, and | said abso-
lutely not. He said, 'Well, publishers
make more money than songwriters
anyway.' Then later, just before Mortand
1 went with Hill & Range, Donnie came to
us to write, but he didn't want to pay very
much. We were struggling at that point,
but we decided to hold out. There was a
guy who lived in Mortie's building,
though, who used to hang around our
office all the time, so we sent him over to
Kirshner. That was Neil Sedaka. Donnie
often tells a different story about how he
found Neil, but the truth is that Neil went
to Aldon because he was willing to work
for almost nothing.”

Apart from Aldon, the “Brill Building

Sound” encompassed such other New
York-based writers as Jeff Barry, Ellie
Greenwich, Jerry Ragavoy, Bert Berns
and Jerry Leiber & Mike Stoller, the latter
team already having had such rhythm
and blues hits as "Hound Dog,” “Smo-
key dJoe's Cafe” and "Searchin'”
"Everybody was borrowing from every-
body,” recalls Pomus with a grin, “but
Leiber & Stoller were really the prede-
cessors... they were the guys.”

if there was a common thread uniting
these writers, apart from their geo-
graphical proximity, it was their ability to
describe the vagaries of young romance
without trivializing. "I always thought
there was a connection between the
problems of young people and older
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people,” says Pomus. “To be in love
causes problems no matter what age
you are. If a kid has a problem with a girl,
| treated it as a real problem. One result
of this, | guess, is that people can still
relate to those songs today. | never
anticipated that. To be honest, | never
took any of it seriously until the past five
or six years. It never entered my mind at
the time that | might have been writing
something profound, or anything like
that. But I've discussed this with creative
writers of all kinds and they've all said
that they've been unable to put their
work in perspective as they do it. | don't
think that any creative person really
knows, it just comes from inside.”

Unfortunately, the string of hits ran out
for Pomus in about 1965. After a trium-
phanttripto England, where he and Shu-
man were greeted as superstars (at one
point, there were three different versions
of "Teenager In Love"” in the British top
ten at the same time), Doc took a bad fall
and was bed-ridden for several months.
After moving around on crutches since
he had been a victim of infantile paraly-
sis at age five, Pomus was now confined
to a wheelchair. While he was in the
hospital, his two closest relationships
broke down: both Mort Shuman, who
moved to Europe, and his wife, who filed
for divorce, left him. And Pomus figured
that his time in the music business was
up, too.

“It wasn't so traumatic for me to leave
the music business with all this stuff
coming down at once,” he says with no
apparent bitterness. "You've got to
remember that we had no idea that this
rock 'n' roll was going to last. In America,
it was still backdoor stuff. There were no
concert halls, no rock columns in news-
papers... what we were doing was like
some underground sleaze that we hap-
pened to make a living at. And there
wasn't much money in it. A songwriter
makes twenty times as much today as
we did back then, when it was mostly
singles. Today, if you've got a hit 45,
you're probably selling some albums,
with ten or twelve cuts on it. I've made
more money in the last two yearsthanin
my five hottest years put together. Until |
went with Hill & Range, | never made
more than two grand a year. | swear it
wasn't until | was 32 that | lived in a hotel
where | had my own bathroom. And
even in the 60s, the royalties weren'tthat
great.”

For the next decade, Pomus wrote
sporadically, collaborating with Phil
Spector and others on occasion, but he
made most of his money gambling.
“This was the era of acid rock and all
that,” Pomus sighs (he says the words
“acid rock” as if he were talking about
the plague). “I tell you, the worst thing
that ever happened to songwriters was
Bob Dylan. Because he was able to
write a great philosophical type of song.
But after him, you had thousands of ass-
holes thinking they could write philoso-
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phical songs and, to make it worse, they
didn't think they had to have good sing-
ing voices. That combination, along with
drugs, ruined more promising songwriters.”

So it was that, until the mid-70s, Doc
Pomus, one of the great pop song-
smiths, paid his rent mainly by playing
cards. But he was still a fixture at the
clubs—he continued to conduct much
of his business from the back of niteries
like Tramps or the Lone Star or Kenny's
in Greenwich Village—and it took only a
littte prodding from Mac "Dr. John"
Rebennack to get him back into music
full-time. He worked with Dr. John on his
City Lights and Tango Palace albums,
with Willy DeVille on Le Chat Blue and
with B.B. King. “With B.B.," says Pomus,
“| proved to myself that | could write
good stuff that was also commercial.
There Must Be A Better World Some-
place was his biggest album in ten
years. | even got an award from the
National Academy of the Blues (for
Composer of the Year) for that song. I'm
as proud of that as anything I've done in
my career.”

If he were to rest on his laurels, doing
nothing but reminiscing and dispensing
record biz wisdom, his place in the pop
music pantheon would be secure. And,
with a minor resurgence in the apprecia-
tion of the songwriting craft, Pomus'roy-
alties are fairly steady again. But,
surprisingly, in view of his track record
and his recent renaissance, Pomus
does not get many work offers. One
thing that seems to work against him is
his own legend; popular artists such as
the Eagles, Ry Cooder and J.D. Souther
are constantly singing his praises, but
none approach him with jobs, which
is frustrating to a man who is anxious to
be off the legendary pedestal and writ-
ing. “When | get calls,” he says, “it's
usually people with problems."”

But he'll keep at it. It may sound trite,
but Pomus' entire life, aside from his
dedication to his children (Geoff, 19,
plays football and deejaysat Dartmouth,
while Sharon, 23, is an art therapist and
photographer), revolves around his tal-
ent and his ability to nurture it in others.
“If | can help a young artist who's out
there scuffling,” he says, "I enjoy it. As
long as there's talent. I'm not trying to go
to heaven or anything, it's just the most
natural thing. Because | had it tough....
Leiber & Stoller and Otis Blackwell
helped me. They were at the next step
and they reached back and gave me a
boost. If you're at the same level, people
are too busy struggling, they won't help
you. They're afraid you're going to make
it at their expense. But, if you've reached
a certain level, you can help out. And,
hopefully, someone at the next plateau
will do the same for you. My philosophy
has always been, if you give more than
you get, you don't get in serious trouble.
And | try to teach my kids to live that
way." [
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WOOD AND . HE
SECRET OF SOUND

Everything you ever wanted to know about wood, the mysterious ingredient that
has more to do with the sound of a solid-body guitar than pickups and hardware.

By Chris Doering

n electric guitar is a very
complex system, unique and
to a large degree unpredicta-
ble, especially when it comes
to that last five percent of quality that
makes the difference between ordinary
and great. Players and builders of solid-
body guitars are taking a new look at a
very old ingredient, the wood, and what
they're discovering is shedding new
light on exactly why a great instrument
sounds the way it does.

It's probably not surprising that
nobody thought too much at first about
what electric guitars were made of, com-
pared to the technological breakthrough
of electro-magnetic amplification, such
a detail seemed minute. Acoustic gui-
tars use a mechanical amplification sys-
tem, which uses the air to move the
sound to the listener. Vibrational energy
is transferred almost instantaneously
from the strings to the top of the guitar
body and then to the air inside and out-
side the body. Thus, acoustic instru-
ments have a characteristically loud,
definite attack with very little sustain.
Pioneer solid-body electric guitar
builders like Leo Fender and Gibson's
Ted McCarty minimized the use of air as
a transmitter, thereby eliminating feed-
back and encouraging volume. In addi-
tion, the energy transfer from the strings
to the body was much siower, resulting
in a more sustained note with a less-
pronounced attack. Thus was born
volume and sustain, two of the founda-
tions of rock guitar.

Jeff “Skunk” Baxter has character-
ized the solid-body guitar as an “ampli-
fied canoe paddle.” Because a solid
body has minimal interaction with the
strings and with the surrounding air,
many did think of it as simply a mounting
block for necks, pickups and hardware.
Designers felt free to shape the body in
whatever way they thought might
enhance its playability or visual trendi-
ness. As the "vintage market” for elec-
tric guitars developed, a whole industry
was created around the idea that
“patent-applied-for” pickups, authentic
brass bridges, and exotic pots and
switches wouid reproduce the sound of
the mysterious classics of the electric
guitar, masterpieces such as the '59
Sunburst Les Paul or the '62 Strato-
caster. But, as many rebuilders and gui-
tarists have discovered to the chagrin of
their wallets, no amount of external hard-
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The use of small-pored alder rather than the
more common ash In Strat bodies creates
a sweeter tone and a clearer high end.

ware can inject the smooth sustain of
the Paul or the transparent highs of the
Strat into a recent issue or a Japanese
copy, for actually much of the soul of a
great electric instrument is in the body
wood. Baxter's description was still
found to be accurate, however, since
canoe paddles are made of ash, as are
baseball bats, axe handles and Fender
guitars.

Luthier Phil Petillo, who counts Bruce
Springsteen and the E Street Band
among his clients, feels that the most
important difference between types of
wood is their hardness and density. One
cubic foot of air-dried northern rock
maple, for instance, weighs about 44.5
pounds on the average. Ash, at 42.7
pounds per cubic foot, is almost as
dense, but bigleaf maple from the
Pacific coast (flame maple to you Les
Paul lovers) is a much softer wood, with
a density of 34.2 paunds per cubic foot.
Mahogany encompasses a similar
range of densities, rarging from the soft-
est Philippine or Luan mahogany to
Amazon mahogany, which is about as
hard as soft maple. Rosewood, on the
other hand, at 47 pounds per cubic foot,
is even denser than rock maple, and

All-mahogany guttars gound too dull and
all-maple, too tinny, but the combination
results in the classic '59 Les Paul.

ebony or other exotic woods like purple-
heart can be even harder.

Species of wood also differ in the size
of their pores anc the fength of the wood
fibers, two other factors that seem to
affect the sound. Ash, mahogany and
walnut are all large-pored woods, while
maple has small pores. Hardwoods like
maple or ash have fibers about 1/25 of
an inch long, while a soft wood such as
spruce will have fibers ranging from 1/8
to 1/3 of aninch !n general, the harder
and denser the wood, the brighter and
more metallic the sound of the guitar will
be. But hard, large -pored woods like ash
or walnut seem to give disappointing
results when used in bodies or entire
guitars like Gibsoen's walnut "The Paul.”
All-mahogany guitars like the recent
Martin electrics or Gibson SGs aren't
especially appetizing from a sonic
standpoint either, and neither are all-
maple instruments like Gibson's L6S or
some of the B.C. Rich guitars, which
have a thin, tinny, dry sound. Yet when a
mahogany body and a maple top are
combined, the resut is the classic
warmth and bite of the Les Paul.

According to Roger Sadowsky, who

continued on next page
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builds and repairs instruments for many
New York studio pros, the weight of the
body is also a crucial factor in relation to
the volume at which the guitar will be
played. A light guitar that "sings” at low
to medium volumes will give out at very
high levels and produce a thin sound.
On the other hand, a heavy guitar that
gives you the kind of grinding sustain a
Marshall stack is made to produce, will
sound dull and lifeless with a smaller
amp. The weight, density and hardness
of a guitar body are all closely con-
nected, because the shape of the body
is pretty well fixed by tradition or by
design considerations such as the size
of the average player and the physical
properties of the wood. An all-
mahogany Les Paul, for example, would
be uncomfortably thick if it weighed as
much as one with a maple top. Conver-
sely, a rosewood or rock maple Strat
body weighing the same as an alder
body would be so thin that it would be in
constant danger of warping.

Sadowsky is something of an expert
on Fender guitars, and has recently
been building Strat-style instruments
out of alder, the wood used in the original
vintage Fender instruments. Although
alder is softer and lighter than maho-
gany, weighing in at only 28.8 pounds
per cubic foot, it has small pores, like
maple. The differences between Sadow-
sky's alder-bodied Strat and recent ash-
body Fenders are obvious and instruc-
tive. The alder instrument is much
lighter, with a sweeter tone and a more
transparent high end than the dense,
ash-bodied Strats of today. In fact, with
vintage replica pickups and a light-
weight bridge installed, Sadowsky's
Strat could fool most 50s and 60s Strat
aficionados in a blindfold test. Ken
Tucker of Guitarman Instruments con-
firms Sadowsky's experiments, pointing
out that the best vintage Strats he's
played are the lightest, and that top-
drawer Japanese copy builders like Fer-
nandes and Tokai are using alder or a
similar light wood in their vintage replica
guitars.

Sadowsky took me into the back room
~of his shop in Manhattan and demon-
strated how he selects bodies and
necks for his guitars by using a tapping
and listening process similar to that
employed by master arch-top carvers
like Jimmy D'Aquisto. The test is only
approximate when applied to solid-body
guitars, but Roger says he can tell an
instrument will have that special sound if
the body and neck produces a definite
tone when held to the ear and tapped
with the knuckles. Two bodies or necks
may look exactly alike, but one will pro-
duce a definite note, the other only a dull
thud. Soit's not just the kind of wood, but
the individual piece that makes a guitar
sing. The exact differences between a
resonant and non-resonant neck or
body, however, remain a mystery.

Another point brought home by

Sadowsky's tapping test is that guitar
design and building is a matter of com-
promises and trade-offs, in this case
between the ideals of perfect sustain
and totally consistent tone and volume
throughout the instrument'’s range, and
the real-world nuances of tone and
attack that give a guitar its individuality.
Resonant frequencies in the body and
neck will drain vibrational energy from
the string much faster when the noteisa
harmonic of the body or neck reson-
ance, resulting in “imperfections™ of
tone and sustain, “dead spots” on the
neck, and other quirks that force a
player to adapt his style and technique
to the instrument. There are lots of ways,
such as heavy brass hardware, of min-
imizing the interaction between the
strings and the wood. But, as Jeff
Hasselberger, who designed the Ibanez
“Signature Series" guitars while working
for the Elger Company, points out, the
perfect guitar that sustains forever and
is totally consistent all over the neck
turns out to be a drag to play, because
the instrument has no personality,
there's nothing there to interact with the
personality of the player to produce an
individual sound. Hasselberger gave up
searching for the perfect guitar that
would be all things to all players some
time ago (probably about the time
Ibanez brought out its solid brass Artist
guitar).

Perhaps it's magic, or perhaps it's just
the fact that the sound of the electric
guitar was defined so strongly by the
genius of its early creators, but techno-
logical “improvements” invariably seem
to improve everything but the sound. A
case in point is the polyurethane and
epoxy finishes on many new guitars.
They're shiny, they're hard, they don't
rub off or peel as easily as the lacquer
still used by custom makers and a few
companies like Gibson, but according to
Phil Petillo, they do penetrate the wood
much more deeply than lacquer fin-
ishes, and once they dry and harden, the
wood is forever stiffened and the sound
of the instrument is affected.

Another innovation losing favor with
most of the luthiers | talked to is the use
of decorative exotic hardwoods. Highly
contrasting grain patterns and fancy
swirls make great looking furniture, but
guitar builders say that they're hard to
work with, usually prone to checks and
cracks as the weather changes, and
they're generally too hard and dense to
produce a good-sounding guitar.

Ultimately, of course, it's the player’s
choice, but thinking of the electric solid-
body as an acoustic instrument should
help you understand the good and bad
points of different replacement parts, fin-
ishes and woods. It may even help you
find a great axe the next time you go out
looking for a guitar, provided you can
find a quiet room where you can hear
what an electric guitar really sounds
like—acoustically. M



SIGMA

For over a decade Sigma’s secret to success has
been quality fretted instruments available in a
wide variety of styles and prices. Fromthe
modestly priced DM-3M to the more expensive
DR-41, there’s a Sigma guitar designed to meet
your needs. '

Each Sigma instrument is individually inspected
and adjusted by CF Martin craftsmen at our
Nazareth plant . . . . an important poirt when
considering an imported guitar. And once a Sigma
guitar leaves Nazareth, Pennsylvania, the Martin

commitment to quality continues with a full one
year warranty from date of purchase.

From beginners through accomplished players,
Sigma from CF Martin is a continuing source of
quality at a reasonable price. To see our full line of
Sigma instruments please visit your local Sigma
dealer. If Sigma guitars are not available at your
favorite dealer call us at 1-800-345-3103. For more
information and a free 1833 Catalog, please send
your name and address to: CF Martin Organisatio
510 Sycamore St. Dept. A Nazareth, PA 18064

Martin guitars, Sigma guitars, and Martin strings are the official guitars and strings of Opryland U.S.A.
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BOOKINGS

OVER 1,000 GIGS AVAILABLE NATIONWIDE.
Stamped selt-addressed business envelope brings
details: NATURAL ACTS UNLIMITED, Box 162-,
Skippack, PA 19474.

BOOKS & MAGAZINES

ROXY MUSIC GREATEST HITS SONGBOOK
—U.K. import—The Roxy Music Story, and lyrics/
music to 11 hits including "Love Is The Drug,” "Do
The Strand,” "'Virginia Plain.” $9.95 pius $1.00 ship-
ping from ROCK READ, Dept. M9, 798 Broadway,
New York, NY 10003

ROCK MUSIC BOOKS AT DISCOUNT PRICES.
Van Halen | & Il $10.95. Van Halen's Fair Warning
$9.95. Zeppelin Complete Guitar $7.95. AC/DC Back
in Black $6.95. AC/DC High Energy Hils $6.95.
AC/DC For Those About To Rock $7.95 Pat
Benatar Crimes ol Passion $8.95. Pat Benatar Pre-
cious Time $8.95. Black Sabbath Shattering Sounds
$7.95 Henarix Note For Note $5.95. Journey Com-
plete $14.95. Police Ghost In The Machine $6.95.
Who Anthology $10.95. Send check or money order.
50¢ for catalog. DISCOUNT MUSIC WAREHOUSE,
P.O. Box 212M, Lindenhurst, NY 11757

Get the drum sound of your choice with ANA-
LYTIC DRUM TUNING — the complete book on
drum tuning. Send $8.00to: STEVEN WALKER, Box
26051, Indianapolis, IN 46226.

NEW ORLEANS MUSIC MAGAZINE wave-
length. 12 issues a year from the home of the blues.
Send $10 to WL, Box 15667, New Orleans, LA 70175
(Foreign $20.00) Send $2.00 for sample copy.

LOOK! Junior Mance's Play Blues Piano, $6.50
ppd. Jazz Book Catalog, all instruments. DSM, 1503
Cedar, South Bend, IN 46617.

HIP-POCKET GUIDE TO BASIC" DRUM
BEATS. Collection of modern drum beats for work-
ing drummers. Dance, Rock, Jazz, Disco and Latin-
American patterns. $4.95 plus $1.00 shipping:
WESTGATE PRESS, P.O. Box 961, Dept. M-621,
Portland, ME 04101.

INSTRUCTIONS

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.

PLAY HOT LEAD GUITARin one week guaran-
teed" Without reading music! Book!et includes over
70 rock licks, plus tricks, scales, theory techniques,
more. Send $4.95 to HOTLICKS, Box 270C, San
Geronimo, CA 94963.

OPENING-UP VOCALLY CASSEYTE TAPE.
First Class guided relaxation/singing session using
imagery, affirmations, breathing and YOUR crea-
tivity. $12.50, VOICETAPES, Box 10689-M, Chi-
cago, L 60610.

The Music Business Institute

A CAREER PROGRAM IN MUSIC. course includes
recording, studio, concert and video production; artist
representation and management: retailing and wholesal-
ing; record promotion and markeling; cepyright and
music industry law, songwriters and music publishing,
and more Employment assistance. Write for free bro-
chure and career guide. MBI, Suite 400M, 2970 Peach-
tree Rd, N W, Atlanta, GA 30305. (404) 231-3303.

BE A DJ! No experience necessary. Not radio or
club work. 5times more money. Exciting report $10.
Money back guarantee. RECORD RACK. Zarah
Mall, Great Bend, KS 67530.

YOU CAN LEARN TO PLAY GUITARM Easy,
Step by Step Instructions from Scratch! Three
Cassettes, Booklet, $18.90 Living Fire Recording,
Box 243, Jacksonville, NY 14854,

GUITAR, KEYBOARD, BANJO, whatever instru-
ment you want to play. For beginners or serious
minded who want to further their skills. For FREE
catalog of instruction books send name and
address to: GENTRY PUBLISHING, Dept. M, 6033
E. Prado St., Anaheim, CA 92807.

SEVEN STEP SUCCESS FORMULA for pro-
fessional songwriting career: $1.00 plus FREE
SONG EVALUATION. Send to: EXPRESSION
MUSIC GROUP, 652 Hilary Dr,, Tiburon, CA 94920.
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HOW TO PLAY JAZZ GUITAR({evenifyoucan't
read music). Free Details! LEARNING CENTER
PUBLICATIONS, P.O. Box 4210, Foster City, CA 94404.

NOTATION GUIDE, Theory Qutlines, Music His-
tory Charts enhance your understanding of music
and its performance. For more information, send
$1.00 to: JFO ENTERPRISES, P.O. Box 818, Paim
Springs, CA 92263.

INSTRUMENTS

DRUMMERS! Drum Recovering Kits are avail-
able! Over 30 choices for Pearls, Sparkles, Flames
and Woodgrains.Send $1.00 for fuli info and sam-
ples {refundable on first purchase). Precision Drum
Corrglpany, 151 California Rd., Yorktown Heights, NY
10598.

ELECTRONIC KEYBOARDS. write tor a price
on your choice! New Equipment! DICK SHORT
MUSIC, 1503 Cedar, South Bend, IN 46617.

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

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

WE LOVE GUITARISTS! Be happy with the best
eftects and strings at excellent prices. Free catalog.
MUSIC FOR YOU, PO Box 5354, Newington. CT 06111,

FANTASTIC DISCOUNT ON STRINGS,
reeds, etc....tor free catalog write: RITCHIE'S
MUSIC, 50 west Main St., Rockaway, NJ 07866.

MISCELLANEOUS

SATIN PANTS, etc. for entertainers, etc.Write /
call for catalog; enclose $1.00, refundable with
order. SATIN SALES; Dept. 34; 7 South 5Sth Sireet,
Minneapolis, MN 55402. {(612) 333-5045,

SIMPLY STRINGS and all name brand guitar
strings. Send for our free complete catalog. PO Box
86, Bradley, IL 60915.

IF YOU ARE SINCERE about dropping the alcohot
or drug habit, and medical science has not helped,
try "The Easy Way.” Write ECKANAR, Dept. 180,
Box 3100, Menlo Park, CA 94025.

| CAN SHOW YOU HOW toincrease the output,
expand the tonal spectrum, and overdrive your
fender reverb (tube) amp, inexpensively without sol-
dering, surgery electronics, or cubes. Send $10.00
to; 3627 N.E. 13th, Portland, OR 97212.

MUSICIANS

MUSICIANS — GET WITH IT! Why wait for the
right group or right musicians to find you? You can
find them! Call us—the music industry’s largest na-
tionwide referral and GET THINGS ROLLING NOW.
Professional Musicians’ Referral, Toll Free 800-
328-8660. Or East Coast Ofc. (609) 547-7096. Or
West Coast Ofc. {(714) 527-5611.

WE'LL PUBLISH AND DISTRIBUTE YOUR
Lyric poems to major recording artist/agents. For
information—L&C, Box 194, Gillespie, Hil. 62033

THE MUSICIANS REFERRAL CENTER OF
Houston has helped thousands of bands and indi-
vidual musicians get together since 1977. Looking?
(713) 660 7500, 5301 Bissonnet, Belaire TX 77401.

MUSICIANS NEEDED for entertainment on
cruise ship. Information and application $5.00 to
Employment Research Services, P.O. Box 2553,
Carbondale, IL 62901

PHOTOS & POSTERS

FRONT ROW & OFFSTAGE

COLOR PHOTOS

Stones. Springsteen, Dead. Bowie, Hendrix. Zeppelin. Clash.
Sex Pistols. Who. Costello, Zappa. Kinks, Blondie, Pretenders,
Petty. AC/DC. & 400 other Rock. Heavy Metal. and Progressive
bands Longest in the photo business, largest selection, highest
quality by far. Send $1 for Sample/Catalog. Indicate favorite
band(s) for sample photo

PINES PHOTOS LTD., OEPT. MPL
P.0. BOX 1122 MADISON SO. STA. NEW YORK CITY 10159

SPRINGSTEEN OR RONSTADT SAMPLE:
Also Presley, Diamond, Juice Newton, Hank Jr,
Kenny Rogers. Send $1.00 for catalog/sampleto: IN
CONCERT PHOTOS, Box 15155, Panama City, FL
32406.

ROCK/COUNTRY COLOR PHOTOS! 3x5s/
8x10s. 150 performers. Send $1.00 for beautiful
illustrated catalog. Mention tavorite. “SMILE”, Box
15293-M, Chesapeake, VA 23320 0293.

ORIGINAL ROCK CONCERT POSTERS:
Doors, Jefferson Airplane, Hendrix, Rolling Stones,
Who, Joplin, Avalon Ballroom, Fillmore Auditorium.
$2.00 for listing. L'Imagerie, 15030% Ventura Boule-
vard, Sherman Oaks, CA 91403. {213) 995-8488.

FOTO-ROCK

EESESEENSEERENEEENEEREERERES
DIRECT FROM ENGLAND!!

Vast range of colour Rock Photos
covering all major Pop. Heavy Metal
and Punk bands,

Send $1 1oday for a full colour

catalogue and poster, a free sample
photo, and exciting new fan mail
information! Please name your fave
artist too!

FOTO-ROCK

P.0O. Box 000N Dept.MU3
Berkeley. California 94704

SERVICES

PRODUCE YOUR OWN 12" ALBUM! Pay as
you sell ptan! 12" records from your tapes, album
~overs of your own design! Call JSR RECORDS
MANUFACTURING SERVICE, Toll free 800-631-
2292, in NJ 201-870-2843.

MUSICIANS LEGAL SERVICES. Recording,
publishing, concert & management contracts, copy-
right & trade marks, corporations & partnerships,
fitigation, taxation & immigration. LAW OFFICES OF
WAYNE O. ALPERN, Esq., (212) 962-4600. 170
Broadway, New York, NY 10038.

Wanted:
Music-
Technology
Iinnovations

Do you want to sell, license, or fund
your invention: We are seeking new
products — from guitar pickups to
reeds to computerware.

Contact us, but please send no con-
fidential information (except issued
patents) until you've read our story.
It tells you how your rights can be
protected and how we may be able to
help you and us make money.

Werite to: Product Resources Interna-
tional, Inc., Dept JT-1, 800 Third
Avenue, New York, New York 10022.
Or, call the toll-free number below.

call toll-free
1-800-221-1273
NEW YORK STATE, CALL COLLECT
(212) 980-8980.

ARE YOU A MUSICIAN, SONGWRITER
OR MAIL-ORDER ADVERTISER?

Do you have a music-related product or sefvice, or clas-
sic instrument for sale or trade? Place your classified
advertising n MUSICIAN. $1.25 per word, $25.00 min-
imum. Display: $100.00 per column inch. Enclose pay
ment, street address and phone number and, where
pussible, a sample of your product, to Cindy, MUSICIAN
Ciassilieds. Box 701, Gloucester, MA 01930. (617) 281-
310

T-SHIRTS

DRUMMERS/PERCUSSIONISTS! “I've Got
Rhythm” T-shirts. 50% cotton/50% polyester.
Specify sizes: S-M-L-XL. $8.50 (includes postage).
DRUM HEADQUARTERS, 1416-A South Big Bend,
St. Louis, MO 63117.




A ROCK & ROLL COAT-OF-ARMS!

@ Originai sitkscseen design in anesgetic colourss
100% cotton T-shirts $10.00, 50/50 Jerseys (White
body, black sleeves) $12.50, P&H $1.50 (Calif.
odd &% sales tax). SM-L-XL Bilack White. Lt

Blue, Red, Tan. ITSA BUMMER. LTD. Box 7139

Buens Park, CA 90822-7139A.
i~

MUSCIAN\ @ MUSCIAN

MUSICIAN T-shirts & Sweatshirts!
Musician logo on black T, sweatshirts are maroon or
gray. Small, Medium, Large, X-Large. T's $5.95,
sweatshirs, $13.95. Send $$ to MP&L, P.0. Box 701,
Gloucester, Mass. 01930

RECORDS & TAPES

RECORDS/TAPES/IMPORTS! NOW AVAIL-
able! Free 48-page Moby Music Spring Catalog. We
offer an extensive selection of European and Japa-
nese imports, domestic records, tapes, and up-to-
date mew releases at super discount prices
Audiophile, Prog Rock, 100's of import and domestic
cut-outs also. Fast efficient mail and phone order
service. Complete import and Domestic Catalog! if
you're serious about records, send for your FREE
catalog now. MOBY MUSIC, 14410-M, Ventura
Blvd., Sherman Oaks, CA 91423

A RECORD STORE IN YOUR MAILBOX! Dis-
count new releases, 350+ Independent Labels, rari-
ties amd hard to find. Bargain and cutout LPs and
tapes from $1.49. FREE information on our 450+
page eatalogs. SQUARE DEAL RECORDS, Box
1002, Dept. B, San Luis Obispo, CA 93406. Whole-
sale inquines welcome.

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.
GOLDMINE, Box 187-MU, Fraser, Ml 48206.

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

RARE CONCERT & STUDIO RECORDINGS
Dead, Doors, Beatles, Dylan, Stones, Springsteen,
etc. Send two stamps for catalog. ACME P.O. Box
14438, Minneapolis, Minnesota 55414.

IMPORTED ROCK ALBUMS—LOWEST
PRICES & BEST SELECTION of superstar releases
anywhere! English, Japanese, German and Cana-
dian albums our specialty. We also feature domestic,
audiophile & cutout LPs at super-discount prices.
For our free catalog, write: WORLD WIDE MUSIC,
Box 264, Dept. M-3, Hasbrouk Heights, NJ 07604

BUILD YOUR OLDIES COLLECTION.
Comprehensive catalog of best-selling 45rpm
oldies from the last forty years. Rock, Country, Jazz
and more. Send $2 to: AMERICAN PIE, PO Box
66455, Dept. M, Los Angeles, CA 90066.

RARE & IMPORTED RECORDS, Books, Post-
ters, Unique collectibles. World's best selection.
Gigantic 40-page illustrated catalog. $1.00. ROCK-
AWAY, Box 1508M, Woodbridge, VA 22193.

RARE 60s-80s ROCK RECORDS. Send
requests and for catalog to: ADLIBITUM
RECORDS, P.O. Box 103, Tappan, NY 10983.

GREAT GUITAR BLUES — Lonnie Johnson,
Barbeque Bob, Mississippi Sheiks. Free catalog
from Mamlish Records, Cathedral Station, Box 417,
NYC, NY 10025.

TOMORROW'’S MUSIC TODAY! Independent
records by new acts, many headingfor careers with
major labels. For information send SASE. to
NEBULAE RECORDS, P.O. Box 16214-M, Phoenix,
AZ 85011-6214.

MARK'S ONE STOP. Your best source for oldies
and in-print obscurities. Ten years experience ser-
vicing record collectors, musicians and radio
stations—all record nuts! World wide service.
MARK'S ONE STOP, Box 6306, Albany, CA 94706.
(415) 526-0624.

SONGWRITERS

ATTENTION SONGWRITERS:Let me help you.
Grand Prize Winner of Songwriters World song-
writing contest is now offering his own personal
Music Mail-Out Contacts List (7 sheets/United
States and some Canada) of publishers, record
companies, producers, etc., who will listen to your
demoed songs. Will also consider co-writing with
new songwriters. Send $4.00 for list to: ALLEN
GREENE (BM!), Box 66, West Columbia, TX 77486.

VIDEO

ATTENTION ROCK VIDEO FANS: Why spend
up to $75 for a videotape, when you can find it for
half the price in VIDEO SWAPPER? Our unique “swap-
pin"" section offers you the chance to buy, sell or
trade videotapes with thousands of other video enthu-
siasts. One-year $7.50;, Sample/$2.00. Send check
or money order to: VIDEO SWAPPER, P.O. Box 309-
M, Fraser, MI 48026

CLASSIFIED: $1.25 per word, $25.00 min. DIS-
PLAY: $100 per column Inch. Piease enclose
payment, your street address and phone
number and where possible, a sample of your
product. Call Cindy at (617)281-3110.

READER SERVICE

The following companies would love to send youinfo on
their products and services. Just send along this
column with your choices checked and we ll dothe rest
Allow 4-8 weeks for delivery. For faster service, please
write to the manutacturer directly.

p.20Korg 630Mesa
40Roland 710La Voz Reeds
50Zildjian 740Conquest
90Crumar 78 0OCarroll Sound
11 0Dean Markley 830OCerwin Vega
12 0Ramsa 850Fender Bass Amp
150Peavey 870LeBlanc Horns
17 Olbanez 880Kaman Strings
18 ICB700 890Shure
250wWhirlwind 90 OSteinberger
27 OElectroVoice 91 OLexicon
280Yamaha 92 OFurman Sound
320D0D 930Hohner
350Tapco 95 OGibson Parts

37 OSequential Cir.
380Sound Workshop

96 OUItimate Support
98 ONady Wireless

390Fostex 99 OMoog
47 DAudio Technica 102 OMelobar Guitar
61 0Seymour Duncan 103 OMartin
62 0Camber 108 O0vation

Return to: M: Player & List r

P.0. Box 701, Gloucester MA 01930
Name
Address __
City __ —l——
State _ Zip

No.18... Pat Metheny, Jazz Organ, Dire Straits

No.20 ... Steely Dan, Session Players, Jeft Lorber
No.21...Brian Eno, Reggae Festival, The Bear |
No.22... Stevie Wonder, Rock and Jazz in the 70s
No.24...Bob Marley, Sun Ra, Free Jazz & Punk
No.25...Bob Seger, Julius Hemphill, Tom Petty
No.28...Mark Knopfler, Roxy Music, DeJohnette
No.29...Mike McDonald, Capt. Beefheart, Oregon
No.30...Bruce Springsteen, Best in Rock & Jazz
No.31...Steely Dan, John Lennon, Steve Winwood
No.32... Talking Heads, Brian Eno, Air
i N0.33...The Clash. Lindsey Buckingham, RS. Jackson
f No.34...Tom Petty, Wayne Shorter, L.A. Punk
No.35... The Doors, David Lindley, Carla Bley
No.36... Grateful Dead, Koolathon, Skunk Baxter
No.37...Reggae, The Rolling Stones, Rickie Lee Jones
No.38... Police, Bassists, Pretenders, David Murray
No.39... Cars, Keyboardists, Earth, Wind & Fire
No.40... Ringo, Drummers, Devo, Rossington-Collins
No.41... Miles, Genesis, Lowell George
No.42...Hall & Oates, Zappa, Jaki Byard
No.43... Clapton, Adrian Belew, Robbie Robertson

Please send me magazines at $3.00 each
($4.50 for each copy mailed outside U.S.)

| have enclosed $. U.S. funds only.
($4.50 for each copy mailed outside U.S.)

0O No. 18 O No.25 O No. 32 O No. 37 O No. 42
0O No.20 O No.28 O No. 33 O No.38 O No. 43
O No.21 O No.29 O No. 34 O No. 39

0O No.22 O No. 30 O No. 35 O No. 40

O No.24 O No.31 ONo.36 O No. 41

Name R
Street
City
State Zip

MUSICIAN, P.O.Box 701, Gloucester, MA 01930
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The B.C. Rico RMG-2 from B.C.
Rich available in Eagle, Mock-
ingbird and Wave body design
matches two humbucker pick-
ups, the Quadmatic “C" bridge, a
rosewood fingerboard and head-
plate with a one-piece through-
the-body continuation, to yield
one of the most playable and vis-
ually exciting guitars on the
market. This axe is made up of
exotic woods, includes a mother
of pearl logo and black anodized
aluminum trussrod cover and
backplate. B C. Rich, 4770 Valley
Blvd. #117, Los Angeles, CA
90032. (213) 222-8167

C.F. Martin's imported line of
Sigma nstruments includes
three new models, the SE-19,
SE-28 and SE-36 acoustic-elec-
tric guitars. All Sigma acoustic-
electrics include a Florentine
cutaway for increased finger-
board accessibility. Electronic-
ally, a noise free, high level
output pickup virtually eliminates
acoustic feedback, while individ-
ual volume and tone controls are
positioned for maximum playing
ease. The pickup and compensat-
ing saddle are installed by Martin
craftsmen at the CF Martin fac-
tory, 510 Sycamore St. Nazareth
PA 18064. 1-800-345-3103.

Guild's continung commitment
to upgrading and redesigning its
electric basses has culminated
with the release of the SB-201
and SB-202 models. Outstand-
ing features include a bodyv that's
exceptionally well balanced, a
thin neck with aimost guitarlike
playing action, adjustable BT-4
bridge, and deluxe tuning ma-
chines with a 22:1 gearratio. The
SB-2C2 features two Guild DP-8
bass pickups, a phase switch,
pickup selector switch, two
volume controls, and a master
tone control. Suggestec retail
prices are $600Q for the SB-202
and $525 for the SB-201. Guild
Guitars, PO Box 203, Ehzabeth
NJ 07207 (2017 351-3002

Latin Percussioen has changed
the name of their deluxe bag line
to BIG Bags by LP. The bags of
chocolate brown 840 denier
nylon construction witn beige
and leather accents have been
so well received that :hey've
rapidly expanded the variety to
include travel, percussion, guitar,

{ bass, trumpet and trap set, to

name just a few. The latest addi-
tion is a heavily reinforced bag to
carry a full complement of cym-
bal and drum stands. LP, 160 Bel-
mont Ave., Garfield, NJ 07026
(201) 478-6903

All Poly-Sequencers for Sequen-
tial Circuit's Prophet-5 are now
being shipped with two important
new features: 10,000-note stor-
age and sequence grouping.
Whether you single-step your
sequences or record them in
real-time, the grouping function
simplifies the amount of input
required for a complex musical
arrangement. An added feature
for real-time recording enthusi-
asts is the new method of adding
to an existing sequence. When
the Record switch is activated in
the Playback mode, the compu-
ter automatically shifts you into
Record mode when the end of
the sequence is reached. Notes
played during the existing
sequence will not be recorded,
s0 you can play along with your
sequence, then continue playing
in rhythm to add to the original
without dropping a beat or stop-
ping to hit a switch. Sequential
Circuits, 3051 N. First St., San
Jose, CA 95134.(408)946-5240.

The revolutionary Gibson Sonex
180 Deluxe, introduced in"1980,
was designed to combine the
Gibson “feel” and “sound” with a
low price, and continues to
satisfy these goals. The guitar is
fitted with two high output hum-
bucking pickups, individual tone
and volume controls for each
pickup, a rosewood fingerboard,
chrome-plated hardware, and a
maple centerblock running through-
out the length of the sculptured
Les Paul style body for added
sustain and brilliance. The instru-
ment is offered in a number of
specialty finishes, complete with
a high gloss finish treatment. The
expensive hand buffing tradition-
ally reserved for Gibson's top-of-
the-line models is now available
on the Sonex. Gibson, Box

100087, Nashville, TN 37210.

o

Bose Corp. has announced the
introduction of the 402 Articu:
lated Array loudspeaker system
designed for high-cuality rein
forcement of voices and acous
tic instruments Bose research
showed that most vocal anc
acoustic groups requireé accu
rate reinforcement of only a very
specific range af frequencies. By
optimizing the 402's perform
ance in ths frequency range.
they were able tc engineer &
praduct that offers substantially
greater clarity and projection
than many full-range speakers in
its price class. The TK-4 Transit
Kit lets youw clamp a pair of 402s.
the equalizer and all accessories
together into a one-piece Sys
tem Set that weighs only 37
pounds. For the first time, per
formers can carry their entire
P.A. speaker system m one hand
Bose, The Mountain, Framing
ham, MA 01701.(617) 879-7330

The

first user programmable
audio proeessor wth memory
has been announced by Lex-
icon. Model 97 Super Prime
Time allows the user to create,
stare in memory and recall the
desired effects in eny sequence
at :he push of a button. The eight
buiit-in effects include: flanging,
resonant flanging, doubling, trip-
ling, chorusing, slap echo, short
echo and long echo. Musicians
can use the off-line tape storage
to save and, if desired, keep con-
fidential their repertoire of audio
enhancements and effects. Pro-
grams car be re-laaded into any
Super Prime Time from a stand-
ard audio cassette at the push of
a button, so engineers and pro-
ducers have the efticiency and
convenience of working with
their own library of effects at any
studio or stage facility which has
the unit. Lexicon, 60 Turner St,
Waltham, MA (G2154. (617)
89%1-6790

106




The most musically usable and intense effects avail-
able today are housed in virtually indestructible
Lexan " polycarbonate cases which are scra:ch-
resistamt, impervious to shock and will look new for
years. The Commande Series' large: and accessible
footswitch lets you engage the effect smoothly and
quietly while a high mtensity LED, positioned for
maximum visibility and protected by the shape of the
case, tells you when you're in Commande. A new
pop-open battery access cover with a living hinge
design that will last indef'niteiy enables you to
change the batteries in a matter of s2conds without
tools. Convenient end-located jacks for input, output

and remote AC power simplify the haokup of single
effects and multipfe effects chains.

The Commande Series embodies the implicit corpo
rate philosophy at MXR. From day cne, we've under
stood our products to represent more than mere
hasdware in the music-making process. Our signal
processing devices are intended as individual in-
struments for the musiciarn to use much as an artist
uses a palette and a paintbrush. Colorations to
enhance the music and focus a muswian’s individual
means of creative expression. Transeenchng the
hand-lime parameters of electronic technology where
signal processing becomes an arl form :n itself

Time Delay

Providing audio delay
times of 30 to 300 mil-
liseconds the Time
Delay aiso features a
Regenerdticn control
for repeating echoes
and hard reverb.
Internal neise reduc-
tion circ.iitry: pro-
duces a dynamic

Phaser

The Phaser's Swesp
Cont-ol provides a.
wide range o' usable
phasing effegts and
Regeneratior can be
addea for extra color
and depth. Innovative
sthchmg tec mlq;y

Overdrive

The Overdrive offers
the full range of dis-
tortion effects from a
heavy fuzz with pro-
lorged sustain 10 a
mcre subtle tbe sat-
uration eiffect Two
gontrols allovr &d-
justment of distortion
and output levels.

Sustain

The Sustain pro
duces. smootn,
natural-soundinc
compression and the
punchiof a dgnamic
attack by. makinc
automatic adjust-
mmts to the at-ack

Preamp

An INstrument

und transducer
preamipiher, the
Preamp's umque
equalization circui
provides varable
cone-knab centrol of
Fass anrd treble boost
creat, A varable gain

range gieater than
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Bill Kaman

Vice Fresident, Ovation Instraments
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| THE

OVATION
COLLECTORS’

| SERIES

“As a collector of rare and unique
guitars, Fve always been fascinated
by one-off and limited production
models.

“That's why I'm proud to introduce

B:: the first instrument in a new line of Col-

lectors’ Series Roundbacks from Ova-

% tion. Unique in both features and
' cosmetics, the 1982 Collectors’ Series

Guitar is a deep bowl roundback with
a blue sunburst top, natural neck and
dark blue peghead face. Accented by
an abalone rosette and fingerboard
inlays, plus 24K gold plated machines

with pearloid buttons, the 1982 has
built-in stereo electronics like those
found on our top-of-the-line Adamas
models. This particular configuration/
color combination will never be made
again after this summer.
5 “Each 1982 Roundback
will come with a special
bowl label and serially
numbered Certificate of
. Authenticity individually
| signed by me.
‘ “See your nearest
Authorized Ovation
Dealer about the 1982
Collectors’ Series
Roundback. It could
become one of the
most desirable instru-
ments produced this
year”
Ovation

Ovation Instruments, Inc.

A KAMAN Company

Blue Hills Ave. Ext.
Bloomtield, CT 06002-0004





