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THE STEP 
Korg DW-8000: Totally Touch-

5ensitive/The Widest Range of 
Digital & Analog 5ounds/Built-ln 
Programmable Digital Delay 

With the introduction of the new 
DW-8000 Digital Waveform Synthesizer, 
borg moves straight to the head of the 
class. The DW-8000 finally delivers what 
the others only promise: the brilliance, 
realism and clarity of digital sound along 
with the warmth and fatness of analog 
sound. Our proprietary DWG5 System 
leaves in the mystique of digital sound, 
and takes out the mystery of digital 
programming. 

SOUNDS BEYOND 
Korg's unique Digital Waveform Gener¬ 

ating System (DWG5) was developed to 
produce the widest panorama of today's 

I EVOND 
contemporary sounds and beyond with 
exceptional depth and a unique character 
all their own. DWG5 technology combines 
the benefits of Digital Sampling, Digital 
Waveforms and Analog Sounds in a flexi¬ 
ble and easy-to-control format. 

The ö-Uo/ce DW-8000 provides all pa¬ 
rameters critical to creating truly person¬ 
alized patches. Even a programmable 
Digital Delay to integrate specific effects 
like long and short echo, flanging and 
chorusing into each of the 8000's 64 
programs. 

TOUCH BEYOND 
The DW-8000's touch-sensitivity 

makes sound come alive. Comprehensive 
touch control combines Pressure and Ve¬ 
locity Sensitivity — individually program¬ 
mable for every patch. 

Pressure-Sensitive control added to 
Velocity-Sensitive control, plus four Key 

KORG DW-BOOO 

Assign modes, Oscillator Auto-Bend and 
a Sync-able Arpeggiator allow every aspect 
of a player's touch to be programmed 
into each patch. 

The new Korg DW-8000 is based on 
the notion that the creation of sound 
should flow as a continuous process. It 
enhances the player’s ability to hear the 
unheard and get there. 

For a DW-8000 color brochure, please 
send $1.00 (check or money order) to 
Korg U5A, 89 Frost St., Westbury, flew York 
11590. 

For the name of the Korg dealer 
nearest you call: (516) 555-9100. 
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Is 
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MORE FOR YOUR MUSIC. 



KORG AUTOMATIC DIGITAL 
TUNING IS NOW AVAILABLE 

IN CASSETTE 

Korg, the world’s 
leader in instrument 
tuners, now offers the 
ultimate in digital tun-
ing precision and flexi-
bifity in a sleek and 
compact cassette format 
that travels anywhere— 
the new DT-1 Digital Auto 
Chromatic Tuner. 

Having already set a world 
standard with the AT-12 Auto 
Chromatic Tuner, Korg now 
uses digital technology to cre¬ 
ate a new level of accuracy and 
convenience in electronic tun¬ 
ing. The DT-1 ’s innovative 
“automatic” design eliminates 
the need to “dial up” notes be¬ 
fore checking pitch. Just plug in 
(or use the sensitive built-in mic 
for acoustic instruments), play a 
note and the DT-1 delivers in¬ 
stant visual confirmation of that 
note and its exact pitch on the 
caw-to-rcad digital LED meter. 

The D 1-1 employs a quartz crystal 
oscillator reference for the highest standard 
of reliability and accuracy. Unusually flexible, it 
easily handles a super wide 7 octave frequency 
range (32 Hz to 3.9 kHz) including any acoustic or 
electronic instrument from contrabass to piccolo. 
The Korg DT-1 can also produce 4 octaves of reference 
tones through an external amplifier. 

Calibration (pitch of middle A can be set 
anywhere from 438-445 Hz in 1 Hz steps), 

Slow (for instruments 
with unsteady pitch) 

and Fast (instant 
response to pitch fluc¬ 
tuations) Modes offer 

greater control flexibility. 
A special ByPass/Sound 

Out jack lets you “hear” what 
you’re tuning. 

All of this tuning accuracy 
and convenience is built into a 
cassette-sized format that slips 

easily into your pocket or 
instrument case. 

The Korg DT-1 proves that the 
evolution of electronic tuning 

continues. Our commitment to 
the highest standards of perform¬ 
ance has allowed us to create the 

first major development in digital 
tuning. The standard has been set, 

f the rest is up to you. For a full color 
Korg Catalog and DT-1 Brochure, 

' send $1.00 to Korg USA, 89 Frost St., 
Westbury, New York 11590. 

MORE FOR YOUR MUSIC. 

■ Exclusively 

■bUBWU 
■ WIWB WB © Korg 1985 
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THIS TIME HE MEANS IT 

“KING OF AMERICA'.’ 

THE COSTELLO SHOW 

(FEATURING ELVIS COSTELLO). 

15 NEW TRACKS PRODUCED BY 

T-BONE BURNETT and 
DECLAN PATRICK ALOYSIUS MACMANUS. 

FEATURING ELVIS’ VERSION OF 

THE ANIMALS' CLASSIC, 
“DON'T LET ME BE MISUNDERSTOOD ” 

ON COLUMBIA RECORDS. CASSETTES AND COMPACT DISCS. 

s 
♦ are trademarks of CBS Inc. © 1986 CBS Inc. Produced by T-Bone Burnett and Elvis Costello. 
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SPECIAL EFFECTS 
MICRO SIZE: One look tells you there's something special about the BOSS Micro Studio Series. Just under 
eight-and-a-half inches wide, each Micro Studio unit is streamlined for show-stopping action. Phaser, 
Flanger, Digital Delay, Compressor and Graphic EQ. Five full-function effects-devices that take up less than 
three conventional rack spaces. In the studio or on the road, the Micro Studio Series gives you a big sound 
without taking up a big space. Stack them up in BOSS' optional BMR-5 Micro Rack. Or use BOSS' special 
RAD-10 adaptor to place two Micro Studio units side by side on a standard 19" rack. MAXI PERFORMANCE: 
There's nothing "scaled down" about the Micro Studio's performance. These feisty little guys are more than 
ready to go up against the big boys. Just like Roland's well-known studio delay units, the Micro Studio RDD-10 
Digital Delay is based on a PCM digitizing system for high quality performance. The Micro Studio RGE-10 
Graphic EQ packs in 10 full bands of control, and the RCL-10 Com¬ 
pressor Limiter combines the functions of a compressor, limiter, 
expander and noise gate in its tiny frame. With a dramatic range of 
Modulation, Feedback and Mode settings, the Micro Studio RBF-10 
Flanger and RPH-10 Phaser let you paint your sound in living colors. 
MINI PRICE: Thanks to Roland know-how, high technology doesn’t 
carry a high price tag anymore. Check out the Micro Studio's specs. 
Then check the price. You'll agree that small is beautiful. The Micro 
Studio Series: Brought to you in techno-color by BOSS. For more 
information, contact RolandCorp US, 7200 Dominion Circle, Los 
Angeles, CA, 90040. IQ BOSS 



ETTERS 
ZZzzzzzzz 
I think you did a great job on 
the article about ZZ Top. Tim 
White did a good job pointing 
out what a massive band 
they are even though every¬ 
body already knew it. ZZ Top 
really does kick massive ass 
and I hope that they will keep 
on kicking ass for a while 
longer. 

Eric Bender 
Villa Grove, IL 

I should be interested in the 
fact that Frank Beard 
“whupped" some drunken 
woman for falling on his new 
drum kit? Or that he got into 
music as a new way to “look 
for pussy,” while his preg¬ 
nant wife stayed home (prob¬ 
ably barefoot)? 

And I’ll bet Mark Knopfler 
was just hanging out by his 
phone hoping “Billy Boy” 
would call and explain how 
to make his guitar sound 
“nasty.” Come on. Shee-it! 

I don't expect this kind of 
inane crap from your 
magazine. I just let my Roll¬ 
ing Stone subscription run 
out. You may be next. 

David B. Harvey 
Amesbury, MA 

P.S. Was Dusty Hill really 
drunk enough to get shot by 
his own gun when it fell out of 
his boot, or is he really as 
stupid as he tries to act? 

The study in contrasts 
couldn't be greater: the ob¬ 
noxious neanderthalisms of 
ZZ Top compared with the 
altruistic intelligence of 
Rubén Blades. Yet Top sells 
millions, while Blades strug¬ 
gles in relative obscurity. I'm 
embarrassed by what that 
says about us, the record 
buying public. 

Jay Dünner 
Sicklerville, NJ 

ZZ Top’s hitherto unrevealed 
musical secret? The reason 
that Billy Gibbons doesn’t 
need a phase shifter? The 
answer was inadvertently 
revealed in the photo on 
page fifty-five—Billy and 
Dusty are one minute and 
twenty seconds out of sync. 

If you try this at home, kids, 
remember that precise time 
differential; more than that, 
you sound like ? and the 
Mysterians; less, and you're 
Toto. 

Al Valusek 
Ann Arbor, Ml 

What’s this?! ZZ Top on the 
cover, when you could have 
given it to Kate Bush, one of 
the most talented and attrac¬ 
tive ladies in popular music? 
Or to 10,000 Maniacs, just 
the most original new band 
this year? Or even to Mar¬ 
shall Crenshaw, surely one 
gifted musician who has 
never gotten his due? 

Yeah I bought the maga¬ 
zine, but not because those 
redneck cartoon clowns 
were on the cover. Are you 
guys trying to become 
another Circus or what? 
Such a shame. 

Roy L. Henry 
Pigeon Forge, TN 

Hounds In Love 
The interview with Kate Bush 
was terrific. Since most other 
rock magazines do not in¬ 
clude such artists as her (i.e. 
those of the art rock genre), 
your inclusion of this piece 
was most rewarding. I 
applaud you for your incisive 
and informative articles, and 
an overall excellent 
magazine. 

André Papillon 
Lowell, MA 

I was really shocked by the 
interview with Kate Bush, 
first because you gave her 
album Hounds Of Love such 

an insulting review in Short 
Takes in December, and 
secondly because of the 
tone of the interview. Peter 
Swales’ attitude seemed 
condescending and nega¬ 
tive, particularly when he 
tried to change Kate’s mind 
about her style of live perfor¬ 
mance. An interviewer 
should have some respect 
for the artist and her judg¬ 
ment. I was particularly dis¬ 
appointed after the fantastic 
interview with Joni Mitchell in 
December. With so few 
women really being in 
charge of their music, it’s a 
shame to see a chance for 
an interview handled so 
badly. 

Geoffrey Welchman 
New York, NY 

The Springstein Family? 
Rubén Blades wants to be 
“the first Latin-American artist 
to exert a vital influence on 
mainstream pop music." 
Rubén, did you ever hear a 
song called “La Bamba”? 
Did you ever hear of Carlos 
Santana? Neither Carlos nor 
Ritchie Valens came from a 
nice Jewish family in Asbury 
Park, New Jersey, you know. 
And, by the way, who is Julio 
Iglesias? 

Sam Leandro 
Laytonville, CA 

[Nevermind that. Who's this 
nice Jewish family? -Ed.] 

Here’s Yngwie 
Some people think Yngwie 
shoots his mouth off too 
much, but the best can say 
whatever they want to say. -
Michele Boivin; Mr. Malm¬ 
steen is an artist with little to 
say of any merit and is re¬ 
markably opinionated on 
subjects that he knows little 
about. - Jon Epstein; Al¬ 
though Malmsteen's guitar 
playing is pretty good, his 
talent is not nearly as great 
as his ego. - Lisa Sligh-
Raven; Will Yngwie wait until 
he grows up a little before he 
comes down on jazz musi¬ 
cians? - Kenneth Lee Wells; 
Things I hate and so should 
you: 1. Yngwie Malmsteen; 
2. Yngwie’s knowledge of 

everything there is to know 
about music. - Ned P. 
Niemi; I could spend weeks 
naming off simple, three-
chord songs that are better 
than any of the pompous, 
self-admitted ly masturbatory 
drool Yngwie writes. - Dale 
Scott. 

Madonna Butterfly 
The Thompson Twins' cov¬ 
ering the Beatles' “Revolu¬ 
tion” is like Madonna singing 
Puccini. 

Brian Weathers 
Hollywood, CA 

Anna one, anna two 
I am writing to you in the 
hope that you will be able to 
print my letter in your Musi¬ 
cian magazine. I am very 
interested in Lawrence Welk 
and his orchestra and would 
like to know if any of your 
readers can send me either 
information or cassette tapes 
they no longer need of Law¬ 
rence Welk and his cham¬ 
pagne music. I would be 
most grateful and appreciate 
it. Thanking you so much, 

Geoff Dickinson 
Barrow-in-Furness 
Cumbria, England 

[Can anyone help this man?] 

Marshall’s Man 
Thanks for the article on 
Marshall Crenshaw. Down¬ 
town is the finest album I’ve 
heard in a long time—excel¬ 
lent musicianship, sincere 
singing and great har¬ 
monies. All this and no syn¬ 
thesizers to screw it up. The 
whole record has an honest 
soul to it, which is totally lack¬ 
ing from most of the tunes on 
radio station playlists. 

I work in a record store and 
I always recommend Mar¬ 
shall’s album. Once people 
hear it they buy it. 

Rick Ellingson 
Kalispell, MT 

Errati 
Due to a stripping error, the 
bylines for Rock and Jazz 
Shorts were switched in 
March. Apologies to J.D. 
Considine (Rock) and Peter 
Watrous (Jazz). 
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FROM THE DIGITAL 

COMPANY 

-Leonard Bernstein bred demon” 
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...combines elegance and virtuosity in a way that makes 

me remember Arthur, Rubinstein: he is a thoroughly well 

The Chick Corea Elektric Band Quintessential 
keyboard master Chick Corea presents a GRP debut 

bearing all the earmarks of a new Corea classic. Featur 

ing heavyweights Dave Weckl on drums, John Patitucci 

on bass, and guitarists Carlos Rios and Scott Henderson; 

The Elektric Band takes its place as one of the hottest 

releases of the year. 

Special EFX|S//ce Of Life Hot on the trail of 
their Grammy nominated Modern Manners, Special EFX 

returns with the perfect Slice of Life. A blazing invoca¬ 

tion of where “New Age" may well be headed when 

pushed to its furthest limits. Here is proof positive of the 

rare talents of guitarist Chieli Minucci and percussionist 

George Jinda. 

Available on GRP records, cassettes, 
and compact discs. 

Fot ^^e color catalog write to GRF^Rec 

Eddie Danielsf/frea/rtÂ/w/^/t "Eddie Daniels is 

the monster clarinetist...His debut album for GRP will 

become the benchmark to judge all future recordings 

blending the world of classical music and jazz" 

—Quincy Jones 



Willie 
DeVille 

By Jimmy Guterman 

uptown New York walk-up. He'd started 
talking about how proud he was of The 
Sporting Life (Atlantic), but now he 
looks simultaneously concerned and 
confused. 

“I’m trying to remember what origi¬ 
nally made me want to sing and get in a 
band. Drug hazes, attorneys, divorces, 
court dates—they all mess you up. They 
took up a big slice of my career. ” 

He started as a contender. Willie’s 

BORN AGAIN: 
THE PUNK HIPSTER 

RISES FROM THE ASHES 

band Mink DeVille exploded out of New 
York's punk bastion CBGB in 1976 with 
a more traditional sound than their club¬ 
mates and a major label deal. As the 
frontman/singer/primary songwriter for 

S
omething got lost between my 
first record and now. I don’t know 
if I lost it in my drug haze or if I lost 
it in my management fights, but 

it’s gone. Something sidetracked me. 
I’ve got to figure out what I forgot along 
the way." 

Mink DeVille, Willy has spent a decade 
trying to translate the feeling of the Drift¬ 
ers’ records he grew up on into a con¬ 
temporary context. His goals made him 
a critics’ fave and attracted such col¬ 
laborators as Doc Pomus and Jack 
Nitzsche, but after a half dozen albums 

Such statements are not the most 
effective way to 
promote one’s 

/ . new album. Willy 
*r DeVille, arch 

Spanish Harlem 
traditionalist and 
perennial crit¬ 

ic's darling, is sip¬ 
ping coffee in the liv¬ 
ing room of his chilly 

(and almost as many record com¬ 
panies), DeVille has yet to break 
America and he can count his minor 
European hits on one hand. His best 
album. 1980's afterhours Le Chat Bleu, 
was deemed so commercially wrong-
headed by then-label Capitol that it 
nearly didn’t come out. It finally reached 
the racks in America nearly a year after 
it was released in Europe. 

“Mink DeVille was my dream," Willy 
/ remembers wist-

fully.“Thedreamis 
over. It’s time to 
putMink DeVille to 
sleep. There’s a 
framework around 

Mink DeVille that I've 
got to break away from. 

“This was a weird record 
to put together," DeVille 

says, lighting anothercigarette. 
“I started it in Holland, made demos 

and then got the band together to re¬ 
cord the tunes. But everything we 

started to record sounded like 
something I’d already done.The 

band was so stylized, it was 
making me crazy. I went to 
my manager and told him. It 

was really frustrating. We 
put something together 
we'd all heard before. 
I wasn't doing any¬ 
thing different. If I 
had put that out, I 
would have been 
cheating my fans 
and, worst of all, 

I would have 
been cheating 
myself. My man¬ 
ager suggest¬ 
ed a change 
in the rhythm 
section, so we 

wound up in Muscle Shoals. It was dif¬ 
ferent and it gave me a challenge, 
which I really needed. It worked out real 
nice. I was creating something—I 
wasn't recreating something that I had 
heard before. Then I went back to Hol¬ 
land to mix.” 

The result, the transitional The Sport¬ 
ing Life, has received so little label sup¬ 
port it’s surprising Atlantic didn’t just re¬ 
lease it as a cutout and eliminate the 
middleman, but what's in the grooves 
justifies all DeVille’s frustration and 
some of his enthusiasm. (Three times 
during the interview, DeVille said “The 
Sporting Life is a very, very good 
album.") Half the tracks, including the 
gorgeous single “I Must Be Dreaming," 
are a triumphant farewell to the deeply-
felt Leiber & Stoller-styIe love songs that 
have been DeVille's best work, while the 
other half employs synthesizers and 
Emulators in tentative moves toward 
whatever comes next. 

Not that it was easy bringing in the 
new technology. “The first time I used 
synthesizer, everybody started to freak 
out. They went crazy in two different 
ways. Either they said it came out too 
much like Ben E. King and the Drifters 
or they said it was too different. I’m tired 
of hearing people saying either, 'That 
doesn’t sound anything like Mink De¬ 
Ville’ or 'That sounds just like another 
Mink DeVille record.’ I just want to be 
able to go in and create something 
that’s good, something that jazzes me.” 

DeVille's obsessive need to shed his 
Mink straitjacket doomed the band. 
"It was difficult trying to keep a band to¬ 
gether and make it a band effort, be¬ 
cause it was really all me. I was writing 
the songs, I was singing the songs, I was 
arranging the songs, I was producing 
the record, I was naming the record, I 
was designing the album cover. I was 
doing everything, but I kept lying to my¬ 
self that it was a band effort. When they 
didn't want to work together, it hurt. Their 
dream wasn't the same as my dream. 

“Maybe it's part of growing up and 
realizing that nobody has the same 
dreams you have, especially for your¬ 
self. Now I'm going to have a backup 
band, which is real funny and real 
foreign. I hate to think of guys backing 
me up. I’ll never get used to that, but it's 
the way it is. As a trade for that. I’ll get 
more freedom to do what I want to do." 

Lou Cortelezzi’s smokey sax, a Mink 
DeVille trademark, is gone. Tm going to 
use less saxophone on the next few rec¬ 
ords," Willy warns. “I’m a big lover of 
saxophone, but I'm sick of seeing it on 
Air-Gel commercials. If I see someone 
else on TV driving in a '59 pink Cadillac 
with a sax, I'll throw up." 

Which brings us to why he wants to 
drop the “Mink” title; he's only recently 

10 



JACKSON BROWNE 
LIVES IN THE BALANCE 

Jackson Browne is that rare kind of artist 
whose songs about love and life always 
seem to strike a chord in each of us. 

Lives In the Balance is Jackson Browne's 
newest album. Eight new songs that join the 
ranks of all his classics. 

Lives In the Balance is a thoughtful, 
sometimes poignant, and always exhilirating 
album. 

Featuring the single, "For America." 
Produced by Jackson Browne 

A 
ASYLUM 

On Asylum Music Cassettes, Records, and 
Compact Discs. 
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SoMC omposers Series 
The Ultimate Sampled Sound Library 

The first comprehensive professional library produced by professionals for 
your musical needs. It has simply the newest and best sounds available. 
Mastered digitally, sampled perfectly, the Unique Library provides a consistent 
format from one disk family to another. 

Now available for the Ensoniq “Mirage” 
Each set contains ten disks. The ten types of disks are: drums, percussion, bass, 
comp 1, comp 2, sustained, brass, strings, orchestra hits and disk #10 — 
a very special disk. Each ten disk set is $199. 

Now available for the E-MU “SP-12” 
Each set contains four disks. Disk #1 is kick, three snares (center hit, rim shot 
and sidestick), tom and three hi-hats (closed, foot closed and open). Disk #2 is 
complimentary percussion in the low registers. Disk #3 is complimentary 
percussion in the high registers and disk #4 is a group of sequences designed to 
demonstrate the sounds. Each four disk set is $99. 

• The First Families of Sounds available are: London, N.Y., L.A., R&B, R&R, 
Classical, Comedy, Spiritual, Islands and X-Rated. 

• Great demo cassette available — $5.00 
• Check or money order (U.S. funds only) 
• Allow 3-6 weeks delivery, rush orders add 10% 

KMUSE INC 

Dealer inquiries contact Kevin Kent 
Technical info write Arne Schulze 
Call 818-703-1562, or write: 

18653 Ventura Blvd., Suite 359, Tarzana, CA 91356 

begun to care or even acknowledge 
who Willy DeVille is. 

“My second manager had a real taste 
for the high life. He liked tall blonde 
models, long limousines, and he did a 
lot of cocaine. He was also blowing all 
my money doing it. After a while, I 
realized he was bleeding me dry, so I 
got a shark to get rid of him. Then I had 
to get rid of the shark, which got real 
dirty. He was garbage. He was harder to 
get rid of than any disease. He was 
harder to kick than drugs. But now I’ve 
got a great manager. He helped get me 
out of the drug thing. With his help, I'm 
going to start building Willy DeVille's 
career. I’m a snake shedding my skin.” 

From the start, DeVille's music was 
passionately romantic. Drifters’ records 
became real life, and real life an attempt 
to realize the dreams those records 
held. Unfortunately hard drugs hold a 
perverse charm for romantics, if only as 
an escape from the real world. 

DeVille insists his drug days are be¬ 
hind him, but there are still some bills left 
to pay. “I’m still dodging lawsuits from 
my first wife. I still can't be seen in too 
many clubs. I’d really like to take my 
new wife out dancing—I feel like a kid 
with her—but I can't. When I was really 
drugged out, with my first wife, I never 
wanted to go anywhere. With my new 
wife, I want to go out and do all the things 
I didn’t do for years. At the party at Lime¬ 
light celebrating the release of the new 
record, I had to have four guards at the 
doors to make sure my first wife didn't 
show up. She could come in with a pis¬ 
tol, she's that nuts. I’m not being melo¬ 
dramatic. She's fucking crazy." 

DeVille’s apparently put drugs and 
bad management behind him, but what 
lies ahead? He's got some projects in 
mind: He’s midway through writing a 
book of Jim Carroll-esque short stories, 
and he’s been talking with Mark Knop¬ 
fler about producing the next LP, but the 
need to change pervades DeVille’s 
every professional move. “I don't want 
to be the Lenny Bruce of rock ’n’ roll. 
One of the things that fucked me up was 
the whole New York thing. They encour¬ 
age you to be a junkie here. Look at 
Johnny Thunders. He falls off the stage, 
too fucked-up to play, and people cheer 
him. That’s camp. In New York, you 
have to be funny, you have to be campy. 
They want you to fail, to fuck up. Then 
they can enjoy you and laugh at you. I’m 
not about camp. I’m real.” 0 

Coup de Ville 
Willy DeVille sings through Shure ball 
microphones. Live, he uses a Gibson Les 
Paul, a James Trussard, and a Wash¬ 
burn, all played through Fender Twin 
amplifiers. He writes primarily with a Gib¬ 
son J-200 acoustic. The new traditionalist 
also likes to tinker with a Yamaha DX7 and 
an Emulator. 
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IQ B ynthesizers have changed the concept of recording forever. Whether its a 4 track 
I in your bedroom, or a 32 track automated digital in New York the synth is one of 
the most powerful tools at your disposal—if you play keyboards. The Ibanez MIDI Guitar 
System opens up a world of possibilities to the recording guitarist. 

If you would like to take advantage of all the currently available technology to make your 
recordings first rate, but didn’t know where to begin, start by going down to your nearest 
Ibanez dealer and spend a few minutes with the Ibanez MIDI guitar system. The choice 
will become very clear. 

• Completely polyphonic, with string bending, the Ibanez MIDI guitar system has all the 
capabilities of whichever synth you choose, plus the subtlety and nuance only a 
guitar can provide. 

Ibanez MIDI guitar system—Take the next step into the future. 

• Each string can be assigned to its own MIDI channel or synth, giving the player the 
flexibility of using more than one sound at a time. Our electronic tremolo arm can con¬ 
trol several different synth functions while the assignable control knob on the guitar 
enables the player to modify the program without returning to the synthesizer. 

• A system this unique also calls for an uncommon guitar. The IMG2010 has graphite 
reinforced neck construction for stability and rich, even harmonics. Specially designed 
pickups give this guitar a full-bodied, expressive tone, while the original, clean lines 
of its shape set it apart from conventional instruments. 

For a full color catalog send $2.00 to: Ibanez, depl MG3 • P.O. Box 886, Bensalem, PA 19020 • 3221 

Producer Way, Fbmona, CA 91748-3916 • P.O. Box 2009, Idaho Falls, ID 83403 • In Canada: 

6969 Trans Canada Highway, Suite 105, St-Laurent Quebec. Canada H4T1V8. 
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Windham 
Hill 

By Josef Woodard 

MUSIC THAT ELEVATES 
OR MERELY MUSIC 
FOR ELEVATORS? 

T
here's a new dance craze 
sweeping the country. Coast to 
coast, they’re doing the Glaze. 
A sedentary dance, no floor is 

necessary—only a disposition towards 
the musical equivalent of a Vermont 
spring afternoon. An aptitude for still¬ 
ness helps, too. 

In increasingly impressive numbers, 
old folks, young folks, and mostly folks 
somewhere in between, are snatching 
up the goods from Windham Hill rec¬ 
ords. There is no longer any escaping 

the music, or philosophy, institutional¬ 
ized by the company built by Will Acker¬ 
man and his ex-wife Anne Robinson. 
George Winston's aw-shucks piano 
doodlings now permeate hipper restau¬ 
rants and boutiques. Socially correct 
get-togethers flaunt designer water and 
the solo guitar musings of Michael 
Hedges, Alex de Grassi and Ackerman 
himself. Record stores pump Windham 
Hill's soothing atmospherics through 
their house systems, confidently en¬ 
snaring new converts and guiding them 
to the special Windham Hill record sec¬ 
tions conveniently located cheek to jowl 
with the jazz bins. Multi-artist concert 
programs (“An Evening with Windham 
Hill") pack large venues with enthusias¬ 
tic crowds, who nestle into their seats 
and wait for Windham Hill's musical 
serum to take effect. And as pianist 
Scott Cossu takes the stage and begins 
to sprinkle his myriad of variants on a C 
major arpeggio for the willing throng, 
anxiety magically melts into the ether. 
Social malaise becomes history. The 
dance begins. They're doin' The Glaze. 
Such seemingly innocuous music 

has managed to spawn what is argu¬ 

ably the most influential music industry 
trend of this decade. Following Wind¬ 
ham Hill's lead (not to mention sales fig¬ 
ures) major and independent labels 
alike are helping to spread the gospel of 
Glaze. Meanwhile Windham Hill, eager 
to protect its hegemony and obviously 
willing to go with the economic flow, has 
finagled its own major label distribution 
(with RCA yia A&M), launched several 
subsidiary labels, and is currently test¬ 
ing the waters tor, among other things, 
a film division, a publishing company 
and a laser disc project. 

For all its wispy New Age vibe, it's fit¬ 
ting that the company’s headquarters 
are located in Palo Alto, well within the 
high-tech shadow of Silicon Valley. 
These days the business of the counter¬ 
culture is business, and Windham Hill is 
here to stay. 

Will Ackerman is inclined to agree. 
“One of the ironies of this entire situation 
is that Windham Hill is regarded by 
many as this mellow bastion," he grins. 
“There's probably this image of Will 
Ackerman sitting around in a fern-be¬ 
decked office in a very contemplative 
manner.” Well? “In point of fact, my 
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blood pressure went to 210 over 140 a 
couple of years ago and they were say¬ 
ing. 'You're going to have a heart attack 
and we don't mean next year.' But I feel 
that I’ve gone through that, and things 
are saner now." 

Sitting in his high-ceilinged living 
room—a view of verdant woodscape 
through the picture windows of his Mill 
Valley home—Ackerman certainly ap¬ 
pears to have matters well in hand. His 
athletic, blond on blond countenance 
suggests a water polo player who has 
since become intoxicated by the spiral 
of his own success. Though his duties 
as Windham Hill CEO propel him into 
fairly constant motion, he hasn't relin¬ 

quished his artistic ambitions; our first 
interview was postponed a day so that 
Ackerman could record a song for a 
sampler LP that he'd written the night 
before. He claims to be wary of 
capitalist excess, and speaks with re¬ 
spect of his grandfather, a cautious 
banker back in Ohio. He denies that 
Windham Hill's success was due to en¬ 
trepreneurial shrewdness: “This com¬ 
pany wasn't based on any brilliant dem¬ 
ographic analysis...it was just a matter 
of going into a sector of the musical 
community and finding a wealth of tal¬ 
ent and material to draw on." You know, 
like Berry Gordy. 
Demographics do play a big part in 

ALBENIZ 
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FM 42119 

IM 37848 IM 36679 

ON CBS AND CBS MASTERWORKS RECORDS, CASSETTES AND COMPACT DISCS. 
'CBS/ 'Masterworks,'' Afi) are trademarks of CBS Inc. © 1986 CBS Inc. 

JOHN WILLIAMS-THE MASTER OF GUITAR 
BRINGS ECHOES OF CONDON TO AMERICA! 
John Williams has set the stage 

for two very special events this 

spring! First, the release of his brilliant fl 

new album, “Echoes Of London? a J 1 

spirited collection of classical and 4 
popular music celebrating the city of 

London. Second, the announcement , 

of John Williams’ first U.S. tour in ■ , 

more than a decade! 

As a consummate Masterworks 

artist for nearly twenty years, John 

Williams has recorded virtuosic per-

formances of every major composition for 

the classical guitar. His contemporary 

and experimental adventures, also on 

Masterworks, extend his range of reper-

toire to thoroughly enhance his status— 

as the modern master of the guitar. 

We are extremely proud that an artist \ v \ 

of such legendary stature has entrusted \ 

this extraordinary wealth of recorded 

musk to the performance of a singS^v^Q^AA-À \ V \ ' 

creative partner...CBS MasterwortC-^ÙA A \ \ \ V' 
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the saga of Windham Hill, however. The 
tradition of homegrown stylists dream¬ 
ing up etudes in the privacy of their liv¬ 
ing rooms and performing them at local 
folk hangouts is at least as old as the 
early-60s folk revival. The Vanguard 
and Takoma labels enjoyed modest 
success with just such a format in the in¬ 
tervening decades. So why should 
there be such hoopla generated now 
over music that, ten or twelve years ago, 
would barely have filled a coffeehouse? 
The answer is simple—demographic 
synchronicity. That ubiquitous baby 
boom generation, weaned on music as 
a cultural life force during the 60s, alien¬ 
ated from modern pop trends yet simi¬ 
larly unsympathetic to the heady con¬ 
cerns of modern jazz, has discovered 
in Windham Hill a tastefully happy 
medium—music to unwind from a com¬ 
puter terminal by. And it's an aesthetic 
that Windham Hill is happy to reinforce. 
Their catalog is a steadfastly clean line. 
Recordings are top-notch, pressings 
crisp, graphic cover designs spare and 
uniform. (Cover photographs, like the 
music, are often vaguely impressionis¬ 
tic.) Nor do ungainly dissonances, 
harsh timbres, blue notes, funny meters 
or swing feels intrude once diamond 
strikes vinyl. Nothing, in other words, to 
shake Windham Hill’s image as a safe 
emotional harbor from the world's abra¬ 
sions. it's angst-free instrumental folk 
music, or your credit card back. 

True, Will Ackerman hadn't set out to 
find gold in them California hills, and its 
discovery probably surprised him more 
than it had John Sutter. Having dropped 
out of Stanford, he’d first founded Wind¬ 
ham Hill Builders (the name came from 
a Vermont inn where he’d once lived), 
while honing a guitar style in the vein of 
John Fahey and Robbie Basho. Then in 
1975, mostly as a lark, he recorded an 
LP called In Search Of The Turtle's 
Navel (Sting take note) with a little fiscal 
help from his friends. 

“I had to have a minimum order of 
300, so I literally called the record 
presser to say, ‘Forget it,"' he recalls. 
“Then Annie came through with the 
bucks. I fully expected to have two or 
three hundred records sitting in a 
closet. We did discover that if you left 
them on a radiator, they curved into the 
rough shape of an ashtray. I thought 
there might be a market for that. But that 
was as far as my vision went." 

The ashtray concept proved prema¬ 
ture; other guitarists, such as Acker¬ 
man's cousin Alex de Grassi, helped 
sell enough records to keep all the 
players in custom-made instruments 
and the fledgling label solvent. By 1978 
Will and Anne were ready to quit their 
day jobs. 

“We made a promise to ourselves," 
Ackerman explains. “If the bastard 
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Nothing Voices 
Your Keyboard Like JBL. 

No system this size. No system this portable. No 
system in this class. Has ever been infused with this 
much power. This spectrum of wide-range frequency 
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your music deeper, higher, and through a broader more 
complex mid-range than any other system of its kind. 

Big power and consistent sound quality from end to end 
are the result of the 4628's perfectly integrated 3-way 
system design. The long-throw woofer gives you the 
deepest, strongest bass in any cabaret-size speaker. 
The 8' cone delivers an exceptionally accurate 

midrange for smooth, warm sound, faithfully capturing 

UBL 
)BL. Incorporated 
Harman International 
8500 Balboa Boulevard 
Northridge. CA 91329 

Available m Canada through Gould Marketing 

the tonal textures of your music without the hard 
edginess common in other systems. 
And the patented Bi-Radial™ horn features wide, 

consistent dispersion, projecting strong, silky highs to 
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the excellence of its sound, with pro-rugged overall 
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stands up to the hard knocks of the road year after year. 

Now there’s a system for capturing the range, clarity, 
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Cabaret Series System. Put it to the test at . 
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didn't live and breathe by itself, the hell 
with it. But it didn't falter; it got up off the 
table and started dancing around.” 
Many a noble small record company 
has felt the agony of defeat, but Wind¬ 
ham Hill was beginning to feel its oats. 
Then came The Miracle. 

In 1980, though advised against it, 
Ackerman decided to cut an album by 
a barefoot piano player named George 
Winston. At a production budget of 
$1720, Winston’s solo piano debut, Au¬ 
tumn, has since earned gold record 
status (500K units sold) in three coun¬ 
tries, and it's still selling. His music 
clearly struck a fat major seventh chord 
with the public, who perhaps discerned 
in his simple ramblings a Keith Jarrett 
sensibility, albeit with Jarrett's knotty in¬ 
trospection, dynamic tension and per¬ 
sonal belligerence thoughtfully de¬ 
boned. The music press initially took a 
liking to Winston’s musical grasslands; 
a four star review in Rolling Stone and 
a glowing notice in this publication 
helped spread the news about a music 
that took the DIY punk axiom to nice 
wholesome ends. 

The rest of the industry also rallied to 
support Windham Hill—after all, here 
was music that executives might 
genuinely like. Windham Hill had al¬ 
ready learned how to survive quite com¬ 
fortably outside the traditional distribu¬ 

tion network; its own specialized audi¬ 
ence had been efficiently tapped 
through New Age health and book 
stores, Mom and Pop record stores, 
even via direct mail. So by the time their 
independent operation began to "show 
its belly in the water," as Ackerman put 
it, and he went to woo Hollywood, major 
distributors were understandably re¬ 
ceptive. As a result, Ackerman’s deal 
with A&M provided Windham Hill with 
an unusual degree of autonomy. 

“Herb Alpert and Jerry Moss used to 
pack up records in a garage, and I think 
there was a lot of empathy there,” Ack¬ 
erman observes. “They gave me com¬ 
plete quality control—picking the vinyl, 
pressing, tape base. I could release as 
many or as few records as I wanted." 

Through A&M, Windham Hill has infil¬ 
trated new territory; Japan has turned 
out to be a particularly strong market, an 
affinity that may have as much to do with 
the Oriental-style packaging and Wind¬ 
ham Hill’s understated, co-operative 
business structure as the music. The 
company, for all its success, is certainly 
a model of promotional restraint; they 
don't rush product, advertising is scant, 
and the label roster has currently con¬ 
gealed into a tight, nearly impenetrable 
family. Winston hasn't even released a 
record in years. 

“We didn’t set out to break rules,” 

says co-founder Anne Robinson, “we 
just set out to do what we felt was right— 
not jamming something down people’s 
throats, treating people honestly and 
hoping they would do the same back.” 
Though Windham Hill’s business ac¬ 

tually increased by a rather astounding 
1000 percent in one year, Robinson is 
quick to debunk any talk of an overnight 
sensation: “We've been working hard 
for ten years, thank you. The average 
compounded growth is about 180 per¬ 
cent a year. I would prefer that it weren’t 
this year, because if you have a snow¬ 
ball of growth growth growth, it gets un¬ 
manageable. We limit releases for a 
very good reason; if there are too many, 
we can't get involved in them. I don't 
want to see our energy dissipated.” 

One unique aspect of the A&M deal 
allows Windham Hill continued inde¬ 
pendent distribution to their non-tradi-
tional market. They service a mailing list 
of 90,000 names—talk about a subcul¬ 
ture!—and Robinson is proud of it. “Ev¬ 
erything in our catalog sells just fine, 
thank you. We're not out advertising and 
pimping." 

Windham Hill’s industry profile was 
also boosted measurably by its appear¬ 
ance on, and almost immediate domi¬ 
nance of, the jazz charts, a develop¬ 
ment Ackerman credits to some pas¬ 
sionate lobbying by Billboard's Sam 

Seymour 
Duncan 

c 1985 Seymour Duncan, 203 Chapala Street, Santa Barbara. CA 93101 

I’ve always loved the sound of 
old basses with their solid, warm 
tone. I also love the new sound 
with a snappy almost lead guitar 
tone. I wanted to design a new 
pickup that could get both 
sounds, a deep bass and the 
extended range needed for pop¬ 
ping high end. 
My new active EQ Bass pickups 
begin with a low impedance 
design with fewer coil windings. 
This reduces noise, extends the 
frequency range, and starts with 
a good flat response. A built-in 
circuit board preamp accurately 
boosts the signal for plenty 
of outout. 

Then I added 3 EQ switches 
built right in the pickup so you 
can choose eight different peak 
frequencies. Tailor the sounds to 
enhance lows, highs, or mids 
right on the pickup. With only 
one instrument, you can play 
solid back up bass, or take the 
spotlight with a snappy 
lead tone. 
I make direct replacement Active 
EQ Bass Pickup Systems for 
P and J Basses and a combina¬ 
tion P-J. Check them out at your 
local Seymour Duncan dealer, or 
send $2.00 for my color brochure 
with full information on all 
mv oickuDS. 

What’s Active EQ” 
Bass Pickups? 
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The formation of the group 
Bass Desires finds bassist/ 
composer Marc Johnson, 
guitarists John Scofield and 
Bill Frisell and drummer 
Peter Erskine collaborating 
on an album of eclectic allu¬ 
sion! Witness the reggae-
inspired "Molo Highway," the 
country/oriental rocker 
"Samurai Hee-Haw” and the 

featured on this newest 
recording from the Keith 
Jarrett Trio are Stella By 
Starlight," "The Wrong 
Rlues" and "Falling In Love 



Sutherland. But the regular appearance 
of records like Autumn atop the jazz list¬ 
ings sticks in the craws of many jazz 
cognescenti, for whom Windham Hill 
and their ilk are imposters, usurping 
jazz’s natural audience while bilking its 
prestige. Now epithets abound—hot 
tub music, yuppie Muzak.... 

The critical stigma clearly bugs Ack¬ 
erman. "I'm pissed as hell when I hear 
charges that Windham Hill is a nice mel¬ 
low little label. I defy anyone to listen to 
Hedges on “Aerial Boundaries" or “Rick-
over’s Dream” or the whole new Shad¬ 
owfax record and say that. Darol Anger 
was recording with [David] Grisman on 
Warner Brothers; why suddenly, be¬ 
cause we signed him, should he be rel¬ 
egated to insignificance? Obviously I’m 
defensive when I hear it.” 
One response has been Windham 

Hill’s Magenta label, coordinated by 

veteran producer Steve Backer, who 
previously put together the adventurous 
Novus jazz series for Arista. Magenta’s 
first three releases bode well: Mitchell 
Forman's stout fusion exercises are ba¬ 
lanced by Anthony Braxton's slightly 
skewed readings of standards, and a 
fine set of solo piano by Richard 
Beirach, whose intense, feral style is the 
perfect antidote for George Winston's 
underkill-overkill. Another Windham 
subsidiary called Open Air features ef¬ 
forts by an a cappella group (the Ny¬ 
lons) and Canadian pop/folk artist Jane 
Siberry. And Winston’s own Dancing 
Cat label kicked off with a re-release of 
Professor Longhair's decidedly unmel¬ 
low classic Rock 'n' Roll Gumbo. 

Windham Hill will still do The Glaze, of 
course. But with so many imitation mod¬ 
els dogging their footsteps, it certainly 
can’t hurt to diversify. And perhaps 

that's where Windham Hill's true signifi¬ 
cance lies, as the manifestation of a 
dream, or let us say concept, for a gen¬ 
eration keyed into prosperity without 
Machiavellian means, culture without 
pretension or intellectual hurdles, and 
vacations in Vermont. A blend of puritan 
work ethic, Woodstock Nation self-re¬ 
liance rhetoric and simple musical 
cheer, Windham Hill has prospered 
without succumbing to industry blight. 

“This is not a boy scout camp or a re¬ 
ligious cult or anything else. We’re a dis¬ 
parate group of people," Ackerman ob¬ 
serves. “But we're working together in a 
very cooperative and ethical way. We're 
a privately held corporation. We've 
never owed a penny to anyone. We 
haven’t issued stock.” He pauses, then 
brightens with a thought. "It’s a very 
conservative philosophy really. As if you 
were living in a small town in Ohio.” 0 
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THE FUTURE OF MUSIC 
IS ELECTRONIC 

With the future of drumming 
so closely linked to the future 
of the rest of music, pro¬ 
gressive drummers— those 
who know where the future of 
music is going—are going 
electronic. They're going elec¬ 
tronic because they want a 
drum system that can adapt to 
any need, any sound, any sit¬ 
uation. And. they're going to 
Simmons because they don't 
just want any electronic 
drums; they want the best. 

Simmons Electronic Drums 
are already being used in the 
studio and in concert more 
than any other. 

SIMMONS SDS7: 
ENTER TOMORROW'S 
WORLD OF MUSIC 

TODAY 
Acknowledged as today’s most 
advanced drum set, Simmons' 
SDS7 modular percussion syn¬ 
thesizer places the contempo¬ 
rary drummer firmly in the 
future of total electronic 
capability. It offers limitless 
analog and digital possibilities 
(as well as sampling), so that 

you can create and program 
virtually any sound you want. 

But, as futuristic as the SDS7 
is, its reliability, playability and 
ease of operation has been 
designed with you, today's 
drummer, in mind. See and 
hear for yourself at your near¬ 
est Simmons Drum dealer. 

(SIMMONS) 
Group Centre. Inc. 23917 Craftsman Road 

Calabasas. CA 91.302 (81«) 884-2655 
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Divinyls 
By J. D. Considine 

WILD, LOUD, MEAN 
AND CRUDE: YOU'VE 
GOT TO LOVE ’EM 

T
here's something wonderfully 
out-of-control about a Divinyls' 
stage show. It isn’t simply the 
music, though the brash com¬ 

bination of semi-metal guitars, swag¬ 
gering drums and high-impact mel¬ 
odies is as close to irresistible as 
mainstream rock gets. No, what makes 
the live performances especially mem¬ 
orable is their almost palpable intensity. 
Most bands simply play music; the Di¬ 
vinyls seem to inhabit their songs. 

Especially singer Christina Amphlett. 
With her ability to shift from a girlishly-
sweet warble to a shriek that seems 
swiped from somewhere in The Exor¬ 
cist, Amphlett is utterly riveting on rec¬ 
ord. Onstage tonight at the Ritz, though, 
she sings as if possessed. 
Stomping about the stage in dark 

stockings, garters and an undersized 
schoolgirl’s dress, she manages to turn 
the refrain of the Easybeats’ “Make U 
Happy” into something just short of a 
threat, as if “I’ll make you happy, just like 
your mommy said" were a promise to be 
at once desired and feared. When she 
leaps up on the drum riser to perform an 
offhand hula during the guitar break, it’s 
clear that there's more going on here 
than the music alone. 

Thus, it isn't entirely surprising to hear 
what Amphlett figures she’d have done 
were it not for rock 'n' roll. 

“If I wasn't doing what I was doing,” 
she says nonchalantly over dinner, “I 
think I’d be an axe murderer, or some¬ 
thing like that.” 

Bassist Rick Grossman, seemingly 
taken aback, laughs. “An axe mur¬ 
derer? I wouldn't have thought you'd 
have been an axe murderer. I’d have 
thought you would have been...." His 
voice drifts off as he tries to think what 
she would have been, and Amphlett 
laughs. “I dunno," he finally decides. 
“Like someone who tried, maybe, to do 
something, and sort of. ..” He pauses, 
searching for words, “...died in the pro¬ 
cess." 

This puts the table into hysterics. 
“Like trying to do long flights in a little 

airplane,” Grossman elaborates. 
“The first woman to win a Grand 

Prix—in a billy cart!" suggests new 

drummer J.J. Harris (who replaced 
Richard Harvey last August). 

Amphlett, clearly delighted, laughs. 
“Well, that’s very nice of you," she tells 
Grossman. “Thank you." 

"Well, I’m not being that nice," 
Grossman demurs. “I'm not saying you 
would have actually achieved it...." 
And Amphlett laughs all the more. 
There are five Divinyls in all, but the 

band is very clearly centered on Am¬ 
phlett and guitarist Mark McEntee. Part 
of that is because the two write most of 
the material—although guitarist/key-
boardist Bjarne Ohlin also turns in 
tunes—but an even greater part has to 
do with the way their personalities de¬ 
fine the band. 

The two hooked up in Sydney, Aus¬ 
tralia, back in 1980. McEntee had been 
working as a sort of freelance guitarist, 
"living from fretboard to mouth" as he 
puts it, while Amphlett’s musical outlet 

at the time was singing in a choir. “I had 
been doing this thing, singing for nuns 
and priests in this bloody choir, and it 
was like a religious thing, almost. I was," 
she says, looking for the words to sum 
up her situation, “kind of, ummm....” 

“You were the odd one out," prompts 
McEntee. 

“Well, I was,” she agrees, “and I didn't 
know what I wanted to do, so I found my¬ 
self in this situation. And then Mark 
came along, and said, ‘Why don’t we 

write together?’ Which was very nice of 
him, and got me out of that." 
“And into something far worse,” 

smirks McEntee. 
After recruiting Ohlin, bassist Jeremy 

Paul (who left the group in 1982) and 
original drummer Richard Harvey, the 
Divinyls began working at a pub in the 
Kings Cross district of Sydney. Not 
exactly a tourist attraction, Kings Cross 
is known not only for its rock 'n' roll, but 
also for its sleazy street life, prostitutes 
and junkies. Hardly the same as singing 
for the nuns. Before long, the Divinyls 
were drawing capacity crowds, build¬ 
ing an audience and a curious set of 
performance practices, like Amphlett’s 
tendency to pour whole pitchers of 
water over her head in midsong. 

“Well it cools you down!” she says. 
“I've done shows where I’ve fainted, 
right? I’ve had to be picked up and 
stood there. I'll just keel over because of 

the heat, 'cos the place is packed and 
sweaty, and you're dizzy....I mean, I 
used to douse the audience—every¬ 
body would be soaking wet.” 

“We used to have an oxygen bottle,” 
adds Grossman. “When we hadn't real¬ 
ly gone into the bigger pubs, we were 
getting big crowds in a smaller pub. You 
just couldn't breathe." 

The pub circuit is a sort of national 
training ground for Australian musi¬ 
cians. “It works in a totally different way 

Mark McEntee and Christina Amphlett: not just another bar act. 
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over there, where a band will form and 
will spend years playing without think¬ 
ing about making a record,” explains 
Grossman. “They'll spend two years in 
those places playing, and then they 
make a record. While in England, and 
here in a way, you can have an artist 
signed by a record company, make a 
record, and then they’ll get a band to¬ 
gether to go out and promote the record. 
Australian groups have to play bars first." 

“You're just not taken seriously unless 
you go through that process,” Amphlett 
agrees. “In Australia you must go 
through and pay your dues.” But, she 
adds, just because they play the pubs 
doesn't mean that all Australian bands 

are basically bar acts. “I get annoyed, 
because there is this stigma that a lot of 
Australian bands are just pub bands. 
We just work a lot live. There's no rules, 
everybody goes through separate 
things. But Midnight Oil, INXS, Mental 
As Anything, Hoodoo Gurus, Church— 
you name them, they've all come 
through the pubs.” 

“It's very exciting playing in the 
pubs," says Grossman. “And you get a 
genuine reaction at a lot of those 
places. You don’t get people standing 
there who won’t dance because the guy 
next to them won't dance. If they like 
you, they'll show it. And if they don't like 
you, they’ll show that, too.” 

Elliott Randall 

Farmingdale 

'Pro's , ,v. . X- . 
Studio legendipari tne. Premier 

bee NY guitar scene for over a 
de. In the "played with" portfolio: 

"Nils Lofgren, Bo Dldley, Sha 
Na Na, Steely Dan. 

In the “TV” portfolio: Saturday Night 
Live, David Letterman. 

“On Broadway" portfolio: Grease, 
Jesus Christ Superstar. 

“The Flicks" portfolio: Fame, Clast 
of '84, Blues Brothers. 

When it comes to guitar expertise, 
the Pro's Pro wins It all hands down. 
And when it comes to strings, Elliott 
Randall uses D’AddarioüLLIjû's and 
XLS520's on his guitar£kr1&L170’s 
or XLS560’s on his electric bass. 

I» a Studio legendt 
part one. • 

The rowdiest, most demonstrative 
crowds particularly favored the Di¬ 
vinyls. The band was never especially 
fashionable—“We're the band every¬ 
body loves to hate," jokes Amphlett— 
but they managed large-scale success 
early on, thanks to the single “All The 
Boys In Town" and the soundtrack from 
Monkey Grip, a dark Australian film 
about heroin addiction that Amphlett 
disliked intensely. 

Monkey Grip, or as Amphlett puts it, 
“that bloody movie about heroin," is not 
something the band particularly likes 
talking about. “I was so depressed, 
complains Amphlett. “I've never even 
seen the whole film. You know, you do 
things....” She looks away and adds, “I 
feel embarrassed about that film, so 
let's not talk about it. It always comes 
up. Everybody knows about it, and it up¬ 
sets me.” 

In all honesty, though, one of the 
reasons the American press is so curi¬ 
ous is that almost nobody in this country 
has ever seen Monkey Grip. “Yeah, 
thank God," she spits, “just so nobody 
bloody does.” 

“You’re getting to really hate the movie, 
aren’t you?" says McEntee. “Yeah, well, 
I do,” Amphlett moans, ‘"cos it's de¬ 
pressing. And over here, you wouldn’t 
understand it and wouldn’t be able to 
relate to it. You couldn't, it’s a very paro¬ 
chial Australian film.” 

Perhaps one reason Amphlett so dis¬ 
likes the film is that it subverts the Di¬ 
vinyls’ music, imposing meanings 
based on the action of the film. For a 
singer who needs to identify as strongly 
with her material as Amphlett does, no 
doubt that’s quite painful. This isn't to 
suggest that Amphlett cherishes her 
work because it’s essentially confes¬ 
sional; as McEntee puts it, “When you 
write a song, it’s really just a story. It 
doesn’t necessarily have to relate to 
you, you don’t have to tell your life story." 

But, Amphlett insists, “it's gotta be 
real. That’s still important to us. I can't 
get onstage and sing it unless I really 
believe it. So a lot of songs that come 
into the Divinyls from people, have al¬ 
most to be tailor-made, which is a 
shame. It’s frustrating for others, some¬ 
times, but I've really got to believe in the 
lyrics.” 

“I’ve got a lot of different things inside 
me. What’s great," she adds, brighten¬ 
ing, “is that, gradually, more stuff has 
come out. It's just something that keeps 
on developing, and I’m always trying to 
find different ways to do things that will 
suit the song. I always try and interpret 
the song. I love it, because then I’m get¬ 
ting out a lot of things, emotional things. 
A lot of our songs are emotional re¬ 
leases. I’m not one of those frustrated 
people who only gets to do one thing. I 
think I’ve got a lot of scope, and I'm al-
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lowed a lot of range. It’s very satisfying 
in that way.” 

Satisfying in a completely different 
way has been the success of “Pleasure 
And Pain," the first single off the band's 
second LP What A Life! The song, writ¬ 
ten by Holly Knight and Mike Chapman, 
was bestowed upon the band almost 
out of the blue. Chapman, himself Au¬ 
stralian, had been a long-time Divinyls 
fan, and, Amphlett says, “told Chrysalis 
about the band. They signed us be¬ 
cause of Mike's recommendation." 

No surprise, then, that when McEntee 
and Amphlett found themselves dis-

DIVINYLS SOLUTIONS 
Mark McEntee does most of his writing and 
playing on a single-coil, Les Paul-styled 
Guild he bought a few years ago for all of 
$300. "I don't know how old it is," he says, 
“but it's the best I've got." In fact, the 
guitar's hollow body gives it such a reso¬ 
nance, he used it instead of an acoustic 
guitar for What A Life! “But people will 
never see it live; it's too good." Onstage, 
the Guild is replaced by a Gibson, a 1980 
single-coil Les Paul. His other guitars are 
a Rickenbacker 12-string (boasting a 
customized 12-piece bridge) and a mid-
70s Strat with a maple neck and extra-
wide frets. His amps are Marshalls, his 
strings D'Addarios (.010 to .052), and his 
Korg pedal rack includes a compressor, 
chorus, echo and a graphic equalizer. 

Bjarne Ohlin plays a '62 Stratocaster 
through a Marshall 800 JCM, using Boss 
digital delay, chorus and equalizers. His 
strings are also D'Addario (.011 to .052), 
and he uses a 73mm pick. His main 
synths are a Yamaha DX7, augmented by 
a TX7 FM Tone Generator and a Prophet 
5. He also has an Emulator, although 
that's largely reserved for special effects, 
including the backing vocals on "In My 
Life. ” “We use that instead of tape or extra 
players, ” he explains. The synths are sent 
through a Roland mixer, with a Yamaha 
R1000 reverb and D1500 delay reserved 
for keyboard effects. 

Rick Grossman s main bass is a Stein¬ 
berger he bought just before recording 
Desperate, with standard Rotosound 
Swing Bass strings instead of the double¬ 
ball kind. This is fed through a Gallien-
Krueger 400 head and into an SVT 810 
cabinet reloaded with two Gauss; 15-inch 
speakers. His only effect is a Boss 
chorus, and his backup bass is a '65 Pre¬ 
cision bass with a Badass bridge and a 
brass nut. 

j.j. Harris plays a Tama Superstar kit, 
consisting of three rack toms, one floor 
tom, an 8-inch snare and 22-inch kick, 
with Remo pinstripe and black-dot 
heads. His cymbals are Zildjian and 
Paiste— a 14-inch high-hat, a pair of 
Chinese cymbals and a pair of 19-inch 
crashes—and he uses Tama hardware 
and pedals. All this is pounded with 
Promark 5A sticks. 

Christina Amphlett uses a blue neon 
tube of her own devising, and brandishes 
a custom-made axe in “Guillotine Day." 
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satisfied with the mixes Gary Langan 
gave the five tracks he had produced 
for What A Life!, they arranged to go to 
L.A. and have Chapman fix things up. 
Says Amphlett, “Mark and I went over to 
ask him to mix the album, right? And 
while we were there, Holly rang him up 
and sang the chorus of ‘Pleasure And 
Pain.' And then Mark played him ‘Sleep¬ 
ing Beauty,' and he really liked that, and 
wanted to record those two songs." 

Despite Chapman’s reputation for 
pop perfectionism, he took a hands-off 
approach to working with the Divinyls. 
“Mike just said, ‘Well, here’s the song,”’ 
Amphlett reports. "He showed us the 
chords, and then we Divinyl-ized it. We 
got into the studio and did it. And he was 
delighted. He was funny, because he's 
a bit sensitive about whether or not we’d 
like it, y’know? Then he didn’t even say 
anything, he just let everybody do what 
they do. So it very much became a Divi¬ 

nyls song.” 
“Mike's a rock ’n' roll person,” McEn-

tee says. "When you work with some 
people in the studio, they’re tempted to 
put their own thing on it. You know that 
attitude—‘You guys stick to playing the 
guitars; we'll fiddle with knobs in here.' 
Mike's not like that at all. He really knew 
what the band was about, and could 
pull the best out of us.” 

Curiously, although the Divinyls seem 
eager for their crack at America, after 
merely skimming the surface with their 
debut album, Desperate, they're not 
particularly set for stardom. They seem 
a bit taken aback by their enthusiastic 
acceptance so far; as Amphlett said, 
"We’re not used to people liking us.” 

Perhaps that’s why they still identify 
with what Amphlett describes as “more 
of the down and out kind of person. 
Street kids, people like that. We’ve done 
shows with street kids—Rick helped put 

together a whole show these kids wrote. 
And a lot of these people relate to us; we 
have an empathy with them, we care 
about them. Maybe that’s why we get 
down and do things more about that 
side of life, because maybe those kind 
of people have to relate to us.” 

“Also,” says Grossman, “Sydney is a 
very big place, very spread out. A lot of 
groups, when they start to get popular, 
give in to that temptation to just do big 
concerts, to cut back and not play for 
those kids. Yknow, it’s amazing how 
much they appreciate that you’re actu¬ 
ally going out there and playing." 

“We've always tried to make our¬ 
selves accessible to an audience that 
maybe can’t afford to pay enormous 
amounts of money,” adds Amphlett. 
“But I don't want you to get the wrong 
idea, here. I mean, we're not do-good¬ 
ers.” She laughs. “We're not nice 
people. We’re assholes." 0 
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LL COOL] 
He Has Seen 
Rap ’n Roll Future 

L Cool J may have the 
same casual b-boy 
look, the same Rush 

management company, and 
may come from the same 
Queens, New York neighbor¬ 
hood as rap rulers Run-DMC. 
He may be a bit player in the 
same movie, Krush Groove. 
However, at seventeen, the 
former James Todd Smith is 
quick to point out that he has 
his own style. 'Tm more hard¬ 
core,” he asserts, referring 

to the sturdy, electro-fat¬ 
tened beats on his debut Def 
Jam LP, Radio. "I don’t [at¬ 
tempt to] crossover. Also, 
I’m more literate—literate 
and tough.” 

A rapper for seven years, 
Cool J’s first 12-inch release, 
“I Need A Beat,” sold over 
100,000 copies with little 
airplay and virtually no pro¬ 
motion. His album is ap¬ 
proaching gold status, sell¬ 
ing 100,000 copies in two 
weeks—a Springsteenian 
velocity. Devoid of sing¬ 
songy smoothness, the rap¬ 
per's forceful warbles come 
off braggadocious and 
funny. But he can also get 

mushy, courting girls with 
lines like "when you ring my 
bell/ Perfume I smell/ The 
aroma passes through my 
brain cells.” “He’s a poet," 
says Rush publicist Bill 
Adler. Citing his creative in¬ 
spiration for “I Want You” and 
“I Can Give You More,” the 
performer himself adds: “I 
saw New Edition making 
money catering to the 
females, but I don’t sing—so 
I did it my way.” 

Rhythm tracks chilled out 
to the bone further separate 
LL from the hip-hop pack. 
They’re neither wimpy nor 
vampy, guaranteed to be a 
nuisance or haunt your brain 
fuzz. It’s mostly been the lat¬ 
ter. Rick Rubin, who had a 
concept to “reduce (not pro¬ 
duce) the streetest records 
around,” foresaw that. An 
integral part of the Cool J 
explosion, Rubin “heard 
Run-DMC and thought: 'This 
is how these type of records 
should sound.’ Run-DMC 
seemed a bit too polished, 
too musical. And 'Sucker 
MCs’ didn't have any hook." 

To make LL's sound big¬ 
ger, badder, fiercer and 
more devastating, Rubin 
mixes two drum tracks (one 
treated with gated echo) way 
above the vocals in his 
minimalist mix. He also takes 
months off between songs 
“to think about beats that feel 
right and make the most 
sense.” 
Radio is basically selling 

itself. But Columbia, Def 
Jam's distributor, is using 
LL’s ingratiating personality 
and its own pop market clout 
to expand the performer’s 
base. That means prime TV 
appearances, special post¬ 
ers, and a video of the latest 
single, “Rock The Bells.” 
“Based on the response 
we’ve gotten," a Columbia 
executive says, “LL Cool J 
has the potential to be a long¬ 
term artist.” 

— Havelock Nelson 

FINE YOUNG CANNIBALS 
They Want to 
Make You Cry 

he English Beat? 
Bassist David Steele 
recalls his former 

band not fondly, but well. 
“We didn't like each other 
very much and we wrote 
crappy songs,” he snorts. 
Although his curt dismissal 
of a group once beloved by 
many might seem a bit harsh, 
he’s got no time for nostalgia 
now. Along with fellow Beat 
alumnus Andy Cox (guitar) 
and new kid Roland Gift 
(vocals), Steele is one of the 
Fine Young Cannibals, a 
soul-flavored pop combo 
that’s already created a stir 
in England and Europe. 

They had a devil of a time 
getting started. Following 
the demise of the Beat in 
1983, Steele and Cox began 
looking for a someone to 
front their next project. They 
advertised in the British 
music papers. MTV an¬ 
nounced the job opening, 
and hundreds of tapes 

poured in. No luck. “We 
found lots of average per¬ 
formers,” Steele recalls, “but 
nobody that was incredible.” 

Discouraged after a year 
of searching, they finally re¬ 
membered Gift, a sorrowful¬ 
voiced singer they'd met 
when his band Akrylykz 
opened for the Beat way 
back when. The trinity was 
complete. Taking their name 
(for no particular reason) 
from the 1960 Robert 
Wagner-Natalie Wood film 
AH the Fine Young Cannibals, 
Steele, Cox and Gift com¬ 
menced to make tasty 
sounds together. 

Though delighted with the 
album, Steele doesn't hesi¬ 
tate to describe the Canni¬ 
bals’ tunes as “miserable.” 
That is, “miserable in a sad 
way, not in a bad way. We 
intend to be depressing. 
Woody Allen once said that if 
he’s made one person un¬ 
happy, he’s achieved his 
goal. That's our aim with 
music. We feel that if we’ve 
made one person cry, we’ve 
accomplished something.” 

- Jon Young 
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CIRCLE JERKS 
A Chip Off 
the Old Punk 

\N 
e’re not a punk band," 
says Keith Morris the 
short, hoarse singer of 

Los Angeles' Circle Jerks. 
"That would be one of the 
last descriptions that I would 
want to use. My dad was a 
punk. My dad was in a motor¬ 
cycle gang. When he was in 
high school, him and a 
couple of his friends would 
tie the principal to a chair 
and make him at knife point 
say certain things on the PA 
system. A lot of the lyrics I 
write are direct influences 
from my dad and his friends. 
The kids nowadays are not 
like that. The kids nowadays 
have a bit more intelligence. ’’ 

Morris isn't entirely confi¬ 
dent on this last point, but he 
seems ready to test it. The 

Circle Jerks have just re¬ 
leased Wonderful, their first 
album in almost three years, 
with a heavy-metal parody 
as its centerpiece. “The sar¬ 
casm is there,” Morris says, 
“but a lot of the kids don’t like 
it. They have certain expec¬ 
tations of what we’re sup¬ 
posed to be.” The kids also 
expect the Jerks to be faithful 
to the L. A. punk scene, which 
the band's new lineup isn’t. 
“What we've done,” says 
Morris, who along with guitar¬ 
ist Greg Hetson remains from 
the 1979 lineup, “is incorpo¬ 
rate a couple of guys that 
have never played this type 
of music before. They’ve 
never seen what goes on at 
our shows." Drummer Keith 
Clark joins the Circle after 
playing lightweight pop in 
20/20. Bassist Zander 
Schloss rose to minor star¬ 
dom crooning an inspired 
rendition of the 7-Up jingle in 

the film Repo Man. “It’s em¬ 
barrassing,” the least likely 
Jerk says, “that people rec¬ 
ognize me for being a nerd in 
a movie rather than—’’ 

“Being a nerd in the Circle 
Jerks,” Morris interjects. 

“No-o-o-o. Being a hard¬ 
core punk, man.” 

Despite the line-up 
changes, the band hasn’t 
changed its approach. Won¬ 
derful is less a departure 
than a rehashing of old for¬ 
mulas, like chunky guitar 
lines and mock-hedonist 
lyrics. If it’s boring...well, they 
never promised you anything 
more. “We’re just a bunch of 
jerks," Morris says. “Do you 
find us interesting? Stimulat¬ 
ing? We're just like the guys 
on your street washing their 
cars Sunday afternoons." 
You couldn’t ask for a better 
description of rock’s fore¬ 
most beach punks. 

- John Leland 

Jazz Rules, OK? 
When Lee Abrams talks, 
radio stations listen; the 
creator of FM’s album-
oriented rock (AOR) format 
is one of the most respected 
programming consultants in 
the business. So the thirty-
four-year-old Abrams made 
quite a stir in January when 
he declared that jazz “will be 
the next big thing." 

Before you start scanning 
the dial for Sun Ra, take 
heed: the jazz Abrams is talk¬ 
ing about is more the “new 
age” style of George 
Winston, Jean-Michel Jarré 
and Vangelis. This stuff re¬ 
minds Abrams “of progres¬ 
sive rock in 1966.” 

Despite Abrams’ creden¬ 
tials, not all AOR stations are 
eager to follow him into yup¬ 
pie Sominex land. But 
perhaps his clout, plus the 
success of an act like Sade, 
will stretch some program 
directors’ minds, if not ears. 
After all, how many times can 
even they listen to “Stairway 
To Heaven”? 
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TUXEDQMOON 
Crazier than the 
Average Band 

uxedomoonisnota 
band with a plan. 
Since forming in 1977, 

the group has navigated it¬ 
self with all the foresight of a 
blindfolded gypsy. They’ve 
relocated from San Fran¬ 
cisco to Brussels, and par¬ 
ticipated in diverse musical 
outings—from scoring bal¬ 
lets and avant-garde perfor¬ 
mances to embarking on the 
more traditional rock tour. 

The scattershot approach 
keeps the sextet from estab¬ 
lishing a sonic niche, so it's 
ironic that their recent Holy 
Wars album met with cries of 
sell-out; the record's neo¬ 
classical leanings stray from 
the dissonant sounds that 
brought Tuxedomoon a cult 
following. "If this is commer¬ 
cial," co-founder and multi¬ 
instrumentalist Steve Brown 
says, “then that’s great be¬ 
cause somebody's changed 
and it hasn't been us." 

The stubbornly unconven¬ 
tional band members keep 
out of musical ruts by main¬ 
taining the group as a back-
burner project. “Tuxedo¬ 
moon isn’t a nine-to-five job,” 
Brown explains. “It's a bunch 
of artists, musicians and film 

makers who get together 
when they feel like it." Live 
shows have long included 
film and video imagery. 

Musically, Tuxedomoon 
traces a quirky post-punk 
pattern, taking in the melodic 
monotony of a funeral dirge 
and the sporadic cacophony 

of a Salvation Army band 
jam. Instruments range from 
guitar to flugelhorn—Brown 
himself plays piano, key¬ 
boards, saxophone and 
clarinet. The result is often 
jolting and jarring and not 
exactly laden with hooks. 

“We keep experimenting," 

Brown says, “taking risks 
and screwing around 
onstage. A lot of other 
[bands] seem to get scared 
or jump onto a safe island 
and stay there. I don’t know, I 
guess that we’re just crazier 
than the other guys." 

- Michael Kaplan 

Smugglers Blues 
Tape piracy is more than a 
thorn in the side of the music 
industry. It’s more like a sep¬ 
puku gash, judging by the 
hair-raising revenue loss es¬ 
timates issued by the Inter¬ 
national Federation of 
Phonogram and Videogram 
Producers, or IFPI (Faces, 
November 1985). The prob¬ 
lem is that the mostly third-
world countries where piracy 
is rampant do not have any 
intellectual-copyright laws. 

Exporting illicit recordings 
to copyright-respecting 
countries, on the other hand, 
is a criminal offense. Last 
December 13, U.S. customs 
agents in New York arrested 
the co-owner of an Indone¬ 
sian record and cassette 
manufacturer and dis¬ 

tributor. Anthony Dharma-
wan Setiano was charged on 
January 6 with copyright in¬ 
fringement and U.S. customs 
laws violations. 

Setiano's company, P.T. 
Inexco, handles some notori¬ 
ous pirate tape labels. He 
had reportedly offered to sell 
360,000 allegedly illicit re¬ 
cordings, at $1.45 each, to a 
New York-based dummy im-
port/export corporation set 
up by the Recording Industry 
Association of America. Last 
fall Inexco shipped that cor¬ 
poration approximately 
5,000 tapes, fraudulently in¬ 
voiced as blank; these were 
seized by U.S. customs 
agents at New York's JFK 
Airport. An earlier shipment 
of allegedly illicit samples 

came via diplomatic pouch 
through the Indonesian con¬ 
sulate in New York. Setiano 
pled not guilty to the charges 
at an arraignment hearing 
January 17. His arrest was 
possible only after the RIAA 
“enterprise" convinced him 
to come to New York to 
finalize a deal. 

Setiano allegedly de¬ 
scribed his company as hav¬ 
ing a production capacity of 
2.6 million tapes a month; 
Inexco's promotional litera¬ 
ture indicates distribution in 
Asia, Africa, the Mideast and 
South America. The Indone¬ 
sian consulate’s involve¬ 
ment—the RIAA claimed the 
commercial attaché 
negotiated for Setiano and 
was promised a commis¬ 

sion—underscores the tricky 
problems in dealing with in¬ 
ternational piracy. 

“This is going to put more 
pressure on the Indonesian 
government to clean up its 
act and give copyright pro¬ 
tection," says an IFPI 
spokesperson. Adding to 
that pressure is Inexco's 
bootleg records of the Live 
Aid concerts, seized by 
police in Italy. The govern¬ 
ment of Singapore, another 
hotspot of pirate taping activ¬ 
ity, has at least acknow¬ 
ledged the issue and claims 
to be working on legislation. 
Whether Indonesia follows 
suit, in light of Inexco's ag¬ 
gressive international mar¬ 
keting, will be a function of 
quiet diplomacy. 
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TASCAM Sam says, "Get it while it's 
hot! Order up a Ministudio to go from 
a participating dealer, and we'll 
throw in the works: a "Getchagoin' 
Pack" ($150 value), with everything 
you need to get started. No extra 
charges, no hunting for components, 
and no waiting!" 

"ONErWITH 
RYTHING 
O GO." 

This is the hot one. Battery-
powered and totally self-
contained, the Ministudio is 
flexible, powerful, yet easy 
to use with professional 
results using standard audio 
cassettes. 

With all the goodies in 
your FREE "Getchagoin' 
Pack," you're ready to record 

— right now. Plug in the 
responsive MC-10 Cardioid 
mike. Add lightweight 
HP-308 headphones. A PS-P1 
power supply that frees you 
from battery worries. Studio-
proven, alcohol-free TRC 
recorder care kit. Ten pro¬ 
quality, TEAC tapes. A thick 
stack of TASCAM track 
sheets. Plus books: "Are you 

ready for multitrack?," a 
handy technical reference 
and "The MultiTrack Primer," 
with tips and guidelines 
from setups and calibration 
to proper recording 
techniques. 

It's a tasty deal from 
TASCAM Sam: "Get it quick, 
and you get it all." But hurry, 
supplies are limited. 

TASCAM 
TEAC Professional Division 

7733 Telegraph Road, Montebello, CA 90640 • (213) 726-0303 

Ministudio is a trademark of TEAC Corporation of America 





R
O
N
 
D
E
L
A
N
E
Y
 

T
O
M
 R
E
U
S
C
H
E
/
R
E
T
N
A
 

■ om Petty’s a rich, famous 
K rock star cruising down Sun-
K set Strip in his red sports car, 

pulling into a private parking 
space and loping upstairs to the office of 
his manager, one of the top dogs in the 
music business. Is he happy? You bet 
he’s happy. Why is he happy? 
“Did you know we've got the number 

one country song this week?” Petty asks. 
He tries to act like it’s no big deal but he 
can't keep from breaking into a smile. It is 
a big deal. He's really proud. “It's Rosanne 
Cash's version of Never Be You,' a song 
me and Benmont wrote. It’s the number 
one country song this week." He lights a 
cigarette and says quietly, “I’m particu¬ 
larly pleased about that.” 
Tom Petty & the Heartbreakers (Ben¬ 

mont Tench, Stan Lynch, Howie Epstein, 
Mike Campbell) have been based in Los 
Angeles for more than ten years now. 
Some of their fans probably don't even 
realize the band was transplanted from 
Gainesville, Florida. But Petty’s delight in 
topping the C&W charts is one more re¬ 
flection—after last year’s theme album 
Southern Accents—of the Southern soul 
still stirring in this Hollywood rock star. 

Not that Petty hasn't always displayed 
the rock 'n’ roll equivalent of traditional 
Southern values: appreciation for hard 

Tom Petty 
Pulls 

Together 

The 
Southern 
Soul of a 
Hollywood 
Rocker 

work, a mistrust of silliness, an inclination 
toward understatement. These qualities 
have helped the musician produce solid 
work for a decade, but may have also kept 
him from crossing over into the sort of 
mega-stardom reserved for performers 
more willing to risk making fools of them¬ 
selves. 

Petty has never pursued fame outside 
rock ’n’ roll’s boundaries; he refuses in¬ 
terviews with People magazine, doesn't 
make movies or go on TV talk shows, has 
yet to sing on an all-star charity anthem. 
Like good athletes, Petty and his band 
never show the effort behind their work. 
They don’t grimace, they don’t scream, 
they don’t pound their fists on the floor. In 
1985 they finally made one concession to 
the far rafters at their arena shows: They 
allowed a bit of flashy lighting and a few 
special effects. Even this small nod to the 
Age of Prince met some resistance. 

“My attitude toward the shows is old-
fashioned,” says guitarist Mike Campbell. 
“I would go out with just a couple of spot¬ 
lights and set the amps up on the floor. In 
arenas maybe that’s not fair to the guys in 
the back. When I go to a rock show, if 
they're playing great and I can just see 

their faces, I’m happy. But in the bigger 
places there is a responsibility to give the 
people a little bit more than music. More 
power to it if it works. I just hope it doesn't 
cross the line into being pretentious.” 

Being pretentious is probably the last 
thing Tom Petty's band ever has to worry 
about. They're way too solid and no-non¬ 
sense for that. In fact, they’re so unas¬ 
suming that it’s easy to forget just how 
good they are. Listening to Tom Petty's 
six studio albums back to back proves 
that he has created work of consistent 
substance. It also demonstrates a con¬ 
ceptual intelligence too often ignored by 
those dazzled by blatant displays of En¬ 
glish Major imagery or impressed by 
chords trembling under the weight of 
ninths and thirteenths added clear up the 
keyboard. The band's 1976 debut, labeled 
“punk rock” in those naive days of the last 
hippies, is full of great songs that grab lis¬ 
teners in the first bars and yank them into 
the band’s mood. Everyone knows the 
liberating "American Girl” and the hungry 
“Breakdown”—but lesser bands have 
built careers on songs less joyous than 
“Rockin' Around,” and less moving than 
the haunting "The Wild One, Forever.” 
The Heartbreakers’ next LP, You're 

Gonna Get It! (1978), was recorded under 
pressure and perhaps had too much of the 
garage in it. But “Listen To Her Heart” 
managed to be at once uplifting and de¬ 
fiant, and there are plenty of bitter parti¬ 
sans who’ll bend your ear about how that 
record was Petty’s high point—“Before he 
went commercial." 

If Damn The Torpedoes was going com¬ 
mercial, everyone should go. Hung up by 
legal wars and faced with the possibility of 
never recording again, Petty, his band, 
and producer Jimmy Iovine fashioned a 

By Bill Flanagan 



Declaration of Independence that finally sent the Heartbreak¬ 
ers' fortunes through the roof. "Refugee," “Don't Do Me Like 
That,” and “Here Comes My Girl” were the hits that defined 
Petty's sound for radio fans and still form the backbone of his 
public image. The album had lots of other great rockers, and 
a couple of numbers—“Louisiana Rain" and “Even The Los¬ 
ers”—that demonstrated Petty's skill as a senstitive, though 
never sentimental, lyricist. So charged were the Heartbreak¬ 
ers at that time that in 1985 Lone Justice scored their lone hit 
with a version of "Ways To Be Wicked,” a leftover from the 
1979 Torpedoes sessions. 

Having made his commercial breakthrough, Petty resisted 
the temptation to make Torpedoes 2,3 and 4. Hard Promises 
(1981) was a slower, more moody album than any of its prede¬ 
cessors. “The Waiting”—with its unpunky message of pa¬ 
tience and fidelity—was a hit. Like the LP’s other stand-out 
tracks (“You Can Still Change Your Mind," “Insider”), that 
song flipped over rock clichés to examine grown-up perspec¬ 
tives and responsibilities. Among the tunes tossed out for not 
fitting the mood of Hard Promises was “Stop Draggin' My 
Heart Around," which was scooped up, dubbed over, and put 
out with the Heartbreakers’ backing intact by Stevie Nicks. 

Petty's next record, 1982's Long After Dark, was more up¬ 
beat (he was heading out and touring and needed songs that 
could rock arenas) and even more powerful than its predeces¬ 
sors: “Straight Into Darkness” was subtle and true in its 
evocation of the way exultation can disintegrate in spite of the 
best intentions of everyone involved. In that song Petty set his 
scene with a novelist's eye for symmetry and detail, describ¬ 
ing the death of a romance from an airplane seat, where the 
narrator is watching the lights beneath him disappear as his 
flight ascends. 

“I don’t believe the good times are over,” the singers vows 
in the final verse. "I don't believe the thrill is all gone. Real love 
is a man's salvation. The weak ones fall; the strong carry on.” 
Then he adds the stoic punch line: “Straight into darkness.” 
Because such sentiments were attached to tunes concise 
and danceable, a lot of people overlooked just how good the 
album was. Long After Dark was sometimes dismissed asjust 
a good rock 'n' roll record. As if that were an easy achieve¬ 
ment, as if that were a backhanded compliment. 

Following the Long After Dark tour Petty built a studio at his 
California home and toyed with the idea of recording an 
album without the Heartbreakers. He wrote a sheaf of songs 
about the American South and eventually re-enlisted the 
band to record it. With more than an LP’s worth of Southern 
songs, Petty struck up a friendship with Dave Stewart of the 
British duo Eurythmies, and together they wrote some offbeat 
tunes (“Don’t Come Around Here No More,” “It Ain't Nothin' 
To Me.” "Make It Better") which, despite roots in R&B, were 
later decorated with arrangements that can only be called 
psychedelic. There were delays while Petty and the band 
tried to figure out what to do with all the material (their record 
label balked at Petty’s choice: a double album), and a crisis 
when Petty broke his hand and doctors thought he wouldn’t 
play guitar again. 

But by '85 the hand was okay and an LP called Southern 
Accents, which combined the best material from all the re¬ 
cording sessions, was a hit. The LP proved how far Petty is 
willing to stretch his songwriting, not only musically (the 
songs written with Stewart raised the most eyebrows among 
America-firsters) but lyrically; "Spike" was written in the voice 
of a Southern bully picking on a punk rocker, the title song 
from the perspective of a hobo. 

Christmas of '85 saw the release of Pack Up The Plantation, 
a live double album, and early '86 a concert video that dis¬ 
played a more relaxed, outgoing Petty than fans had been 
treated to before. The Heartbreakers sounded great at Live 
Aid, and were enlisted as Bob Dylan's backing band at Farm 
Aid. That musical marriage worked so well that all involved 

Petty, Lynch, Dylan, Epstein, Campbell & Tench 

decided to extend the alliance. In early '86 Dylan, Petty, and 
the Heartbreakers played in Hollywood, tearing through re¬ 
hearsals for a joint tour of Australia and Japan that would (at 
least) turn up in the USA as a TV special. 

If Dylan was out to assert his famous will on the band, he 
found in the Heartbreakers a unified personality: men who 
aren't easily shaken and always keep their eyes open. After 
one early rehearsal—before everything was running 
smoothly—Dylan listened to a tape of the playing and won¬ 
dered aloud if they weren’t making “hospital music." With the 
deadpan that has shriveled a thousand weak souls Dylan 
said. “It sounds like a Neil Diamond record." "Oh yeah?" re¬ 
plied the unflapped Petty. “Which one?” 

For his part, Petty seemed most excited about buying a 
new pick-up truck for his father back in Gainesville. “It was the 
most fun I ever had," the singer laughs. “You can buy yourself 
everything, but doing something like that really tickles you!" 

Petty used to have a reputation as a reluctant interview. His 
family background has rarely been discussed. Now he’s 
more comfortable talking about personal matters. Maybe that 
reflects his rapprochement with his Southern roots. Maybe it's 
just part of growing up. 

"My father did a lot of things," Petty explains. “His last job 
was selling insurance. When I was growing up he had a gro¬ 
cery store in the black part of town. They used to put me out to 
play with the black kids until the store closed. I don’t know if 
that had any effect on me.” Petty has a funny way of cracking 
the corner of a smile. It leaves you unsure if he’s kidding, or 
just deflating his own tendency to romanticize. “He also drove 
a truck selling wholesale dry goods—anything from cigar¬ 
ettes to handerchiefs on cardboard sheets. He came from a 
farming family. Mostly he sold insurance. He's retired now. 
He's always been in Gainesville." 

Is his mother equally proud of her son’s success? "My mom 
died in '81,” Petty says quietly. "That was unfortunate. But at 
least she lived long enough to know I was all right.” 

MUSICIAN: "One Story Town" and "Hometown Blues" had a 
real sense of "Let me get out of this small town before it kills 
my spirit!" Southern Accents saw you reapproaching that old 
home town, finally seeing something worthwhile there. Have 
you come around that way in your thinking? 
PETTY: Maybe I have. I don't think I would've written Southern 
Accents if I’d been living there all this time. I wouldn't have 
seen it the same. I've been gone for so long that going back I 
saw it quite differently. I think if you grew up in a big town you’d 
have the same frustrations to get out of there. It's part of figur¬ 
ing out what you want to do with your life. I think you've got to 
go somewhere else once. 

John Cougar seems content with his small town. Which is 
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fine. I think there's something to be said for both sides of the 
fence. It's more just going out beyond the boundaries you 
were given and having a look around. 
MUSICIAN: Sometimes your perspective changes drastically 
over the course of a song. “Rebels " starts out as a song about 
a contemporary man and woman having a fight and as it 
progresses you get in the whole Civil War. 
PETTY: I don't really know why I did that. I sat down and just 
wrote the lyrics out, then picked up my guitar and put some¬ 
thing to it. I just read in your magazine that I got the "Most 
Muddled Use of History award" for that song. Which is proba¬ 
bly fair enough. If you go to some places in the South the Civil 
War is still very present. You can go into a 7-11 and buy stick¬ 
ers that say, “Hell no, we ain’t forgettin'!" and “Lee surren¬ 
dered—I didn't!” There’s a million phrases: “Rebel by birth, 
American by choice.” Since that album people send me 
things all the time. I could really be taken wrong if somebody 
walked into some rooms in my house—'cause there’s some 
real horrific things. 

What spurred that verse on was that when I was in Atlanta I 
was noticing all that stuff about the Civil War around—rebel 
flags. It’s still handed down father to son—just a little bit. I 
don't know if that makes them prejudiced or what. Downtown 
Atlanta looks like The Jetsons, but if you go two hours in any 
direction, you can hit a whole other kind of animal. You hit the 
woods and these guys who have no idea what’s going on two 
hours away. I was writing about the frustration of these guys. 
They don't even know why they're frustrated! They say 
“Daddy says it's like this, but when I go out the door it ain't like 
that. Where do I fit in?” That's what I was writing about. I wasn't 
really trying to nail down history. 
MUSICIAN: Southern Accents was divided between the obvi¬ 
ously Southern songs like "Rebels," and the more off-beat 
songs you wrote with Dave Stewart, like “Don't Come Around 
Here No More. " 
PETTY: When we wrote “Don’t Come Around Here No More” 
we thought the phrase itself was a Southern phrase. And I 
found it interesting to put it in a “psychedelic” context. When 
we wrote that it was more of an R&B song. Listen to it: [s/ngs] 
“Give it up!" We were trying for almost a Marvin Gaye feel. 
Then I just got carried away with that single. Dave and I 
worked on that single for months. That song could have come 
out as ten different records depending on what faders were 
up. There was one version where it was double time all the 
way through. There were a couple of drum tracks, a couple of 
different bass tracks. On the radio at the time you never heard 
anyone doing anything unexpected. You kind of knew where 
the whole thing was going. You didn't hear things go out. 

It was just for the fun of it; psychedelic music isn’t even 
meant to last. It’s just meant to get you from here to there. Be¬ 
fore when it was all going on it ended up at James Taylor. It 
was really just to stir things up. I'm surprised it's gone on to 
become as popular as it has. I didn't know anybody else was 
even thinking about it. Shortly after we did it, Prince came out 
with a record that was sort of psychedelic. Now I see people 
all over town with little glasses on. 

Some people criticized me for that, because they thought 
I'd left the Southern Accents theme. But I never intended to 
tell the story of the South on a record album. I couldn’t possi¬ 
bly do it. People say, “What about the black experience?" 
Well, what about it? I wasn’t trying to make an album you 
could put on to understand the history of the South. It’s a 
phonograph record! 
MUSICIAN: Were you thinking at all of Randy Newman's Good 
Old Boys when you made the album? 
PETTY: You know. I completely forgot about that album until 
Southern Accents was about to come out. Somebody men¬ 
tioned it to me and I went into a state of shock. “Oh God ! I for¬ 
got all about that!" 
MUSICIAN: “Spike" reminds me of Newman’s “Pretty Boy": 

“Have we got a tough guy here? A tough guy from the 
streets?" 
PETTY: Right, yeah. Most of Southern Accents is written in 
character. Randy Newman's one of the best character writ¬ 
ers. A lot of people who write songs these days think it’s al¬ 
ways got to be about them. That's very limiting. It's always 
“Me, You, Me, Me”: it's always got to be how I feel about this 
and it's all very serious. But you can reveal yourself through 
characters. You can get out, you can say things you wouldn't 
say. I used to worry about it, but now I don’t think everything 
you sing should be your creed, should be how you live your 
life. Or you’re going to limit what you can say: you’re going to 
intimidate yourself. 
MUSICIAN: Walter Becker said that he and Donald Fagan 
used characters to say things they believed—but wouldn’t 
want to admit to in ther own voices. 
PETTY: Exactly! You draw a line in your subconscious. You 
say. “I don't want to say that." But really, if we were sitting hav¬ 
ing a drink, I might lean across the table and say that. I might 

JL nearly blew it 

there. I almost 

didn’t play 

anymore, i nai 

had a huge effect 

on my brain. I was 
i 

getting ready to 

rowdy myself off the 

end of a cliff. ” 
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not want to live by it, but I might say it. Or I might think it. So 
yeah, it does free you up to do that. 
MUSICIAN: Now the down side of that is that some kid can 
take you literally. You sing “Spike” and somewhere out in the 
crowd maybe there's one drunk kid with a stars and bars t-
shirt and a bad attitude saying, “Yeah! That's right! Let's find 
some little punk rocker and kick his ass!" 
PETTY: Yeah, but you can’t allow for stupidity. You've got to be 
smart enough to figure that out or else I can’t worry about you. 
Also, it presents the argument to these kids. But yeah, that is 
something you have to think about. I guess ol' Ozzy's in a lot 
of trouble [Ozzy Osbourne is being sued by the parents of a 
fan who they say was inspired to kill himself by Osbourne’s 
record “Suicide Solution"]. You have to think about it. You 

“The groove is the important thing. We work on that.” 

have to draw your own lines there. You have to think [sm/7es], 
“If this is dangerous to society perhaps I shouldn't do it.” You 
can't let the lowest common denominator dictate what you're 
doing. You have to shoot for the highest. 
MUSICIAN: You sing “Spike" in a funny voice. Was that so 
people would realize right off that this nasty character talking 
wasn't Tom Petty? 
PETTY: It just came out of me that way. We recorded it first in 
a sort of heavy metal version, all electric. I even had a couple 
of different verses. Then one night I was home playing it on 
my acoustic guitar in a different key—’cause there was a 
capo on the guitar—and I came up with this whole other feel. 
I said, "Wo—this might be the way to go!" I actually brought 
the band by at four or five in the morning and we did it. Every¬ 
thing’s live on that take. They didn’t even hear that arrange¬ 
ment until we started to play. The take was twenty minutes 
long. I just cut out the best bits and put it together. That's one 
of my favorite tracks on the album. 
MUSICIAN: Do you ever picture other singers when you're 
using different voices? Ever say, "I'm going to sing this one 
like Otis Redding, this one like Dylan"? 
PETTY: Not any more. I did that on the first couple of albums, 
just for communication's sake. We'd say, “Why don’t you try to 
make this sound like Wilson Pickett?" Or Mick Jagger. But by 
around the time of Damn The Torpedoes I didn't even think 
about it. As a matter of.fact, I try to avoid singing like Dylan, 
just because I don't want to seem like I’m imitating him. I have 
been conscious of that. 
MUSICIAN: Is it strange to be in band behind Dylan? 
PETTY: I like it. Quite a bit. It's a real good experience be¬ 
cause after this many years you can forget exactly what it's 
like to have somebody else out front. It’s easy for me because 
I can understand exactly the little insecurities that creep in, 
and why a singer gets frustrated. It's also kind of fun—in that 
the heat isn’t always on me. I'm getting a lot better on guitar. I 
get to play a lot more guitar than I ever get to play with the 
Heartbreakers where I have to sing all the time. 

Usually when someone gets up with the band they're not 
very good, or you think, “Shit, Id rather sing this myself 'cause 
they aren’t doing it right.” But when you’ve got Bob Dylan 
there, it's perfect. There's very few people we'd do this for. 
Musically it’s the most satisfying thing I've done in a long time. 
MUSICIAN: It's been a long time since Dylan played with a 
self-contained band. 
PETTY: I think he's enjoying that, too. But you can’t do it unless 
the two styles complement each other. It was just a lucky thing 
and I think we all realized it. When we were doing the Farm 
Aid rehearsals we all said, “This is really more than twenty 
minutes worth of stuff here." 
MUSICIAN: Is it tough for you and Mike Campbell to avoid 
bumping into each other with a third guitarist? 
PETTY: Probably, but it’s an interesting thing to be playing 
and not know who's going to take a solo. Someone'll start and 
you just look for your hole. If Bob or I are starting to disinte¬ 
grate. Mike'll jump in. Sometimes we all play a solo at once 
which sounds really interesting. There's kind of an unspoken 
thing, “If you’re blowing it get out of the way.” It's a very guitar 
oriented thing. 

Musically, Bob’s certainly thrown everything at us he can. 
Which is very good for us because there’s not many people 
around who can really stretch us like that. Not to sound egotis¬ 
tical, but there’s so few people you can really learn anything 
from. Maybe he'll throw out something from the Gershwins— 
or something with a lot of chords that rock 'n’ roll players nor¬ 
mally wouldn't play. But our attitude has been that anytime he 
pushes us, we're gonna push back. You’ve got these two ele¬ 
ments there; it’s not really like six guys—it’s like two. He 
throws this and we say, “Okay, we'll throw this back." But it's 
not a competition. I’ve learned some chords doing this. 
MUSICIAN: Everyone has awe for Dylan as a songwriter and 
performer, but I'm surprised he's teaching you chords. 
PETTY: He's a very good musician. He's not to be taken 
lightly. You don’t survive that long if you're not good. We’ll play 
a song one way one day and maybe that song’ll have a com¬ 
pletely different set of chords the next day. Instead of ques¬ 
tioning that we just do it both ways. But we might say, “Bob, I 
think it’s better the other way." And if it is, he's willing to go 
your way. We're not tiptoeing around him. 
MUSICIAN: Musically, one of the nicest qualities about the 
Heartbreakers is that the band doesn’t rush things. You notice 
it most in Michael's guitar solos because so few real good 
players have that virtue—but it’s true of the whole band: They 
don't rush, they don’t steamroll the song. 
PETTY: We work on that. The groove is the important thing. 
With players like this you don’t really worry about what they’re 
going to play. You just worry about hitting the pocket. If we can 
hit a pocket that feels right, they’re just naturally going to play 
the right thing. Once it all locks, our training is to just hold that 
pocket. Just hold that, don't think about it—because once you 
think about it you can hear that on the tape. 
MUSICIAN: Did you play in a lot of cover bands when you were 
young? 
PETTY: Yeah, that was all we played. I started playing for 
money when I was about fourteen. Back then no one was real 
interested in hearing original songs. I guess it’s still the same 
way. In England people want to hear what a group has to say. 
One of the problems over here is that until you make a record 
nobody's very interested. We used to play in this bar where 
they were really down on originals so we'd say, “Here's one 
by Santana” and just play one of our own. A lot of the songs 
that I hear groups covering now are the songs we used to play 
all night back then. The Animals and Creedence and all that. 
MUSICIAN: For all the bad things about playing covers, it does 
teach a band an awful lot about songwriting. 
PETTY: I think you've got to do it if you're going to learn any¬ 
thing. It’s the only way to really figure it out. I can't imagine not 
starting that way. It certainly did us a lot of good. Today I worry 
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First Impressions 

BY JACKSON / CHARVEL 

The Charvel Model 6, under $900. 

For more information on the Model 6 and ten^ther new 
priced from $399 to $899; write: The Charvel Cuitar Company, 
P.O. Box 2344, Fort Worth. TX 76113 •. _ 



“I don’t think everything you sing should be your creed, how you live your life. You’ll intimidate yourself.” 

because when I was doing it the top ten, the stuff on AM radio, 
was really good music. I don't know, maybe I’m getting older 
but it seems like if you had to do that now it could be a frighten¬ 
ing experience! In the 70s we used to go down to hotel bars 
and hear guys playing disco and think, "God, what are you 
going to learn from that?" 
MUSICIAN: You always have a strong sense of melody. Now 
and then—in songs like "Anything That's Rock 'n' Roll," "You 
Can Still Change Your Mind"—I hear a real Beatles influence. 
PETTY: Yeah! People don’t notice that the Beatles were a 
huge influence on us. They always go to the Byrds or the 
Stones, who were big influences on us, but the Beatles were 
enormous. We were particularly into the Beatles. They were 
just so good. God, they were good. A lot of people miss it. We 
don't sing like the Beatles but I think we've inherited that sort 
of melodic sense. I hope. 

The Everly Brothers have been a huge influence on us, too. 
It's almost silly to say that because they’ve been an influence 
on everybody. Not even speaking of harmonies; melodically 
Don Everly had a huge influence on me. Still does. Listen to 
the middle eight on my song “Finding Out”—that's completely 
influenced by Don Everly. 

We grew up at a time when music was really rich and good. 
All those influences slowly meld into something. We were al¬ 
ways trying to do it our own way—we weren’t trying to copy 
people. It all just mixes up and something of your own comes 
out of that. 
MUSICIAN: Did you ever think Jimmy Iovine pulled kind of a 
fast one when he suggested giving "Stop Draggin' My Heart 
Around" to Stevie Nicks? 
PETTY: No. He didn't because I wasn’t going to use it. We had 
about five songs that weren’t going to make it onto the album 
{Torpedoes) and that was one of them. I don't know if it 

would’ve been a big hit with just me singing it alone; it 
sounded more like a blues. Jimmy’s probably pulled other 
fast ones, but I don't think that was one. Lone Justice was 
probably a fast one [laughs], “Ways To Be Wicked" was left 
over from Damn The Torpedoes Mike and I just never thought 
it was finished. It’s only got one verse! We tried to cut it and 
weren't really happy with it. We completely forgot that song, 
Jimmy dug through his old tapes and found it. 
MUSICIAN: Well, it’s now kind of in to do songs with only one 
verse that's repeated over and over like a second chorus. 
Your friend Dave Stewart does that a lot. Speaking of "Ways 
To Be Wicked," I thought it was pretty funny that this year's 
born-again Christian was singing she wanted someone who 
“ain't afraid to stick it in"—and it was getting radio play. 
PETTY: I've had a few chuckles about that myself. When a girl 
sang the song it completely changed the innuendo factor. 
MUSICIAN: Mike Campbell wrote the music for "Boys Of Sum-

Petty Vices 
“I’m using a Vox AC30 amp most of the time," T.P. says. A descen¬ 
dant of the Super-Beatle? Hell no, says Tom: “It was around be¬ 
fore the Super-Beatle. It’s a very old model. The new ones are still 
pretty good. It's a tube amp. It’s not a really big amp, but it's very 
versatile. I use that with a Gibson 335, a red Rickenbacker hollow¬ 
body six-string from the 60s, and a blonde hollow-body Ricken¬ 
backer twelve-string from about '65. The same guitars I've had 
forever." But hold that product endorsement. Petty cautions, “The 
new Rickenbackers don't get it at all.” 

On the Dylan/Heartbreakers tour Petty mostly plays the Gibson, 
as Dylan and Mike Campbell are playing Fenders. "Sometimes I 
use a Telecaster. For acoustics we play Gibson J-200s and my fa¬ 
vorite, an old Dove." On some of Dylan’s acoustic numbers Petty, 
an old bassist, plays Howie Epstein’s Fender. 
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The Ultimate Beast of Play 
S-1503 Stage System 
A rare breed. A speaker system that combines full-range response with 
unparalleled power handling in the most versatile PA cabinet ever. Equally 
comfortable with vocals, or keyboards, or in front of a fully-miked band, the 
S-1503 is that rare breed of product that does it all. No other speaker can match 
its instinctive accuracy and fierce ability. 
Beastly hot. The exclusive VMR® vented midrange breathes power into an 
extended lower midrange, allowing seamless coverage of this critical area of 
vocals and instrumentals. With a massive magnet driving a six-inch cone, the VMR 
has a pleasing natural sound while providing horn-like efficiency and dispersion. 
Survival of the fittest. Exploding electronic drums or power-soaked bass 
guitar. . . the 1503 tames any uncivilized sound. With patented thermal 
protection, the 15-inch extended coil woofer handles 400 watts of "real world" 
power and peaks up to 800 watts. 
rhe nature of the beast. Remarkable, wide-range response. Unparalleled 
power handling. And three-dimensional accuracy that enhances any instrument. 
The 1503 Stage Systems speaker. . . the ultimate beast of play. 

Write Music Marketing at Electro-Voice, Inc., 600 Cecil St., Buchanan, Ml 49107 
for more information. Or see your nearby EV dealer and unleash the beast. SOUND IN ACTION 



mer, " offered it to you, and you passed on it. Then Don Henley 
wrote words for it and it was a big hit. Was there any moment 
when you said, "I should have kept that one?” 
PETTY: No, because I'm not sure it would've been the same 
thing. I think in the long run it was very good for Michael to do 
something without me. Because I've done things without him 
and I think that he needed that self-confidence. The song 
didn't fit Southern Accents. Don Henley really did it justice. 
MUSICIAN: I get a big kick out of ‘‘Shadow Of A Doubt " It's 
one of your songs that says one thing but means another. The 
singer tells you how great his relationship is, and between the 
lines you can almost see the girl he's singing about looking 
for the exit. 
PETTY: They’re very subtle things. For a long time people 
didn't even hear it, they thought we were just singing these 
real simple love songs. But there's a lot of subtlety in there. I 
always try to find those little quirks which I think make the 
songs a little more interesting. It's not always intentional. 
Sometimes it's just luck they come out that way, but it's in¬ 
teresting you noticed that. 
MUSICIAN: In "Letting Go" you sang, “There's no one as hon¬ 
est as a soul in pain. " That could be the credo of a lot of your 
work. When you assume the “Go ahead, walk" attitude in 
songs like “You Got Lucky," it never sounds sincere. It's al¬ 
ways pretty obvious that the singer's not doing half as well as 
he says he’s doing. 
PETTY: “You Got Lucky" is the most misunderstood song I 
ever wrote. That's a very insecure person saying that! But it’s 
a real emotion I found it amusing to sing that. But some 
people said. “God! The audacity!" That’s a real insecure 
character. Insecure people say things like that to protect 
themselves. 
MUSICIAN: You do that nice bit in the live version of “Break¬ 
down" where you say, “Okay, go ahead, I couldn’t care 
less"—then you start strangling the microphone! It's pretty 
funny, but there's a dark side to it, too. Did you ever value pain 
too much? Elvis Costello said he's afraid he sometimes sub¬ 
consciously instigated trouble in his life for the sake of having 
things to write about. 
PETTY: Yeah, I’ve been through that. I think everybody gets to 
that point. When I was in the hospital with my hand bigger 
than my head I said, “What am I doing?” You don’t know 
you're doing it, but you do it. I d find myself stirring things up, 
stirring up the people around me. If things started to get too 
placid or idyllic I'd just do something to get everything stirred 
up. It took a lot to admit that to myself. But I think I would just 
get everything in turmoil so the music would come. It's a hard 
thing to talk about because it’s not something you’re con¬ 
scious of or you wouldn’t do it. But these days I'm kind of 
aware of that. I want to be happy. I don’t want to suffer. I don’t 
want to be fucked up all the time. I nearly blew it there. I almost 
didn't play anymore. That had a huge effect on my brain. 
MUSICIAN: Did you get to the point of trying to figure out what 
you’d do if you couldn't play guitar again? 
PETTY: You sure do. Yeah. And the list was real short. 
MUSICIAN: But you could have gone on writing and singing 
and fronting the band—I mean, at least you had a band. 
PETTY: Yeah, and they were a lot of help! They came in and 
said, “Well, Brian Setzer’s looking for a band." [laughter] No 
sympathy ever from them ! That’s the way they are. They never 
said, “Oh God, it's terrible!” They just made jokes about it all 
the time. They never thought I wouldn’t play again, so that 
helped me think about it. But it was nine months before I could 
even strum a chord. You don’t think how many times you just 
reach for the guitar and pick it up without thinking. It's just part 
of what you do, like smoking a cigarette. That was the hardest 
thing for me. I think that had an effect on me. The way I was 
living at the time was rowdy. I was getting ready to rowdy my¬ 
self off the end of a cliff. 
MUSICIAN: In "Don't Do Me Like That" and “The Waiting" you 

wrote about the pressure being in the public eye puts on your 
personal life. My favorite take on it was “What Are You Doing 
In My Life," which was a real funny description of being 
plagued by a fan who tells everyone she's your girlfriend. That 
obviously happened to you. 
PETTY: Yeah. That's when people first start to know who you 
are when you're walking down the street, and everything that 
goes with that. It's a hard subject to sing about or talk about 
because there's nothing worse than having somebody moan 
about being too famous or too rich. It’s real far down on my 
list! It's just that you have to get used to everyone watching 
you all the time. You get so sensitive that just someone com¬ 
ing up to tell you they like your album bugs you! But then 
again, we had a hard dose of it. We went through lawsuits and 
so much persecution for a while that I think that confused me, 
too. This is bordering on self-analysis here. 

But these days I feel more comfortable. I know people who 
get so afraid. They should just do it, just get out of the car and 
do it. See, I’ve always been in a group that just won't put up 
with any of that, and it’s been good for me. Stan Lynch will say, 
“Let's go to Las Vegas, right now! And don't take any body¬ 
guards!” And you don't need that shit. Nobody needs that. 
You don't have to surround yourself. It just adds to the prob¬ 
lem. Prince doesn't need bodyguards. Really. He can go and 
have a drink, he’ll be okay. He doesn't know that yet. Bruce 
Springsteen and I went to Tower Recordsand went shopping. 
Nobody even noticed us. But some people would get so nerv¬ 
ous at the idea that they just wouldn’t do it. You have to re¬ 
member, “I can do that if I want.” 
MUSICIAN: John Cougar Mellencamp told Rolling Stone, “Jon 
Landau was right when he called Springsteen the future of 
rock 'n' roll. " He said, "Look at all these guys who do the exact 
same thing. Me, Petty, Seger, a whole bunch of us...." 
PETTY: I think I know what he means. I think that I'm a little 
more—dare I say—eccentric than those guys. I know all 
those people quite well. And I think that they’re terrific. We all 
get along very well. We’re all about the same age. We do have 
the same musical favorites. 

I think I spent a lot of time before John Cougar—this may 
have no consequence—I was into that straight rock thing for 
a long time He's turned a lot of people on to that, as Bruce 
did. However / don't think that's the whole ball of wax. I think 
there’s more to it than that. I wouldn't be content to just do that 
forever. Right now I feel like I could do a whole album like that 
and feel real content with it, but next year I'm sure I’d want to 
do something a little different. As I did this last time. 

But I like what Cougar's doing. I’m glad he's gotten that 
success he wanted for so long. I'd never really been a Cougar 
fan. Then when I heard him do “Pink Houses" I really thought 
he hit something on the head. I love John Fogerty, but I also 
like Brian Wilson. All sorts of stuff. The only danger I see in all 
this "American music” thing is that four chords, guitars and 
drums is fine—but if that's a//it’s going to be it's weird. Are we 
going to inherit nostalgia or are we going to give this music 
something? I'm not knocking it, but that music's mostly the 
same stuff from the 50s. 

But I don't want to come off like I don’t like those guys. I think 
the world of them. But there is a difference. In that club, 
maybe I’m the one who's a little more off the wall. I think to 
those guys in that little club, I’m the one who's always been a 
little off his rocker [laughs], 
MUSICIAN: In “Best Of Everything" you wrote about a ro¬ 
mance that was nice but wasn't the real thing. In a lot of your 
songs things that come easy aren't worth as much as things 
that cost a lot of anguish and a lot of work. 
PETTY: I think there's an element of truth in that. I used to be¬ 
lieve that more than I do now. I think you've got to be careful 
not to discount the things that come easy—but there is a cer¬ 
tain satisfaction in struggling for something and getting it. 
That’s the American way. H 
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KEEPS ON ROCKING 
AS LONG AS YOU DO. 

Old Rockers never die. they just lose the 
tension in their G string. 

Sad but true: sooner or later, all strings lose 
their tone and go dead. 
But not Dean Markley's new Super Long 

Play strings. SLP’s are a remarkable new blend 
of nickel (for long life and resistance to 
tarnish) and iron (one of the strongest 
magnetic metals). The result: an extremely 

long lasting, powerful string that holds its 
tone and sounds better, longer. And SLP’s 
special nickel-iron alloy makes them pull into 
tune quickly and stay there. 

Super Long Play st rings. . .New from Dean 
Markley. They keep on rocking as long as you do. 

For Information Write: 
DEAN MARKLEY STRINGS. INC. 3350 SCOTT BLVD. #45. SANTA CLARA. CA 95054 (408) 988-2456 

TELEX 9103382046 c 1985 DEAN MARKLEY STRINGS. INC 
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When we introduced the CX5M™ 
computer, it was the only computer dedi¬ 
cated to compose, record and play music. 

And it’s still the only music com¬ 
puter with an FM digital tone generator 
built into it. The same kind used in our 
famous DX synthesizers. So you get full, 
rich, authentic instrument sounds. 

Now the CX5M is back for its first 
curtain call. With a broader repertoire. 

THE SOFTWARE HAS GROWN. 
As you know, a computer is only as 

powerful as its software. And the CX5M 
started with some powerful software. 
Like the FM Voicing program, the FM 
Composer program, the FM Music 
Macro program and the DX7™ Voicing 
program. 

Now, with TeleWord^ the CX5M can 
do words as well as music. This powerful 
wordprocessing/telecommunications 
program has such features as global 
search and change, cut-and-paste text 
transfer and on-screen page layout. As 
well as auto-dialer with re-dial function, 
computerized “phone book” with 50-
entry capacity and complete adaptability 
to all 300- and 1200-baud operations. 

So whatever you create with Tele¬ 
Word s word processor (or other CX5M 
programs), you can send to computers 
anywhere in the world. 

But back to the world of music with 
the new MIDI Recorder program. With 
its four banks, each containing four re¬ 
cording tracks, you can use this program 



to compose and arrange music in step¬ 
time or real-time from any MIDI key¬ 
board. Edit. Then synchronize playback 
through DX synthesizers or FM tone 
generators such as the TX7. 

And if you have an RX11, RX15 or 
RX21 digital rhythm machine, get the 
new RX Editor program. 
Because it makes pro¬ 
gramming easier and 
more versatile. 

Other new programs 
include DX21 Voicing, 
Keyboard Chord Master, 
Keyboard Chord Progres¬ 
sion and Guitar Chord 
Master. Even a Graphic 
Artist program. As well 
as second generation 
FM Music Composer, 
FM Voicing and FM Music 
Macro programs. And all 
the other MSX ’ software 
that MSX computers like 
the CX5M can run. 

BASIC language is built into the disk 
drive interface cartridge. 

All you need now is a printer and 
a mouse. 

Which is why we have the PN101 
dot-impact printer. It doesn’t need any 
special paper to print out your letters, 

compositions, voice data 
and other music data to 
hard copy. 

And the MU01 Mouse 
that you can use to move 
the cursor around quickly 
and execute most com¬ 
mands without having to go 
to the CX5M s keyboard. 

The Price Hasn’t. 
Yet with all this going 

for it, the basic CX5M 
computer doesn’t go for 
any more than it did at its 
debut. 

See your Yamaha 
Professional Products 
dealer. Or write: Yamaha 

The Hardware Has Grown. 
But the CX5M’s hardware is not 

about to be overshadowed by the 
software. 

Not with such new additions as the 
SFG05. This module has an FM tone 
generator with 46 of its own preset 
voices, an 1800-note sequencer and 
room for 48 user-programmed voices. 

Add the SFG05 to the CX5M and 
use either the YK01 or YK10 keyboards 
and you’ve got a real-time synthesizer. 
Or with any MIDI keyboard, it becomes 
a slave module with all the rich, accurate 
sound of FM digital. 

To increase the storage capacity of 
your CX5M, add the new FD05 or 
FD03 Micro Floppy Disk Drives. 

Each uses 3.5-inch floppy disks 
for fast access and high storage 
capacity. And the MSX-DISK 

International Corporation, Professional 
ProductsDivision, P.O. Box 6600, Buena 
Park, CA 90622. In Canada: Yamaha 
Canada Music Ltd., 135 Milner Avenue, 
Scarborough, Ontario MIS 3R1. 

©YAMAHA 
CX5M and leleWord are registered trademarks of Yamaha International Corporation. 
MSX is a registered trademark of Microsoft Corporation. 
The music sheet was produced using the Graphic Artist program. 



1510 HT" I 3020 HT 

Peavey’s new 1510 HT and 3020 HT enclosures are loaded. Loaded for powerful, 
smooth, and wide bandwidth sound reproduction. Multi-driver front-loaded design 
for high power handling and high sound pressure level. Full range three and four-way 
passive crossover and facilities for biamping and triamping are included to allow 
these enclosures to adapt to a wide variety of applications. The Peavey 1510 HT and 
3020 HT, carpet covered for durability, meticulously engineered for quality sound. 
Fully . . . LOADED! 

For complete information on all Peavey products (including the 1510 HT and 3020 HT enclosures), send $1.25 for 
our Monitor® magazine to Peavey Electronics Corporation, Dept. HT, 711 A Street, Meridian, MS, 39301. 
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He still looks like Brian 
Setzer. Same elaborate 
tattoos winding around 

the arms. Same tousled 
blond hair, though the rocka¬ 
billy quiff is long gone. Still 
dresses cool, without strain¬ 
ing for effect. But there's 
something strangely differ¬ 
ent about the '86 model 
Setzer...hmmm...What could 
it be? The glasses! Brian 
Setzer is wearing wire-rim 
glasses! 

On the eve of the 1982 re¬ 
lease of the Stray Cats’ U.S. 
debut. Built For Speed, he 
was a gum-chewing nobody 
in a white T-shirt, pleasant 
but uncommunicative, as if 
revealing his thoughts was 
unmanly. By the time of Rant 
'N' Rave With The Stray Cats 
in 1983, Setzer had acquired 
a cheerfully cocky edge, ob¬ 
viously emboldened by 
popularity. Now. having shed 

the Stray Cats like so much 
excess fur, and finished The 
Knife Feels Like Justice, his 
first solo LP, Setzer’s toned 
down the bravado and is 
eager to talk about music. He 
wants to be taken seriously. 

The Knife Feels Like Jus¬ 
tice showcases a mature ap¬ 
proach that parallels Spring¬ 
steen, Mellencamp and 
Petty, instead of previous 
heroes Carl Perkins, Gene 
Vincent and Eddie Cochran. 
"The Stray Cats were a great 
rockabilly band, but some¬ 
times were treading on pretty 
thin ice artistically,” he ad¬ 
mits. “I’d write a song and 
think, ‘Haven’t I heard that 
before?' I feel now that I've 
got my own sound, that I’ve 
got a pretty distinctive style.” 

The luxury of pursuing art 
was made possible by the 
Stray Cats’ fairy-tale suc¬ 
cess. Once upon a time, 

three Long Island boys 
named Brian Setzer (guitar, 
vocals), Slim Jim Phantom 
(drums), and Lee Rocker 
(bass) formed a rockabilly 
trio. Brian played sharp 
guitar and wrote catchy 
songs; the others kept up. 
They went to England and 
became big stars. Then 
came back here, and, Io and 
behold, it happened again. 
Thanks to the hit singles 
"Rock This Town" and “Stray 
Cat Strut," rockabilly rocked 
AM radio for the first time in 
two decades. 

Bubble-bursting time came 
quickly. Rant 'N' Rave had 
a distinctly recycled feel 
and didn't sell as well as Built 
For Speed. “I remember 
thinking I didn't want to lose 
my fans, the rockers who’d 
made me a success. I was 
determined to put out a real 
rockabilly album,” he says. 

THE EX¬ 
STRAY CAT 
BREAKS OUT 
OF HIS 
ROCKABILLY 
TRAP 
BY JON YOUNG 
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“I’D JUST CASHED IN 
A WORLD-FAMOUS, 
MONEY-MAKING 
GROUP. THE OTHER 
GUYS HATED ME.” 
“But it was a mistake to feel I had to 
pledge allegiance to a certain genre In 
retrospect, I should’ve branched out 
more. 
“When the Cats began, we were so 

different. I got such a thrill. When we 
started seeing the bowling shirts in 
Macy's and the string basses in fashion 
layouts, the fun had gone for me." 

In the summer of ’84 Setzer began 
hanging out with Jimmy Iovine, pro¬ 
ducer of the Cats’ rendition of “16 Can¬ 
dles” for the movie of the same name. 
"Jimmy said Why don’t you come over 
to my house, get away from your friends 
and people hounding you.’ And I got a 
real lift when I did. I met Dave Stewart. 
Tom Petty and his band were there, 
working on Southern Accents. I sat 
down and played guitar with Mike 
Campbell and I got inspired again. I 
started to write songs in a different di¬ 
rection, away from ‘Hot-rod Saturday 
Night.’ My lyrics began to have some 
depth." 

At the same time, Setzer's listening 
diet had expanded to include every¬ 
thing from Roy Acuff and Clarence 
“Gatemouth" Brown to Poco and Buffalo 
Springfield, music he’d never noticed 
before. “I’d had such blinders on,” he 
says, with the fervor of a convert. 

Setzer finally “got up the courage" to 
fold the Stray Cats in October '84. He re¬ 
calls, “I was scared. I’d just cashed in a 
world-famous, money-making group. 
The other guys hated me. And I had a 
mortgage. So I had to get my ass in 
gear.” He continued to write and began 
recording demos with Tommy Byrnes, a 
fellow flash guitarist who’d joined the 
Cats’ lineup on their final European tour. 
Little Steven Van Zant helped with some 
of the demos and collaborated on 
“Maria," a Springsteenish ballad about 
the plight of an illegal alien. Serious 
stuff, indeed. 
“Once I had five songs it became 

easy," he smiles. “I felt like I had a sound 
to work from.” What kind of sound? “I 
hate to use the phrase ‘American rock,’ 
but that’s what I felt it was.” 
Next step: find a producer. Don 

Gehman, John Cougar Mellencamp’s 
collaborator, liked Brian’s demo and 
agreed to talk. Notes Setzer, “I'd always 
dug John's records from the time I 
heard ‘Jack And Diane’ with that acous¬ 
tic guitar and great-sounding mix. 
There wasn’t the effect of a snare drum 

in the Lincoln Tunnel or a corporate 
guitar. Then I met Don and discovered 
we liked a lot of the same things: what I 
call ‘bristling guitar,’ the use of a Ham¬ 
mond B3, a slight synth in the back¬ 
ground, and so on." 
Agreeing to produce, Gehman as¬ 

sumed the role of benign taskmaster. 
Setzer can laugh about it now. “I was 
writing and writing. When I had eleven 
songs, I played ’em for Don, and he 
said, ‘Now you’ve got six.’ and I'd 
thought I was done! I finally ended up 
with seventeen songs for the album." 
That was only the beginning of Setzer's 
lessons. “I told Don I wanted the record 
to be rough and underproduced, like 
the demos. I thought R.E.M. had the 
right idea. But he said the songs would 
change a lot." 
Sessions began in August, with a 

band that included Setzer, Byrnes, Mel¬ 
lencamp drummer Ken Aronoff, bassist 
Kenny Aaronson, and Chuck Leavell on 
keyboards. During recording, Setzer's 
songs continued to change shape, 
thanks to ongoing input from all the 
players. Observes Leavell, “I've worked 
a lot of sessions, but I've never seen 
anyone else who was as open to sug¬ 
gestions as Brian was. Everybody 
spoke freely, and if someone had a 
good idea, we tried it. If it worked, great; 
if it didn't, nobody got his feelings hurt. 
That makes for a great working atmos¬ 
phere.” 

Setzer agrees. “This wasn't really a 
solo album in the usual sense. It was a 
band effort. For example, I never knew 
much about arranging. Some of my 
songs originally ran eight minutes. 
Chuck would say, ‘Brian, do you think 
we could lose that verse? It’s getting a 
little monotonous.’ I'd realize he was 
right." 
Producer Gehman had a couple of 

priorities. First, make sure The Knife 
didn’t sound like Mellencamp’s last 
album, Scarecrow. That meant such 
measures as changing the snare drum 
in Aronoffs kit. Second, keep it clean. 
"That's real hard when you've got a 
twangy guitar player like Brian," 
Gehman observes, “because eighth 
and sixteenth notes are flying all over 
the place. But you can’t take that away 
or you’ll lose what makes him special.” 

For Setzer, making The Knife meant 
being more than a rockabilly shouter; 
songs like “Breath Of Life" and 
“Boulevard Of Broken Dreams" re¬ 
quired genuine melodic vocalizing. “I 
never wanted to be a singer when the 
Cats started," he acknowledges. “I was 
always a little inhibited by the idea. This 
time I wanted to sing with the lights 
down so I wouldn't be embarrassed, 
until I realized how silly that was and de¬ 
cided to open up.” 

All the better to deliver autobiograph¬ 

ical lyrics for the first time, a subject that 
provokes evasive squirming in the 
otherwise confident Setzer. “I knew I 
had to do something personal, but I 
couldn't force it. That's why the writing 
took me so long. " The title track, with ref¬ 
erences to starting a new life and seek¬ 
ing an identity, must be one of those 
songs that comes from the heart, right? 
Setzer pauses, looks at the floor, and 
murmurs, “Umm, yeah, it is." 
The band’s endless tinkering con¬ 

tinued throughout the sessions, with 
tunes changing up to the final day of 
overdubbing, when the Motown-fla-
vored “Bobby’s Back" finally fell into 
place. “That's the one song I didn't want 
on the album, because I thought it didn't 
fit,” says Setzer, “but Don was adamant. 
I'd tried all sorts of things, including B.B. 
King-style blues guitar, but still he 
wanted me to work on it. So I wrote some 
new lyrics, borrowed one of Petty’s Tele¬ 
casters and played a new guitar part, 
and Benmont Tench added new organ. 
Suddenly it didn't sound like a Wham! 
song anymore." 

Four months after it began, The Knife 
Feels Like Justice received a final mix. 
The result is an impressive, coherent 
whole that purges Setzer’s music of 
nostalgia. Epic rockers (“Haunted 
River"), grunge boogie (“Radiation 
Ranch"), ringing folk-rock (“Aztec,” co¬ 
authored with Campbell), and lilting bal¬ 
lads (“Breath Of Life") link together 
nicely, thanks to artful production that 
keeps the voice front and center. So dili¬ 
gent was Gehman about showcasing 

“I should’ve branched out more.” 
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Setzer the singer that it takes a few lis¬ 
tens to notice much of the flashy axe 
work. 

The Knife is a big change. Isn’t it? 
Setzer responds, "It is and it isn’t. 
There's still some rockabilly in there. I’d 
love to hear 'Radiation Ranch' coming 
out of the radio of a '57 Chevy this sum¬ 
mer." 

If the marketplace rejects The Knife, 
Setzer’s daring career move could look 

TAKIN’ IT 
TO THE PUEBLO 
BY ROBERT SANTELLI 

You think the PMRC is tough on 
rock lyrics? The Navaho pueblo 
in New Mexico refused permis¬ 

sion to Brian Setzer to shoot a video 
there because “The Knife Feels Like 
Justice” includes the word “insane”; 
the chief felt it might harm young In¬ 
dian minds. Other tribes, like the 
Hopi, said no to Setzer out of princi¬ 
ple. They just didn't want lights, 
cameras, and rock 'n’ roll invading 
their culture, even if Setzerand video 
director Domenic Senna promised to 
adhere to strict guidelines (like no 
trespassing on sacred ground). 

“I had no intentions of letting any¬ 
thing get filmed which would have 
even a feel of exploitation," Setzer 
says. “I didn’t want it to be like these 
white guys from New York were there 
to enlighten the natives with rock 
music.” Why have a rock band play 
in the center of an Indian pueblo any¬ 
way? “It's such an amazing place, I 
just had to ask I figured there was no 
harm in that.” 
The Taos Indians agreed—ap¬ 

propriately enough, since it was this 
pueblo which Setzer, producer Don 
Gehman and their wives visited last 
August on a break from recording. 
“We always wanted to see Santa Fe, ” 
explains Setzer, “so we went there. 
Then we heard about the Taos Pueb¬ 
lo, and drove up to have a look. It 
leaves an impression on anyone who 
sees it for the first time." 

Indeed it does. For more than one 
thousand years, the Taos Indians 

pretty foolish. “I hope my fans will like it, ” 
he says softly. “I don’t think they want to 
hear about hot rods their entire life." He 
doesn’t say so, but the LP is really his 
bid for respect from grownups, too. 

Finally, Brian Setzer has a question of 
his own: “Do you think people will like 
the record?" 

Of course. Don't you? 
“Yeah,” he grins. “I just wanted to 

hear you say it." H 

have lived close to the pueblo. No 
pueblo structure in the United States 
is as large or as elaborate as theirs. 
There is no electricity, no indoor 
plumbing and no running water. 
Food is prepared in domed adobe 
ovens as the Indians did it before the 
first white man stepped foot in the 
Americas. 
According to some Indians at 

Taos, Setzer would have been de¬ 
nied permission if he’d approached 
them a few months earlier. Just be¬ 
fore he made his request there was a 
change in the tribal council. "The old 
council was more strict about things 
like this," explains Adam, an extra in 
the video. “But this was a way to 
bring some money into the tribe. 
People get paid to be in the video. 
And the money the whole tribe gets 
will go to improving our roads.” 

According to Setzer, he and the 
band felt like outsiders in the begin¬ 
ning. “It wasn't your typical rock ’n' 
roll environment,” he laughs. "Eight 
o’clock in the morning and we blast 
into 'The Knife Feels Like Justice' 
with the sound of guitars, keyboards 
and drums filling the whole square. 
And we shot an awful lot of takes, so 
they heard the song over and over 
again. 

“But things really warmed up the 
afternoon of the first day when we sat 
down to this delicious meal the In¬ 
dian women cooked for us. After that 
we met the chief, and he told us we 
were welcome in the pueblo. That 
opened things up considerably." 

For the remainder of that day and 
all of the next, those not employed as 
extras watched the filming. When it 
was all over, there was a coming to¬ 
gether of Indians and rockers, which 
as Setzer said, “made the two days 
end on the most positive of notes. It 
was a real educational and cultural 
experience on both ends." 

But there could be no permanent 
exchange of culture. As darkness fell 
and the equipment was being 
stacked back into the trucks, one In¬ 
dian extra was asked if he planned to 
watch the video on MTV. 
He looked puzzled and asked, 

“What's a MTV?” 

SETZER SONICS 

For the recording of The Knife Feels Like Justice, Brian Setzer says he 
used "an old Gretsch 6120, a new 

Telecaster-style Schecter with pull-pot 
knobs, a Guild Aviator guitar, and an old 
Fender Telecaster with Seymour Duncan 
pickups and a stringbender that Gene 
Parsons put in. I also played a new guitar 
that I’ve developed with Guild. It looks a 
little like their old Blues Bird—it's got a 
solid body with three pickups, a tremolo 
bar, a body of flame maple, and see-
through colors. 

“As for amps, I relied primarily on Fen¬ 
der Bassmans and new Marshall 50-
watts. Don and I mixed a lot of old and 
new equipment. I never would have con¬ 
sidered playing my old Gretsch through 
a new Marshall in the old days, because 
it wasn’t authentic. We ended up with a 
guitar sound similar to what Eric Clapton 
gets, what I call bristling. It's got a lot of 
tone and some breakup, but it’s, a nice 
warm breakup with a lot of presence. I 
wanted people to hear the record on the 
radio and say, 'That’s Brian."’ 
The strings were D'Addario stan¬ 

dard .010 guage; picks were Fender 
mediums. 

Tommy Byrnes used a Schecter. Guild, 
and Fender '53 Telecaster. “Once we got 
a good rhythm tone on a track. I’d try to 
stick with it on other songs," he says, 
"especially with Brian changing guitars 
on just about every track. That helped 
make us sound more like a band.” Byrnes 
also used Marshalls, D'Addario strings, 
and Fender picks. 

Ken Aronoff whacked the same drum kit 
he played on John Cougar Mellencamp's 
Scarecrow, Tama drums and Zildjian 
cymbals, with one exception: “Instead of 
a five-inch metal snare, I played a seven¬ 
inch wood Slingerland Radio King. That 
gave a deeper sound." He used Vic Firth 
rock sticks. "They're like billy clubs," 
Aronoff laughs. 

Kenny Aaronson played ESP basses 
with Precision-Jazz pickups through an 
Ampeg bass amp. 

Keyboardist extraordinaire Chuck 
Leavell comments, “The way the sessions 
evolved, I ended up playing a Hammond 
B3 eighty per cent of the time, which sur¬ 
prised me. I hadn’t played that much 
organ since I worked with Dr. John." 
Otherwise he tinkled a Yamaha seven¬ 
foot piano or interfaced with three synths, 
a Korg DW-8000, a Poly 800 and a Poly 
61. “All my synth parts were MIDI'd to¬ 
gether on those three instruments," he 
adds. 

The rhythm tracks for The Knife Feels 
Like Justice were cut at One on One 
Studio in North Hollywood because “Don 
likes Trident boards," says Setzer. "He 
also used things that made a lot of differ¬ 
ence in the sound, like Fairchild limiters. I 
didn't even know what a limiter did at 
first.” The vocals were cut at Tiki Record¬ 
ing Studio on Long Island, where 
Gehman again used a Trident board and 
Setzer sang into old Sennheiser mikes. 
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IAMIFQ1 The Power of VAV V f k w ■ Positive Badness 
“Sometime, you like to let the hair do the talking!” booms the massive 

burnt-umber visage in the gilded mirror; stubby hands briskly smooth 
out the sparkling surface of his highly teased bouffant with a savage 

styling comb the size of a shark fin. Up close, one recognizes the matte 

finish of his complexion as well-rendered pancake, the keen edge to 

his gaze as a thick application of eyeliner. This is his street face. 
The priggish, broad-chested man steps back from the looking glass 

in the Barron Room South of New York’s Waldorf Astoria. He savors 

By Timothy White 

the sight of his Luster Silk-soaked mane and buffed 

countenance, as his hairdresser of some three decades 

scrutinizes each meticulously lavered lock of conked 

tonsorial confection. 
“Ummmmm,” Henry Stallings purrs, ringed 

fingers weaving pinpoints of light into a cut-rate 

halo above his cousin’s chunky7 head. Stal¬ 

lings is careful not to touch his latest 

James Brown ’do: No less than six 

hours in the making, it seemed at midpoint to 

be an uneasy cross between Lulu's sculpted 

look circa To Sir with Love and an expansive 
Jiffy Pop foil bubble. But now that the Au¬ 

gusta, Georgia-bred Stallings has com-



friend’s bulbous new coiffure is the spitting image of the smart 
helmet of wavelets Beatrice Arthur sported during the last two 
seasons of Maude. 

“I look good, huh?'' Brown offers to no one in particular as 
he contentedly strokes the lapels of his plaid twill suit. “Henry 
Stallings is my kin, you know. This is a man that never have 
said, 'I don’t think that looks good on you.' He would say, 
'What you want? Do you want to roll it? Do you want a bush? 
Or a 'fro? Right now he's only freelancing and doing a few 
things 'cause he's with me on the road. But we’re getting 
ready to build a shop around the country and we’re gonna call 
it Groom Me. Groom Me, sir! Groom ME! GROOM ME!" 

Brown repeats the name of the proposed beauty parlor 
chain another half-dozen times, finally adding, “We went to 
Silas X. Floyd Elementary School together; we was in the fifth 
grade.” Then he drifts into a kind of stiff-limbed, glassy-eyed 
reverie, striking curious bent-necked poses in which he re¬ 
gards the four-inch cuffs of his bell-bottomed trousers as if 
they were roses abloom in the desert. The mammoth grin is 
fixed, his jug ear cocked for the comments of his sidekick. 

“Met James on Spruce Street in Augusta," says Stallings, a 
shy fellow with close-cropped hair and an impeccable pencil 
moustache, as he flicks invisible lint from his three-piece 
caramel livery. “We used to hang in front of grocery stores in 
an area on the south side called the Terry, and we’d grab a 
shoeshine box to see if we could make a few bucks. Later on 
we were into boxing, trying to box. James was a loner, no 
brothers or sisters, and we split up for a while when I went into 
the service and he went to prison." 

For Stallings, the service meant the army. For Brown, the 
slammer was Richmond County Jail on Fourth Street in Au¬ 
gusta, where he landed at sixteen after breaking into four cars 
in a single night. Following several months in the local lockup, 
James was sentenced to eight to sixteen years at hard labor 
in a state prison; he served only four in a reformatory before 
having his time commuted for good behavior. 

“After James got out, we saw each other again and he had 
a big, big record with 'Please, Please, Please,'" Stallings 
says. “We met up on 125th Street after he came to New York 
for an appearance. I was working at Sugar Ray Robinson’s 
parlor, the Golden Glove, at 123rd and Seventh Avenue, and 
I couldn’t believe James' success, 'cause to me he had just 
been a shoeshine boy and an attendant at the pool hall. 
James Brown singing!” 

It was a hobby he’d acquired in stir, where he played drums 
in a combo with inmate Johnny Terry. Upon Terry's release in 
1952 Brown formed the Swanees, a gospel group that also 
included Bobbie Byrd, Sylvester Keels and Nafloyd Scott. 
The act became the Famous Flames as black doo-wop took 
hold, and they landed a steady gig as the house band at Clint 
Brantley's Two Spot Club in Macon, Georgia. 

“I first dug Little Richard at the Two Spot, down on the 
corner of Fifth and Walnut," Brown suddenly interjects. “He 
discovered me and I discovered him. Before I considered 
music, I tried sports. With Beau Jack, the baaad 1940s Geor¬ 
gia prizefighter, as my guidance, I had three fights as a pro¬ 
fessional boxer and won 'em all. But I knew a black man with 
a bum leg couldn’t make it in sports so I had to quit that. See¬ 
ing Little Richard singing 'Tutti Frutti’ and getting over, I went 
on to the WIBB studios in 1954 to do a demo of 'Please, 
Please, Please.’ 

“Don Robey from Duke/Peacock Records in Houston want 
it, Leonard Chess of Chicago's Chess and Checker labels 
want it too, but Ralph Bass of Federal put his job on the front 
lines for that tune. We went up to Cincinnati, me and my boys, 
to record it right, but Mr. Syd Nathan of Federal and King Rec¬ 
ords, he didn't want no part of that record. Mr. Bass loved that 
record to death anyway, lost his job over that record and 
pushed the thing hard all during 1956 in Atlanta, in Birming¬ 
ham, down in Florida with the help of promo man Mr. Henry 
Stone. Till it was pandemonium from Federal for '56, hear me? 

beard the 

percussion 

in everything; 

even rhythm 

guitar sound 

like a drum 

to me 

“Pretty soon Mr. Nathan, he saw the light, gave Ralph back 
his job and we git down to serious business. Because of the 
Lord—who I thank in a minute—everybody's been seeing that 
same light shine since!" 

Mr. Brown, the Godhead of Get-Down, has been haunting 
the corridors of Gotham’s grande dame of a hotel for a solid 
week. He joined Ray Charles, Fats Domino, the Everly Bro¬ 
thers and other surviving architects of the pop pantheon in the 
main ballroom downstairs at the glittering January 23 inau¬ 
gural induction dinner for the Rock and Roll Hall of Fame. At 
the ceremony he worked the summit conference of rock stars 
and record industry bigwigs like the dancing street pug he'd 
once been as he touted his scrappy hit single from the Rocky 
IV soundtrack, “Living In America." It was Brown's first ascen¬ 
sion into the upper reaches of the pop charts since “Get On 
The Good Foot” lingered briefly at number eighteen in 
Billboard in the autumn of 1972, and it was an unsentimental 
journey of epic proportions for a man marking the thirtieth an¬ 
niversary of his recording career. 

This afternoon, as he hums the martial melody to “Living In 
America,” Brown is immersed in his more mundane moment-
to-moment insistence on reflex homage from the obliging reti¬ 
nue he’s collected over the years. These include burly alto/ 
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tenor saxman Maceo Parker, who's resigned or been dis¬ 
missed from the James Brown orchestra more times than any¬ 
one can count; rawboned baritone saxman/arranger St. Clair 
Pickney; and one Reverend Al Sharpton, Jr., portly field mar¬ 
shal and impromptu pitch man for the soul potentate, who an¬ 
nounces he's secured a waiting limousine for a pressing 
round of errands and appointments. 

“I've known Mr. Brown since I was fifteen or sixteen, hang¬ 
ing around the back fence of the mansion he useta have in 
Queens,” Sharpton says brightly. “He had a castle with a moat 
around it on Linden Boulevard in the St. Albans section of 
Queens and the kids from my neighborhood in the Hollis sec¬ 
tion of the borough would go over to look at the giant concrete 
gold 'Please, Please, Please’ record he had imbedded in his 
front yard. There was a lot of bigshots living on that street, but 
he was the only one who’d come out and tell us to stay in 
school. It was inspirational.” 
So much so, according to Sharpton, Jr.—who says his 

father was a preacher at Brooklyn's Washington Temple Bap¬ 
tist Church—that he left Rev. Jesse Jackson's Operation 
Breadbasket in 1971 to take up with Brown. (A spokesperson 
for the Washington Temple Church of God in Christ on Bed¬ 
ford Avenue, the only such church now in Brooklyn, says she 

never heard of either Al Sharpton.) When not acting as “road 
supervisor” or providing the halftime homily at the singer's 
shows, Sharpton runs a vague-sounding organization he 
calls the National Youth Movement. But mostly he simply 
keeps company with the Padishah of the Licking Stick. 

Brown turns on the crisp edge of his Cuban heel and heads 
down the plush hallway. A phalanx of tuxedoed gentlemen 
pass noiselessly in the opposite direction. “Well now, look at 
those fellas,” Brown says in a strident stage whisper. “Ain't 
they clean!” 

“Aw, excuse me fellas," Sharpton brays, barely catching 
his cue. “But this is Mr. James Brown who you looking at, yes, 
indeed. Hold on now, don't hurry off. Excuse me, could some¬ 
body hold the elevator for a moment when these very fortu¬ 
nate business executives meet Mr. James Brown...?’’ 

■n short, everything remains double fine and freakishly 
■ dandy in the uncommon world of James Brown as he nears 
■ the 1990s. Secure in his own singular element and firmly in 
control of his destiny, he remains the Baron of the Beat, the 
Feudal Lord of Funk, the Mash Potatoes Mikado, the Disco 
Dynast, the Marquis of the Sex Machine, the Shogun of the 
Cold Sweat. And that’s enough, thank you—or so it has long 
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appeared on the baroque surface of things. 
As an artist, James Brown has tempered his peculiar 

genius in the crucible of the fickle international marketplace. 
In the process he's laid the musical groundwork for the best 
efforts by other gifted voices ranging from Sly Stone and Bob 
Marley to Fela Kuti and Kurtis Blow, not to mention Led Zep¬ 
pelin (“Kashmir," “The Crunge") and ZZTop. 
As a socially conscious personality, Brown has assumed 

political stances of head-scratching polarity. He appeared 
live on television from Boston Garden in April, 1968 to quell 
race riots that erupted after the assassination of Dr. Martin 
Luther King, Jr. When Hubert Humphrey (noted author of 
James Brown liner notes) lost the Democratic nomination to 
George McGovern in 1972, Brown turned around and gave 
President Nixon a vigorous soul shake. Gerald Ford was 
heralded in 1974 with “Funky President (People It's Bad)." 

The singer's grasp of more recent events and their under¬ 
pinnings is no less shaky. In the winter of 1982 he gave former 
Island Records producer Paul Wexler a signed photo of him¬ 
self with Ronald Reagan, along with the following piece of ad¬ 
vice: “Paul, if you were a strong producer and had yourself a 
plan you’d worked hard on drawing up for your artist, would 
you let that artist change it all at the last minute? Of course 
not! Well, it's the same with Reagan and his economic and so¬ 
cial plan for the country. So we gotta support him." 

What a pieceof work is James! How ignoble in reason! How 
finite in faculty! Yet in form and moving how express and ad¬ 
mirable! Surely there is more to this man’s man’s man’s over¬ 
wrought frippery and fabled self-absorption than meets the 
overloaded eye. Or as he phrased it before the footlights of 
Radio City: “Can I go back? Do you want me to go back?! 
Okay, we going back to church right now, and then we gonna 
finish up in outer space. And bring me that lickin’ stick!" 

James Brown was tour when his parents’ marriage crum¬ 
bled; six when he could buck dance to the accompani¬ 
ment of a mouth organ; seven when he was living with 

Aunt Handsome “Honey” Stevenson and becoming proficient 
at rolling dice and picking out tunes on the household’s rick¬ 
ety pump organ when he should have been in school. 

“He would stay out of school two and three days a week, 
but when he came to class, he would still do more than the 
other children,” Laura Garvin, his seventh grade teacher, re¬ 
calls. “We used to have little performances in class. We would 
charge ten cents to see James Brown and the children would 
just pile in, so we had to rule out the classroom shows. Some¬ 
times we would move the show into the library. There was a 
piano there, and James Brown would play it or dance or sing. 
That was the real beginning.” 

He dropped out of the seventh grade before the end of the 
school year and went to live with his paternal grandmother. 
He earned board by pumping gas alongside his dad, danc¬ 
ing for tips beside the troop trains snaking out of Fort Gordon, 
and shoplifting. After his release from reform school he took a 
job as a janitor at Toccoa, Georgia High School and married 
Velma Warren Brown in June 1953; the license carried the 
cooked data that he was born June 17, 1928 in Pulaski, Ten¬ 
nessee. (Joe Brown registered the birth of his son as May 3, 
1933 in Augusta, Georgia.) After two years of evening rehear¬ 
sals with the Famous Flames, Brown quit his day job and 
made for Macon, crediting his self-confidence to “white 
people in Toccoa who believed" in him. 

He was near the peak of his popularity in 1967 when he 
purchased his first radio station, WJBE in Knoxville, Tennes¬ 
see. He would purchase two more, WEBB in Baltimore and 
WRDW in Augusta. The summer of 1969 found Brown back in 
Augusta and Macon to break ground on a number of James 
Brown Gold Platter Pantry restaurants, whose menu was to 
feature “fried chicken, fried catfish, corn bread, collard 
greens, black-eyed peas, sweet yams, buttermilk biscuits, 
fried pies and ’tater puddin'." Plans called for 150 franchises 

in all fifty states and the Caribbean by the end of 1970. 
“But no matter how big Gold Platter soul food becomes," 

Newsweek ruled, “Brown probably will resist pressures to 
move the headquarters of his firm outside Macon. ‘Macon un¬ 
derstood me first,’ he says. 'And a man is home where he's 
understood.’" 

It is also usually where he’s sued or slapped with tax liens 
by the federal government. The first legal actions were di¬ 
vorce and paternity suits filed in 1969 by Velma Brown. Their 
union of sixteen years had produced four offspring and a 
litany of “insurmountable marital difficulties," according to 
court papers. 

Brown temporarily retired from public appearances but re-
emerged in autumn 1970 after wedding the former Deirdre 
Yvonne Jenkins in South Carolina. He signed a longtime con¬ 
tract in 1971 with Polydor Records and restructured his or¬ 
ganization, selling off his old catalog and dismissing most of 
the JBs, his post-Flames tour band. 

Teddy Brown, nineteen, his father's eldest son by ex-wife 
Velma, was killed in a car crash in June 1973 along with two 
other companions from Toccoa. 

TheTreasury Department claimed in 1975that Brown owed 
$4.5 million in back taxes for 1969 and 1970. The financial 
cloud deepened in 1976 when onetime manager Charles 
Bobbit took the stand in U.S. District Court in Newark, New 

“Eddie Murphy eat your heart out!” 
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Jersey to testify that he'd given New York City disc jockey 
Frankie Crocker approximately $7,000 in payola payments to 
get Brown's records on the airwaves. Bobbit s testimony was 
later thrown out on a technicality. 

In September 1979 a Richmond County Superior Court jury 
returned a $161,000 verdict against Brown and his Third 
World, Ltd. No. II Corporation for unpaid rent, breach of con¬ 
tract and punitive damages in an Augusta property dispute. 
WJBE was sold in January 1978 to raise needed funds. WEBB 
in Baltimore was put into receivership by a judge who ordered 
Brown to jail for failure to appear for questioning in a suit by 
the station's former owner. WRDW in Augusta, second in its 
market until a June 1979 fire crippled its capacity to transmit, 
was sold at public auction by the National Bank of Georgia in 
April 1980. 

The 1RS filed tax liens of nearly $2.2 million in 1980 on 
twenty acres of land Brown and wife Deirdre owned in Aiken 
County. Cash flow improved when Brown sold his beloved D-
125 Sidley Hawker jet. Deirdre drove off their sixty-two-acre 
Jaydee Ranch in South Carolina in 1983 with their two 
daughters and didn't bother to look back. 

On the professional front, reluctant record companies had 
intimated that Brown take his own advice: Give it up or turnit a 
loose. “When John [Belushi] and Danny Aykroyd invited me 
to be a part of the Blues Brothers film, they helped me get my¬ 
self going again,” Brown recalled in April 1982, several days 
after Belushi’s death. “I was going through abad period at the 
time, having trouble getting my records released. Truth is 
truth, and I was not in demand, not wanted. Through the film 
and their own records, they opened the door again for me and 
so many other performers like me—Brother Ray [Charles], 
Aretha—getting us rediscovered and appreciated again. 
“John flew in to watch me cut my stuff on the soundtrack 
album 'cause he knew I was nervous, and he said, 'How can I 
help?' He was there for me, unnerstand?" 

Brown was again ambulatory in the public's mind, but not 
yet on the good foot. The success of the Tom Tom Club’s 
James Brown-influenced “Genius Of Love” moved Paul 
Wexler, then producing several projects for Island Records, 
to explore the possibility of securing some studio time with the 
renascent soul pioneer. Wexler flew down to Augusta in Feb¬ 
ruary 1982, and a preliminary chat led quickly to contract 
negotiations. By April, Brown and his troops (trombonist Fred 
Wesley among them) were in Nassau, laying down rough 
tracks with resident composer Wally Badarou and the pre¬ 
mier reggae rhythm section of bassist Robbie Shakespeare 
and drummer Sly Dunbar. 

“Since James Brown has been the source of most modern 
dance music in North America, as well as a huge influence on 
contemporary Caribbean and African pop forms," Wexler 
says, “he was tense about anything that tasted of a collabora¬ 
tion, saying ‘Nobody knows how to be James Brown but 
James Brown.’ I tried to cool himout by explaining, ‘Your musi¬ 
cal profile is perfect as it is. I’m just suggesting an exciting 
new frame for it.' I couldn't see how an Afro-Carib hybrid built 
around James could fail." 

The slim, gentle-natured Wexler, thirty-two, pushes his fin¬ 
gers through his thick salt-and-pepper hair and sighs heavily 
as he cues up a cassette of the never-released LP's rough 
mixes during an exclusive Manhattan listening session. “Un¬ 
fortunately, it wasn’t conflicting socio-musical philosophies 
that held the project back." Hesitating before pressing the 
"play" button, Wexler decides to provide some deep back¬ 
ground to the most ballyhooed James Brown album nobody 
has ever heard. 

“We got down to Compass Point, where the weather’s al¬ 
ways lovely,” he begins, “but the climate soon turned sour. 
Chris Blackwell [head of Island Records] threw a big party the 
first night at his oceanside mansion, inviting local Bahamian 
dignitaries and prominent island musicians. The affair began 
at seven p.m. 

-Dan Hartman 

Barnes 

told me, “You 

don’t know 

bow much of 

“Living In 

America” 

is about 

my life!”’ 

“Now this is going to sound like a minor thing, but when nine 
p.m. rolled around, James was still at his beach house in the 
Compass Point complex, refusing to go until Henry Stallings 
had fixed his hair to where he thought it was perfect. 'Come 
on,' I was begging him. Think of your host, he's thrilled to 
have you as a guest.' But we ended up arriving over three 
hours late, with the food cold and everyone bewildered, of¬ 
fended or very bummed.” 

Brown, Fred Wesley and company entered into two weeks 
of studio brainstorming with the Sly-Robbie-Wally triumvirate 
still open and enthusiastic, both sides contributing original 
material prepared for the occasion. The mutual goodwill was 
destined to wilt. 

“James began to get heavy with Sly and Robbie about them 
playing parts exactly as he dictated—and then him playing 
them poorly when he took over their instruments to de¬ 
monstrate. Their respect was bruised but progress was being 
made until we got to a really excellent track Sly and Robbie 
had written called ‘(I’m A) Rhythm Machine,' which was 
clearly a tribute to James in its groove and mood. At the run¬ 
through, James paid Robbie the ultimate compliment by tell¬ 
ing him he could sustain a groove without any faltering or 
shifting whatsoever. ‘Mani’ he raved, ‘you don’t movean/nch! 
That's discipline!' 

“As we began cutting the track, James began tossing his 
own off-the-cuff phrases and couplets into verses, which 
everyone appreciated—until he called a break from the ses¬ 
sion to say he wanted the publishing on the song. Now,” cau¬ 
tions Wexler, "I believe to this day that that was just an impul¬ 
sive wrinkle of the moment which could have been eliminated 
with diplomacy. But some staff people overreacted and 
called the Island Records office to complain. Right or wrong. 
James is a proud and stubborn cat and the vibe evolved into 
unnecessary sides-taking." 

But Brown’s insecurities and hyper-sensitive suspicions 
boiled over into avenues quite removed from record-making. 
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“At one point James told me he felt that he went through his 
dry spell in the latter half of the 70s because Gamble & Huff 
and the FCC were in a conspiracy to ruin him by keeping him 
off the radio,” Wexler says, “He was also bitter about Rick 
James, who he feared was going out of his way to monitor and 
rip off James’ ideas. 

“Another time, I met James and the Reverend Sharpton for 
a business meeting over coffee in the Detroit airport. He per¬ 
sisted in talking about the Fedders air conditioners in the 
building corridors, saying, 'That’s the noise they make at 
home, Rev! That’s the noise!' Finally I asked what the hell he 
was talking about and James explained that he was con¬ 
vinced the government was bugging him all over the country 
through the air conditioners. That's why he thinks he’s had so 
many run-ins with the 1RS." 

As far as dissidence levels at Compass Point were con¬ 
cerned, all unity of purpose was irrevocably dissolved with 
the advent of Henry Stallings’ bleeding ulcers. "James was 

their heart and soul to ‘U.S.’ without even smoking any ganja 
before the takes. James wouldn’t allow it." 

In 1984 Brown teamed with hip-hop honcho Afrika Bam¬ 
baataa for the six-part, twelve-inch “Unity” single on the 
Tommy Boy label. But the record did not sell well enough to 
return a royalty for the Bad One Hisself. 
“There was three meetings led up to me working with 

James,” Bambaataa says. “I met him on the streets outside 
Yankee Stadium in 1963 when he was out just saying hello to 
the neighborhood. In 1973 he came up to the Bronx River 
Houses at East 174th to visit the mother of one of his dancing 
girls and he talked to us kids on the stoop. In 1983, when he 
caught a Zulu Nation show at the Left Bank in Mount Vernon, 
New York, we talked some more. 

“So I told Tommy Silverman of Tommy Boy that it was my 
dream to record with James and he set up a meeting. We 
went into Unique Studio and got it down in two days, plus a 
video. We wanted to send a message of peace to the world, 

I wanted 

a band that 

would punch 

back when 

I swung 

at ’em,’ 
convinced the cooks and maids had deliberately poisoned 
his dear friend as part of a plot," Wexler says. “That was the 
last straw for the Compass Point people, who have their own 
pride, but James had up and split Nassau anyhow.” 

Two months later Brown telephoned Wexler to apologize, 
admitting he had been woefully mistaken and wanting to re¬ 
sume the project. It was too late. Island had washed its hands 
of its phobic funk exponent; Blackwell let Brown keep both the 
money and the master tapes from the abortive affair. 

“I must accentuate that I, for one, would do it again in an 
instant,” Wexler maintains, "because for all the bruises on his 
creative psyche and fears of exploitation that stem historically 
from very real abuses and ripoffs, James Brown is indisput¬ 
ably a talent of monumental proportions. History has repeat¬ 
edly shown that his finished product has always made any 
hassles enroute seem awful paltry in retrospect. 

As if to illustrate, Wexler starts the cassette. Of particular 
note are “ESP,” a searing ballad with lightly mystical lyrics by 
Brown and like-minded music by Badarou; “So Tired Of 
Standing Still (We Got To Move),” an ebullient party 
groovathon guided by Fred Wesley’s playful trombone inven¬ 
tion; and “U.S. (Us)," a richly contoured reggae-funk amal¬ 
gam with exquisitely dusky New Orleans piano coloration in 
the Dr. John mode and a transcendent scat by Brown. A joy to 
hear, “U.S.” is the Afro-Carib funk meld Wexler had hoped the 
experiment under the palms would yield. “What knocks me 
out, ” Wexler says with a small smile, “is that Sly & Robbie gave 

and offer a percentage to the United Negro College Fund. 
"A lot of stations didn't jump on the record, though,” Bam¬ 

baataa continues, his tone subdued. “They didn't wanta hear 
the politics or the electro-funk. Now I hear 'Living In America' 
everywhere, with James Brown doing Dan Hartman instead 
of doing himself. But I appreciated the time he spent with me. 
and he taught me some smart stuff. He said, ‘Keep your lyrics 
universal. Don't ever give anybody any more reason to attack 
you than they already go looking for.' 

“He also told me a lot about the tax laws and how the gov¬ 
ernment is always waiting to get you even if you give your 
damned money away. 'Be careful,' he kept saying. They got 
their eyes on you all the time. Somebody always wants to take 
what you got. Be wary and you won’t be sorry.'" 

It is no small irony that “Living In America," the first James 
Brown single to threaten a run at top of the charts since “I Got 
You (I Feel Good)" climbed to number three in November 
1965, employs a slightly florid reworking of the previous 
song’s horn charts. Ray Marchica’s thoroughgoing drums are 
engaging but lack the slight-delay fatback flair of the Melvin 
Parker/John “Jabo" Starks/Clyde Stubblefield combinations. 
Fuzztone guitar and synth keyboards mixed at midrange in 
the rhythm bed supplant the punishing clarity of the earlier 
track. But there’s no question that “America” is a slick distil¬ 
lation of the Latin/Caribbean/New Orleans off-beat accents, 
stammering horns and clipped bass ostinatos (perfected by 
“Sweet" Charles Sherrell) of Brown's post-Famous Flames 
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growth period (1966-73) with the JBs—while using none of 
the standout personnel from this fertile heyday. 

"Robin Garb, who was the executive producer of the Rocky 
IV soundtrack, called me in late June of ’85," says singer/pro-
ducer Dan “I Can Dream About You” Hartman. “He said he 
and Sly Stallone were looking for a lavish James Brown-type 
production number for the Las Vegas scene in the film where 
Apollo Creed fights the Russian on Creed’s home turf. Robin 
knew me and Charlie Midnight, my songwriting partner, from 
work we’d done alone or together on the Streets of Fire and 
Krush Groove soundtracks, and he felt we could deliver a 
semi-patriotic dance track that would feel like a major-conten¬ 
der hit record in the movie’s setting. 

“Charlie and I both thought it was a ridiculously tall order, 
because James Brown's vocals and timing have more musi¬ 
cal depth and sophistication than most of the top ten these 
days. He has a very seasoned non-pop quality. What we went 
for, then, was a lyric by Charlie that described some of the 

Brown with “America” songwriters Midnight & Hartman 

classic American working man's imagery without the turnoff 
of overt patriotism. Meantime I wrote, engineered and played 
most of the instruments for the basic track in my studio in Con¬ 
necticut. I added a scratch vocal and then sent off copies to 
James and Stallone. 

“James' only request was horns, so I contacted the Uptown 
Horns, a nicely gritty session unit that were on the road with 
Robert Plant, and they flew in from Phoenix, Arizona for an 
emergency overnight session. In August James flew up from 
Augusta and walked into Unique Recording in Manhattan 
about 10:30 one night. He put on headphones, listened to the 
track and said, 'You're doing James Brown music!' And when 
he saw the second verse on the lead sheet he called me over, 
telling me, 'You don't know how much of this railroad-track 
hard-roll all-night-diner stuff is about my life!'” 

God got me in on the ground floor of every kind of 
music," Brown exults backstage at Radio City Music 
Hall. “He put me into the game before Prince and Sly 

and Rick James and the Funkadelics. When—” 
Instantly Brown cancels the thought and explodes with a 

torrential verbal outburst: "SEXMACHINEGOODFOOTTHINK 
DOINGITTODEATHICAN'TSTANDMYSELFWHENYOU 
TOUCHMESUPERBADCOLDSWEATFUNKYCHICKENI 
NEEDYOURLOVESOBADBABYBABYBABY!” 

He pauses, grinning ferociously, and spews it out again. 
The feat of precisely merged enunciation is doubly impres¬ 
sive on the second pass, the humming whole too specific to 
be psychobabble or doggerel filler, and yet not exactly a 
boast either. It's more of an involuntary mantra disclosure. 

“Down in D.C. they talking about the go-go but I had them 

kids out in the streets while they were still babies, doing the 
popcorn with the Original Disco Man. Funk I invented back in 
the 50s. The rap thing I had down on my ‘Brother Rapp (Part 
I)' and you can check that. I enjoyed my thing with Afrika Bam¬ 
baataa on 'Unity' but I did it more for the message than for the 
music. Michael Jackson, he used to watch me from the wings 
and got his moon walk from my camel walk—he'll tell you that 
if you ask. Same way, I was slippin’ and slidin' before Prince 
was out of his crib; that’s why Alan Leeds, who used to work 
for my organization, is on his management team, tipping and 
hipping him. I ain't jealous, I’m zealous. I ain't teased, I'm 
pleased. Who’s gonna do James Brown better'n James 
Brown? Think!” 

He halts with a wheezy gasp, his nostrils flaring danger¬ 
ously and the upper lip quivering on the brink of another man¬ 
tra stampede. But it misfires: “SEXMACHINEGOODFOOT 
[coughcoughcough]—aheheheheh—yes suh! Show busi¬ 
ness!!” One more pair of these hotdogging larynx wipeouts 
and he'll be phoning in this evening's program from an oxy¬ 
gen tent. 

“This is a family operation," Brown says, referring to his 
third wife as he idly unbuttons his silk burgundy shirt and un¬ 
clips the waistband on his matching slacks. In late 1984 he 
wed Adrianne Modell Rodriguez, who sometimes appears on 
the soap operas The Young and the Restless and Days of Our 
Lives. “Mrs. Brown, she's an actress, a beautician and a per¬ 
sonality in her own right and that am quite a combination. She 
do my production coordination, sees I’m ready for the people 
anytime, anywhere 'cause they can want me with no notice. I 
can draw 50,000 people in Arkansas like that, or 10,000 in 
Chicago on a rumor I might be there. Last summer Vice Pres¬ 
ident Bush sent me a letter saying thank you for not forgetting 
the unemployed. 

“I been friends with Presidents! Johnson, Kennedy, Mr. 
President Habib Bourguida of Tunisia—you know where that 
is? I'm trying to get the dignitaries to send me over to Moscow 
to get the static outta the Hot Line and start everybody talking 
about love. Senator Strom Thurmond, he belongs to my 
church, and he's somebody who's been there in the back¬ 
ground for me for years.” 

How’s his financial picture these days? 
“Looks good, pretty good. I got me a Scotti Bros, contract 

since the Rocky movie, and Polydor and I are working on reis¬ 
suing a bunch of things. Don't have all that ranch land any¬ 
more, but my wife and I still got some nice property to fall back 
onto. I ran into taxman troubles and had to sell my jets, had to 
sell my radio stations. I was the only black man in America tc 
own three radio stations but I travelled and left it up to 
accountants and they messed it every kinda way, but I'm 
coming back from it. I got a lotta new ideas, I wanna do a 
keyboard record, I wanna produce some of the young talent, 
find another Michael Jackson like I did before. 

"And I wanna do more TV. My favorite is The David Letter-
man Show. Them people been pretty good to me, and that 
band is something, in a tight groove. I dig Paul Shaffer, he's 
my biggest fan, and that Steve Jordan, that drummer they got, 
he's furious on the beat, jus’ like a locomotion man. Both of 
the drummers in my band are admirers of Steve Jordan be¬ 
cause if the beat ain’t there you got to send everybody home, 
TV show or no TV show. 

“I’m not afraid to be the boss, see? That’s how James 
Brown music came to be. Back when everybody was listening 
to soap-suds songs and jingles, I emphasized the beat, not 
the melody, unnerstand? Heat the beat and the rest'll turn 
sweet. I heard the percussion in everything—even the rhythm 
guitar sound like a drum to me. My guitarist, Jimmy Nolen, 
God rest his soul he’s gone to his reward [the originator of the 
hugely influential signature “chicken-scratch” riff died of a 
heart attack December 16, 1983]—Jimmy knew how to get 
the guitar to hit like a snare for me, ’cause I wanted a band 
that would punch back when I swung at ’em. 
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“It was a new attitude, better than the Marines, better than 
boot camp. I wanted the band onstage to be like soldiers, with 
me being the general, calling out the battle plan." 

And how is troop morale? 
“We gettin' on, gettin' along. Sometimes I got to lay down 

the law, but everybody know the rules at this point. I useta be 
hard, right,” he concedes, a grin growing on his lips, “but I'm 
mellow now, I slowed down and lightened a little bit. I got 
enough veterans to take care of the vet. We funky enough to 
take on any takers.” 

Maceo Parker, an old campaigner who sparked or wit¬ 
nessed his share of melees and mutinies in the Brown camp, 
agrees. “When I came on board in 1964, it was the James 
Brown Orchestra, and the Famous Flames were still mostly a 
vocal group in the setup,” remembers the impish, softspoken 
sax great. “My brother Melvin and I, we were getting tired of 
high school in Kinston, North Carolina when Mr. Brown came 
through and promised Melvin a job as a drummer when he 
got older. Next time through, he hired him and took me on in 
Raleigh after I bought myself the alto sax he was wanting. 

“In 1967 I left to go into the army and that was when Fred 
Wesley took over with his trombone. I came back in 1969 and 
then I left again in 1970, taking a lot of the band with me to do 
a record as Maceo & All the King's Men, which I guess didn't 
make Mr. Brown too pleased. But he got Bootsy Collins on 
bass and his brother Catfish on guitar while we were gone so 
it all went down okay. 

"Between 1976 until November 1983 I was doing work with 
P-Funk, Bootsy and the Brides of Funkenstein besides some 
quick occassional sides with James, but I gotta say my favor¬ 
ite work as part of the JBs was on ‘Papa's Got A Brand New 
Bag,' 'Cold Sweat,’ a tune called ‘Damn Right I'm Somebody’ 
and ‘Funky Good Time,’ where I did a nice flute solo. 

“Problem was, it used to always be kinda stressed, pretty 
tight quarters for all of us, in the studio and on the road. The 

material was worked out on the road, in the time before each 
night's show, with James letting us in on the grooves he'd 
been developing and almost giving us assignments. Every¬ 
thing was set up to keep you in line and sharp. Thing is, 
there's a right way and a wrong way to do anything, and then 
there was James Brown’s way, which always had to be consi¬ 
dered righter than right.” 

Parker says he lost patience with the fifty dollar fines and 
the insensitivity to esprit de corps they exemplified. Most 
grown men don’t need to be told when to drink, swear or shine 
their shoes, but it was Brown’s fierce anti-drug stance that 
rubbed many a sideman raw in the late 60s and early 70s. 

“Everybody would be sneaking reefer and other shit on 
James,” Bootsy Collins recalls. “He was always storming into 
the dressing room to ask what the funny smell was and throw 
a shitfit. So a lot of us headed in the other direction just to get 
a leg up. It was acid that eventually made things extra crazy, 
same as with P-Funk, which I joined after leaving James’ 
band. One night with James, I thought the neck of my bass 
guitar turned into a snake. I didn't want no part of it and went 
back to the dressing room in the middle of the show. That 
pretty much cooled my deal with the Godfather." 

The last straw for others on the squad was less cerebral. 
During a 1974 concert trip to Zaire that was carrying B.B. 
King, the Spinners, the Crusaders and Lloyd Price, the plane 
almost failed to clear the runway because it was so severely 
overloaded with Brown's personal effects. The luggage of 
others had to be removed in order to make liftoff just barely 
possible, and several of the passengers described the stunt 
as potentially life-threatening. By the end of the protracted 
tour the following year, Parker and other key members of the 
troupe had tendered their resignations. 

"Last really good time I had with the whole James gang was 
on a bus coming back from L.A. in 1975," Parker says. “We 
were drinking, joking, doing the dozens and carrying on 
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great. It was the heck with the fucking rules, thank God.” 
Did James enjoy himself as well? 
“James? On that bus with us? James Brown was not on that 

bus, my friend. No, no, no, no." 
For the time being, Parker says he's “content—print that— 

content” with the situation, although he feels bad he and the 
rest of the present lineup did not play on "Living In America.” 

"When the hit is on the radio, you like hearing your contribu¬ 
tion,” he muses. “If you playing with James Brown, hearing 
that contribution is what you definitely come to count on. I can 
promise you that.” 

Sad to say, despite the best efforts of Parker and the rest of 
Brown’s twenty-five-piece orchestra, the first half of the Radio 
City show is less than an epiphany. Al Sharpton's pallid invo¬ 
cation gives way to excruciating treatments of the Entertain¬ 
ment Tonight theme, “There’s No Business Like Show Busi¬ 
ness” and "Take Me Out To The Ball Game.” The exotically 
pell-mell pageant doesn't catch fire until the finale, which 
builds from simmering versions of “Sex Machine," “Super 
Bad” and “Get That Feeling" to a six-minute “Living In 
America." A horn-screech-cum-rim-shot signals the start. 
Dead on the reverberant bop! Brown drops into a full split, 
grabbing the throat of the mike stand as he sinks and then 
whipping it out to cord-length as he leaps up again. With the 
slack wire hooked around his pinky, he executes a double 
spin and snaps the mike down to within four inches of the 
floor, catching it in his cradled palms—this man is fifty-three 
years old—as he swiftly genuflects to growl, “I live in 
America—say it!!" 

Time alone will tell if Dan Hartman can draw out of the mid-
80s model the brand of visionary output that once kept 
Brown a decade ahead of his most savvy emulators. 

The secret seems to be in the degree of musical autonomy 
that can be provided, while steering the man away from the 

pointless score-settling, quirky self-parody and paranoia that 
have sapped and distracted his muse in the recent past. The 
voice is still intact, the moves as deft as always when left to 
their intuitive grace, all or most critical quibblings short-cir¬ 
cuited by the lasting grandeur of an American original still 
triumphantly immersed in his own spirit. 

At the Waldorf Astoria induction gala for the Rock and Roll 
Hall of Fame, Brown glad-hands with gusto all who come 
within touching distance to swap stories, offer congratula¬ 
tions or bask in his glow. And for his part, Brown goes out of 
his way to laud the others being honored, his entourage nod¬ 
ding in congenial assent. 

“Lookit Chuck Berry! Man looks good, half his age...Ray 
Charles, still have the pipes Almighty God put in his 
chest...Fats Domino got that touch...Everly Brothers is fine 
harmonies...Jerry Lee Lewis looking pretty well....’’ 

More nods, and then nods for the nods. Heads are bobbing 
blissfully in Brown’s corner as Rev. Al Sharpton sidles up be¬ 
hind him, a tightly rolled magazine in his grip, and murmurs 
something in the bossman’s ear. The communication feeds a 
smirk that becomes a grin that becomes a chuckle that turns 
into an outright guffaw as the beneficent repartee around him 
escalates to where James Brown has no recourse but to 
chime in with the last and best word of tidings on the topic of 
his esteemed colleagues, his feet aflutter and his upper lip 
atremble as he utters with savage serenity: 

“But James Brown is the only man In this here Hall of Fame 
who is entering the Billboard top fifteen on the same night...." 

Until, reaching critical mass in the ultra-privileged realm of 
the mantra stampede: 
“SEXMACHINEGOODFOOTTHINKDOINGITTODEATH 

ICAN’TSTANDMYSELFWHENYOUTOUCHMESUPEBBAD 
COLDSWEATFUNKYCHICKENINEEDYOUSOBADBABY 
BABYBABYBABYLIVINGINAMEFIICA!!! 

“And,” he gulps, "I feel good.” 
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Since the blistering inception of rock, American music has 
brought you to your feet. Now it's your turn. 
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ADBAN BELEW DOII^C 
ON THE CLUB CIRCUIT 
WITH A BAND OF 

As rock ’n’ roll resumes go, Adrian 
Belew has one of the best around. 
Frank Zappa, David Bowie, Brian 
Eno, Talking Heads, Laurie Ander¬ 
son, Peter Gabriel, Robert Palmer, 
Garland Jeffreys, Robert Fripp and, 
most recently, Cyndi Lauper have 
all called upon the Twang Bar King 
to color their music with some of his 
startlingly original guitar sounds. 

Since 1977, when Zappa plucked 
him out of the club band Sweet¬ 
heart, Belew has earned a world¬ 
wide reputation as one of rock’s 
most innovative guitarists. Blending 
electronic effects, guitar synthesiz¬ 
ers and, true to his moniker, plenty 
of twang bar pumping, Belew has 
virtually reinvented the instrument. 

So what is this guy doing back on 
the club circuit with a band of un¬ 
knowns, traveling around the coun¬ 
try playing short, catchy songs and 

BEMS? 
teaching audiences to clench their 
hands into claws and growl? The 
answer, Belew says, is he’s having 
the time of his life. The Twang Bar 
King has abdicated to become a 
Bear, and the claws and growling 
routine are just part of the group's 
official handshake. 

After his association with Robert 
Fripp’s King Crimson ended with 
the band’s amicable collapse in 
1984, Belew returned to his native 
Cincinnati, Ohio. Although he and 
his family make their home in Cham¬ 
paign-Urbana, Illinois, Cincinnati is 
where Belew first began playing 

BYIARRYNAGER 

music. He soon approached an old 
friend, guitarist Rob Fetters, whose 
band the Raisins was breaking up 
after more than eleven years to¬ 
gether. The Raisins, one of Greater 
Cincinnati’s top bar bands, had a 
repertoire of dozens of original, 
danceable songs featuring smart, 
bitingly witty lyrics. Some of those 
tunes, including the local hit, “Fear 
Is Never Boring,” turned up on the 
quartet's eponymous 1983 LP, pro¬ 
duced by Belew. 
Fetters brought along Raisin 

bassist and his songwriting partner, 
Bob Nyswonger. First choice for the 
Bear drum chair was legendary 
session man Larrie Londin, who had 
played on Belew’s second solo LP, 
Twang Bar King. But due to an ill¬ 
ness in his family, Londin was 
forced to remain at home in Nash¬ 
ville. The band turned to Chris Ar-



duser, who'd played with the Raisins in 
the mid-70s. 

Belew had initial trepidations about 
Londin's replacement: “When we de¬ 
cided to go forth with Chris in the band, 
I wasn't overthrilled about it," Belew ad¬ 
mitted. “I didn't think he could replace 
Larrie, and, in a sense, no one can re¬ 
place Larrie in that what he does is very 
special. But what Chris does is just right 
for the Bears. He's a guitarist and a 
songwriter as well, so he has a real feel 
for orchestrating a song. That's some¬ 
thing most drummers don't do—they 
just start out one place and finish one 
place. We just felt the immediate 
chemistry of it all and didn't need to 
search any further." 

“This is it. This is the band I’ve always 
wanted to be in." Belew enthuses in late 
November, after the Bears' maiden Mid-

very well, and then we go back into 
some of our new songs that they've 
never heard and there’s quite a few 
guitar changes and odd tunings and 
weird things that go on in that section. 
But it always worked out. It would gener¬ 
ate back to a higher peak and by the 
end of the evening they'd be all revved 
up, yelling 'Bears Bears Bears.’" 
That sort of response has made 

Belew and the band pretty confident. “I 
feel stronger all the time that the Bears 
are really going to do something big. I 
don't say that lightly because I think we 
will need to do a lot of work. I’ve learned 
more and more in the music business 
that it’s not just the songs and it’s not just 
how you play. It has a lot to do with your 
imaging and how well you promote 
yourselves. So I think the Bears are just 
going to have to go out and play a lot 

Good News Bears: Rob Fetters, Belew, Bob Nyswonger and Chris Arduser. 

west-East Coast jaunt. The trip had in¬ 
cluded dates from Chicago to Boston, 
including a soldout show at New York’s 
2000-seat Ritz, where more than 1200 
had to be turned away. In Cincinnati, the 
combination of Belew and a trio of ex¬ 
Raisins qualifies as a full-fledged super¬ 
group. But the band was worried how 
the rest of the country would respond to 
the Bears. Would crowds just want to 
hear “Twang Bar King II”? 

“We'd go into these places,” Belew 
said, “not knowing what to expect from 
the audience, because they were about 
to hear a brand new band they'd never 
heard of; fourteen new songs that are 
not on record: and they may have just 
come to hear me play. 

“I would always get this feeling like 
midway through the set, like 'Uh-oh, 
we're losing them.' It’s a difficult part of 
the set, just a little later than the middle. 
It’s after we’ve done 'The Rail Song,’ 
which is one most audiences recognize 

and meet a lot of people and force 
people to like us." 

For Belew, the Bears prove you can 
go home again. “I really have to say, in 
the back of my mind, I always kind of 
knew that this is where I wanted to come 
back. I just didn't know the components 
of it. I could never have contrived this 
situation, but when it fell together, I just 
realized it was right.” 

Belew was born Robert Steven Belew 
thirty-four years ago, just across the 
Ohio River in Covington, Kentucky. He 
got his musical start during the 60s 
British invasion, not as a guitarist but as 
the Midwest’s answer to Ringo Starr. 
Renaming himself Stevie Belew (a pro¬ 
cess he was to repeat in 1976 when he 
became Adrian after joining Sweet¬ 
heart), he drummed with the Denims, 
the area's best Beatle cover band. 

“The Denims were the other time in 
my life when I really felt this kind of 
chemistry in a band. Maybe it was from 

being caught up in the whole English 
trend that was happening in 1964, but 
the Denims were a band that was to¬ 
gether three or four years, which is a 
pretty long time for a band to be to¬ 
gether back then, teenagers and all. It 
was very familial, and that’s what the 
Bears are like today. It's been a long 
time between those two things. I didn't 
think we could ever get back to that feel¬ 
ing but I think we have.” 

And “that feeling” isn't just nostalgia, 
Belew says. He cites the Beatles' music 
as a continuing inspiration. The Re¬ 
volver LP, in particular, with its revo¬ 
lutionary blend of Indian instruments 
and electronic studio tricks mixed with 
classic Beatlesesque harmonies and 
pop songs, was taken as a model by the 
Bears. “We look at that period of time as 
being the real state of the art for pop 
music, the best time for pop music for 
us. Revolver was just state-of-the-art 
Beatles,” Belew said. “We decided, 
‘Let's start there."' 

The result is the Bears’ sound, which 
Belew calls “East-Meets-Midwest.” It 
brings together the Raisins' bouncy pop 
songs with Eastern-flavored guitar tex¬ 
tures created by Belew's arsenal of 
guitar synthesizers. “One of the main 
things we decided at first was to focus 
on that trademark sound, and really 
make that apparent to the audience, 
make it a little easier for them to get into 
the band. The two-part vocals that we 
do. the rhythmic structure that we have, 
it’s all very danceable and melodic, but 
a little left of the mainstream, and that’s 
what makes it interesting. 

“And of course, the Bears hand¬ 
shake, I think, is really important. I think 
it’s a great physical way for people to 
make contact with us. There’s the 
‘Grrrr’ with it too, but it’s optional.” 

That sort of ursine zaniness is bound 
to get Belew in trouble with the small-
minded segment of the music commu¬ 
nity that prefers its avant-garde to be 
grimly pretentious artiste types. But 
Belew prefers the more lighthearted ap¬ 
proach. He says, the looser atmosphere 
of the Bears is just as conducive to mak¬ 
ing good music as his last band—the 
austere Mr. Fripp's King Crimson. 

“The Bears situation is much freer. 
King Crimson came with lots and lots of 
limitations imposed upon ourselves by 
ourselves, particularly by Robert—who 
can play what, what kind of things you 
were gonna do. The aim of the Bears is 
to please more people, to communicate 
to more people. King Crimson was more 
closed than that, more esoteric by na¬ 
ture. King Crimson was more of a learn¬ 
ing experience than anything else. 

“The Bears is just naturally a more 
fun-filled thing. We're very serious 
about our music and our intention is to 
make very good music that a lot of 
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people will enjoy, but we're gonna have 
a lot of fun doing it. My whole goal of life 
is to wake people up to newer, more ex¬ 
citing and adventurous music. Maybe 
that sounds clichéd, but I don't care.” 

If Belew's words seem a bit clichéd, 
his playing is anything but. One reason 
is his use of altered tunings. His two fa¬ 
vorites are (low to high): E-A-D-A-B-E 
("It's only one note difference," says 
Belew, "but it's right in the middle so it 
changes everything") and E-B-E-E-B-E 
(“You bring the G down and the D up. It 
adds a droning sound like a bouzouki. 
Sort of like manual chorusing"). 

Another of Belew’s trademark tech¬ 
niques is his manual tremolo, in which 
his right hand pushes against the upper 
body of his guitar while his left grabs the 
headstock and pulls it. He said he had 
learned it from Rob Fetters, back in the 
mid-70s when the latter was playing in 
the Raisins. “I saw Ted Nugent do it 
back in 1968,” Fetters recalls. “I've tried 
doing it with maple necks, but they’re 
too stiff. You gotta have a rosewood 
fingerboard.” 

"The first time I started bending the 
neck was out of the necessity of not hav¬ 
ing a working tremolo,” Belew notes. “I 
can’t remember what situation I was in 
at the time, maybe it was David Bowie, 
maybe King Crimson. In one year’s time 
I had six different tremolo units put on 
my guitar. It was getting to be so ridicu¬ 
lous that I just started bending the neck 
instead." Today, Belew is quite satisfied 
with the Kahler tremolos he’s had instal¬ 
led on all his guitars, but every now and 
then, he said, he still gets the urge. “It 
just feels great. It looks good too It's a 
different kind of feel, it makes the notes 
feed back in a different way 'cause it’s 
wood against wood, whereas when 
you're using a tremolo arm, that's metal 
against metal. It’s really just hand 
techniques. They don’t cost anything.” 

One fan of those techniques is Cyndi 
Lauper. She hired him to play guitar and 
write and arrange material for her fol¬ 
lowup to 1984’s She’s So Unusual. “I 
think the album will sound like her other 
album,” Belew said. “Most of the em¬ 
phasis is on Cyndi Lauper and her 
voice, which is the way it should be. 
She's an amazing singer. Every day for 
several weeks, I’ve watched her sing all 
day long and she just has a tremendous 
range and stamina.” Belew's participa¬ 
tion has also given Lauper's producer, 
Lennie Petze, a better look at the 
guitarist. Petze heads Epic/Portrait Rec¬ 
ords, one of the labels that’s been in¬ 
terested in signing the Bears. 

In addition to the Lauper project, 
Belew is wrapping up his third solo LP 
for Island Records, due in the spring. 
The record, entitled Desire Caught By 
The Tail, after Pablo Picasso's sole at¬ 
tempt at playwriting, marks a return to 

the format of Lone Rhino, with Belew 
playing everything himself. “I thought 
that title was an apt description of the 
music itself,” he said. “It's mainly just 
guitar as an orchestra. I’ve got some 
percussion and things but mainly just a 
lot of different guitar sounds.” 
While his solo work continues to 

explore new sonic frontiers, Belew the 
Bear is a different beast altogether. In 
his new band, Belew says it’s music, not 
sound, that comes first. “I think [solo] 
music was often a product of whatever 
sound was happening, whereas we do 
it a different way with the Bears. We sit 
down and acoustically try to work out 
the song. We may have our electric 
guitars unplugged and we may be sit¬ 
ting there working out the chords and 
trying to get the songs to sound com-

THEBEAR FACTS 

Onstage with the Bears, Adrian 
Belew occasionally plays a Roland 
G-303 guitar synthesizer, but his 

trademark is his four "cubism wonder¬ 
beasts,” the fancily painted, modified 
Fender Mustangs from his “Twang Bar 
King” period. Each contains one Roland 
hex pickup and GR-700 electronics that 
control his floor-standing guitar synthe¬ 
sizer, along with three Seymour Duncan 
Stack Strat pickups. The guitars feature 
Kahler Tremolo units and Bowen clamps 
that tighten strings at the tuning keys, 
which allow Belew to play above the nut. 
Two of the guitars were painted by Mike 
Getz, the artist who did the Twang Bar 
King cover. The other two—including 
what may be the world’s only fretless 
guitar synthesizer—were painted by 
Laurie Anderson, whose Mr. Heart-break 
LP Belew played on, 

“I've been doing a lot of programming 
with the the GR-700,” he says. “I've prog¬ 
rammed maybe 200 different sounds that 
you put on cartridges. A lot of the Eastern 
kinds of sounds that are so prevalent in 
the Bears' music really come from that. It 
gives me the kind of freedom keyboard 
players have had for years.” 

With the variety of sounds made possi¬ 
ble by the GR-700, Belew has been using 
fewer external effects than he has in the 
past. His rack includes two Roland vol¬ 
ume pedals, “one wired to a pan pedal 
between straight guitar and synthesizer 
so my mixture of guitar and synth comes 
from my foot. " His fuzztone is a Tonebend¬ 
er Jumbo, “the Cadillac of fuzztones, ” A 
separate rack holds an Ibanez HD-1500 
harmonizer with foot control, a Roland 
SDE-3000 delay with eight different pro¬ 
grammable delays and an MXR 
Dynacomp compressor. 
His amp is his trusty Roland Jazz 

Chorus JC-120. “I've had that amplifier 
since 1977, I’ve used it on everything I 
ever recorded. I've used the same exact 
settings whether playing Madison 
Square Garden with Bowie or playing at 
the 930 Club in Washington DC. " 

Rob Fetters uses three guitars. His main 

píete in just that acoustic-guitars-and-
vocal manner, and then we go back and 
start adding the technology." 

Chris Arduser shares that philosophy. 
In these computerized times, real drum¬ 
mers are an endangered species. The 
Bears' drum sound, however, is purely 
organic. In addition to his standard 
drum kit, Arduser produces moré exotic 
thumps with such bizarre beatables as 
log drums and tiny accent cymbals. 
He’s also building a percussion mon¬ 
ster made of pipes and sheet metal. “If 
you’ve got some Simmons, you can 
simulate a lot of different sounds,” Ar¬ 
duser explains. “But we just want to 
keep finding more interesting sounding 
objects. It's more interesting to see 
something strange and hear the sound 

continued on page 81 

axe is a hybrid Strat made from a '56 body 
with a '63 rosewood neck. He keeps 
things simple with a single Seymour Dun¬ 
can Vintage Strat pickup with a single 
tone and volume control. He also uses a 
Roland G-505 guitar synth patched into a 
Roland GR-300. His pride and joy, 
though, is a beautiful, mid-40s, single 
pickup, blonde Epiphone Zephyr. Fet¬ 
ters' effects board includes an Ibanez 
compressor, MXR distortion units, a Boss 
chorus and vibrato, a Roland Space 
Chorus Echo, an Ibanez HD-1500 har¬ 
monizer and an ADA flanger. His amp 
setup is a 60-watt MESA-Boogie brain 
into an “ancient" Marshall cabinet. 
Bob Nyswonger holds down the Bears 

bottom with two basses, a 71 Fender Pre¬ 
cision with a Seymour Duncan copy of a 
'52 Precision single coil pickup in the 
bridge position, with Rotosound Super¬ 
wound strings, and a Clevinger electric 
upright loaned him by Adrian. It’s the two-
pickup model strung with Thomastic steel 
strings. Nyswonger uses an MXR Stereo 
Chorus on the Precision and 32-band 
MXR equalizer with the Clevinger. It's all 
biamped with an Ampeg SVT into a 2x15 
cabinet and a 100-watt Marshall Super¬ 
lead amp with a 4x12 enclosure. Nys¬ 
wonger swears by Groove Tubes and has 
a muting system built by Cincinnati’s Sec¬ 
ret Service shop so he can tune silently. 

“I use a lot of whatever I kind of happen 
into,” says drummer Chris Arduser He's in 
the process of changing his drum kit, 
buying a new set of Yamaha Recording 
Custom Drums with a 22-inch bass, 13-
inch mounted tom and 16-inch floor tom. 
His snares are two "ancient” Ludwig 
chrome models, 14- by 57s-inches His 
cymbals are a 21-inch Zildjian ride, 16-
and 18-inch Zildjian crashes that he alter¬ 
nates and a mixed high-hat set with a 
Paiste 2002 heavy and a Zildjian New 
Beat. He uses Remo heads, Pinstripes on 
the snare and bass, white frosted on the 
toms. His sticks are wooden Regal Tip 
5As. For variety, he uses two Paiste ac¬ 
cent cymbals, a 6-inch and a 10-inch and 
a set of five Sunsong log drums. 

68 



Reality is a Mirage 

Put more life in your live performance with the real sounds of the Mirage Digital Sampling Keyboard 
The Mirage plays real sounds. It takes the technology of digital recording a step further and 
lets you play and record dozens of actual instrument sounds with one compact and 
lightweight keyboard. 

So when you want a piano sound you get a real grand piano. When you want strings you get 
a complete string section at your fingertips. When you want horns you get every brassy 
nuance. The Ensoniq Sound Library contains an ever-expanding selection of the most 
true-to-life sounds ever heard from an electronic instrument. 

The Mirage is easy to play. The new weighted-action keyboard responds faithfully to your 
touch with velocity sensitive control over loudness and brightness. And if your setup 
includes MIDI equipment, the Mirage can carry on an intelligent conversation with your 
other gear. 

The Mirage is versatile. There are 37 playback parameters to give you a wide range of 
control over envelopes, filters, tuning and key velocity effects. There's even an on-board 
sequencer that can sync with other units via MIDI. So the Mirage is everything a synthesizer 
is—and more. 

The Mirage is affordable. Ensoniqs advanced technology makes the Mirage a reality for 
under $1700'. See your authorized Ensoniq dealer today for a complete demonstration. 

I. Our legal department panics whenever we say under $1700". The manufacturer's suggested retail price of the Mirage is exactly 
$1695.00. ENSONIQ and Mirage are registered trademarks of ENSONIQ Corp. 

■SZlir 

ENSONIQ Corp. 263 Great Valley Parkway. Malvern PA 19355 □ Canada 6969 Trans Canada Hwy . Suite 123. St Laurent. 
Que H4T 1V8 □ ENSONIQ Europe. 65 Ave de Stalingrad. 1000 Brussels □ Japan Sakata Shokai. Ltd Minami Morimachi -
Chu-0 Building. 6-2 Higashi-Tenma. 2-Chome Kita-Ku. Osaka. 530 ensoniq] 



PRODUCER 

The Keyboard/Production Wiz Who Turned the 
Starship and Heart into Chart Contenders. 

By Robert Minshall 

NO, NOT THAT PETER WOLF 

It’s easy to envision a nineteenth-cen¬ tury version of producer/keysman 
Peter Wolf sitting in a castle high atop 

a pinnacle in the Austrian Alps, laugh¬ 
ing fiendishly as he plays some fugue 
on a gargantuan pipe organ, thunder 
crashing and lightning flashing in the 
night sky. The twentieth-century version 
of Peter Wolf lives in a more modest set¬ 
ting in a Simi Valley canyon just outside 
L.A., and he laughs less fiendishly, but 
he’s still got a pronounced German ac¬ 
cent, a strong classical streak and the 
soul of an extremist: “Music has to make 
you feel great. It has to be interesting, to 
have passion. It has to draw your atten¬ 
tion. If it doesn’t turn you and everyone 
else involved on incredibly, how can 
you expect to turn other people on? You 
can’t. So you gotta get off every second. 
You've got to walk out of the studio 
going yeah\ Then you have a chance.” 

Peter Wolf took that chance and ran 
with it. In an extraordinary assault on the 
pop charts, Wolf has multi-platinum LPs 
by the Starship and Heart in the top ten, 
with hit singles still falling out of both. 
Wolf also arranged and performed 
Commodores’ comeback hit “Night¬ 
shift," did three tracks for last fall's 
Maurice White LP, won a Grammy nom¬ 
ination for his arranging work on “Why 
Do People Fall In Love?" by Thelma 
Houston and Dennis Edwards, and has 
Boz Scaggs, El Debarge, Nik Kershaw 
and (gasp) Miles Davis penciled in on 
his dance card. The man is hot. 

In the best tradition of his native Vien¬ 
na, Austria, Wolf had been a child prodi¬ 
gy, studying piano from age five and 
performing Beethoven concertos by 
age nine. At the age of eleven, he was 
exposed to the music of Bird, Miles and 
Trane among others, and steadfastly 
began the pursuit of jazz which was to 
lead him to first prize at the European 
Jazz Festival in Vienna in 1968 at the 
ripe old age of sixteen. 

Shortly thereafter, Wolf first heard Jimi 
Hendrix; not only did he then begin to 
play rock with a fervor, but decided to 
make music his career. Though he had 
been encouraged to pursue music by 
his father, an accomplished pianist but 
a Viennese industrialist by trade, when 
Wolf announced that, contrary to his 
father’s intentions, “I will never, ever set 

“There’s a total art to making records; you have to have more than chops.” 

foot in your factories,” dad’s response 
was a simple one: “Get out. Now." 

Wolf’s first professional gig was in a 
jazz trio playing the midnight shift in a 
Vienna bar (“They made me wear 
clothes that were too big to try to make 
me look twenty-one.’’) He moved 
quickly into the Vienna music scene, 
playing sessions by day and club gigs 
by night, and soon began working with 
several Austrian stars. 

As a keyboard player, it was a natural 
progression to arranging. Wolf taught 
himself by transcribing and studying 
the records of American soul artists 
such as Sam & Dave and Otis Redding. 
“America was the measure...that's 
where the heavyweights were, " he says. 
Thus it was inevitable that he come to 
America, “where the real competition 
is." His first stop was New York in 74, 
where he soon joined a thirty-seven-
piece big band called Brownie's Re¬ 
venge. “We played at Trudy Heller's, a 
tiny little club. On good nights, we had 
twelve people watching us. We made 
something like $1.50 a night.” He left to 

visit friends in Atlanta, and stayed in the 
South for about a year, where he played 
gigs by night and by day taught a 
semester of big band at the University of 
Montevallo in Birmingham, Alabama. 
Saving enough money to buy a car, he 
headed west for Los Angeles. 

Barely a week had passed after his 
1977 arrival in L.A. before he found him¬ 
self auditioning for Frank Zappa, with 
whom he recorded and toured until 
1980, playing in the band with Adrian 
Belew and Terry Bozzio. It was an ex¬ 
perience he describes as fun and im¬ 
mensely educational. Departing 
Zappa, Wolf concentrated his efforts on 
attempting to get studio work, shunning 
a lucrative offer to join Jethro Tull. “I 
wouldn’t want to join any band, unless it 
was one like the Police," he says. He 
found session work to be rough going at 
first, since there was the stigma of over¬ 
playing attached to Zappa alumni in the 
L.A. studios. “There is a total art to mak¬ 
ing records; you have to have more than 
chops. A good musician doesn't over¬ 
play. It's a process of growing up, to see 
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The art of engineering 
is serious business. 

You made the decision 
to engineer audio be¬ 
cause you care for the 
art of music and sound. 

The realities are that 
you also need to 

operate as a business. 
The audio console that 

you choose for your 
creative fulfillment is 
the most expensive 

piece of capital equip¬ 
ment in your facility. 

Serious business. 

We also consider the 
art of engineering a 
serious business. We 

have devoted 12 years 
to engineering and 

building truly the finest 
audio consoles. Year 
after year, we have 
reinvested our profit 

back into our design, 
manufacturing and 

distribution facilities. 
Tne result is that 
TAC and AMEK 

together are among 
the world's largest 
professional audio 

console companies. 
Serious business. 

The SCORPION is one 
of the highlights of the 
TAC line. With 9 different 
modules. 2 mainframe 
configurations. 5 meter 
packages and 8 or 16 
buses, the SCORPION 
can be configured to 
suit any professional 
application. Of course, 
each SCORPION 
comes standard with 
the EQ sound and 
chassis design that has 
made TAC/AMEK 
world renowned. 
Affordable value 
is serious business. 

We ask only that you 
look deeper than just 
an ad, a brochure, or 
a sales presentation 
before you make your 
next major capital 
investment At TAC, 
we treat the art of 
engineering as a 
serious business 

SCORPION 26/16/2 
w/16 monitor 
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what is necessary for a track and what 
is excess We all go through that." 
The first producer who gave Wolf a 

real shot was Ron Nevison, with whom 
Wolf did records for the likes of Rex 
Smith and Shaun Cassidy. Word got 
around quickly; soon he had done proj¬ 
ects with Ted Nugent, Survivor, Pablo 
Cruise, etc. Wolf was becoming Ron 
Nevison's “musical righi hand”—when 
Nevison produced Nuclear Furniture for 
the Jefferson Starship, not only did Wolf 
arrange and play keyboards on all the 
tracks, he penned the hit “No Way Out” 
with his wife, singer/lyricist Ina Wolf. The 
album went gold. 

Meanwhile, producer Dennis Lam¬ 

bert had been hired for the seemingly 
thankless task of producing the Com¬ 
modores’ first record without Lionel 
Richie or hit writer James Carmichael. 
Wolf was hired to arrange one track; 
Dennis liked the result so much that he 
hired Wolf for four more as associate 
producer as well as arranger/keyboard-
ist. It was a turning point in Wolf's 
career; one of the songs was “Night¬ 
shift.” Everything on the track, save 
cymbals and toms, is electronic, cen¬ 
tered around Wolf’s Synclavier. That's 
right, the guitars too. The fretless bass? 
An original Wolf Yamaha DX7 patch. 

The “Nightshift” project led directly to 
work on Maurice White’s solo project. 

forthe 
Ultimate Guitar Sound 

isOver 

More than 5O>OOO Players Have Climbed Aboard 

Don’t be Left Behind 

Scholz Research &. Development. Inc 1560 Trapelo Road. Waltham. MA 02154 • 617-890-5211 

Wolf co-wrote three tunes with White 
and arranged the tracks, when he once 
again received a call from Ron Nevison 
requesting his assistance for the new 
Heart album. Nevison made a very at¬ 
tractive offer: co-production credit plus 
a production point. “That made me 
think," Wolf says. “Heart was already a 
huge rock band, and to put some soul 
into them and make that happen, I fig¬ 
ured, 'God, that could be a very big 
album.’” And so it was. "I take a lot of 
credit for that,” Wolf says. He's going to 
have to, because you won't find his pro¬ 
duction credits anywhere on the Heart 
record or packaging. Seems a funny 
thing happened on the way to the bank. 
After Wolf had arranged and played on 
all the tracks, he received another at¬ 
tractive offer: to produce the next Star¬ 
ship album. Unfortunately that gig be¬ 
longed to...Ron Nevison. Nevison was 
angry at the Starship for offering, but 
furious at Wolf for accepting, and with¬ 
drew Wolf's production credit. As Wolf 
tersely put it, “His ego went berserk.” 

"All of a sudden, I am in the produc¬ 
er's chair. This is the breaking point, and 
I said, ‘I am not going to screw this up. 
This one has to go all the way.’” Wolf’s 
first act as producer was therefore to 
bring Dennis Lambert into the project as 
executive producer, and engineer 
Jeremy Smith (Phil Collins, David 
Bowie) in as co-producer. “There is 

continued on page 90 

A Stack of Wolfian Proportions 
At the center of Peter Wolf's music system 
is a very impressive $125,000 Synclavier 
with full bandwidth 16-voice polyphonic 
sampling and a 40-second sampling 
time, an 80-megabyte Winchester hard 
disk, resynthesis, music printing, the new 
76-key velocity-sensitive keyboard, full 
MIDI implementation, and a SMPTE time 
code option which allows it to track code 
from an audio or video tape recording. He 
has a large Yamaha system, with a KX 88 
keyboard controller, the TX816 rack, a 
master DX7 for voice programming, and 
a QX1 sequencer with disk drive. He finds 
the disk drive especially helpful as it not 
only stores note information, but patch in¬ 
formation from the TX816 as well. He also 
has several analog keyboards: a Rhodes 
Chroma, a Roland Jupiter 8, a Prophet 5, 
and a Mini Moog which he uses primarily 
for bass. All are MIDI'd. 

Wolf uses a number of drum machines: 
the basic Linn, an Oberheim, a Roland, 
and a Dr. Click to interface the various in¬ 
compatible clock pulses. He stresses, 
though, that “the Synclavier is the best 
drum machine in the world,” but is looking 
into the Roger Nichols drum computer 
(Wendel) as a means of freeing up mem¬ 
ory for the Synclavier. For outboard gear, 
he uses the Publison Infernal Machine (a 
harmonizer), AMS and EMT echo units, 
and the Yamaha REV 1 and REV 2 Digital 
Reverb units. 
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President. 
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Commitment runs 
deep at QSC. 
We’re dedicated to 
continually improving 
our products and our 
company. For us, 
building a better 
product and backing 
it up with top-notch 
customer support is 
the key to success. It's 
as simple as that The 
QSC linear output 
circuit is one outcome 
of our commitment to design excellence. Its three-stage 
signal path optimizes the sonic advantages of traditional 
push-pull amplifier circuits. By combining a multiple 
level DC power supply with conventional power 
transformers and rectifiers, we've improved on previous 
efforts at increasing heat efficiency-anticipating the 
benefits of "Class D" and "smart power supply" 
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compact and reliable, and which delivers unmatched 
audio performance. The diligent research that went 
into our Series Three paid extra dividends in the 
development of our economical Series One amplifiers. 
Both series feature our patented Output Averaging ™ 
short circuit protection, dual isolated power supplies, 
calibrated gain controls, premium components 
throughout, and complete rear panel connection facilities 
that include balanced XLR and 1/4" jacks, octal sockets 
for active and passive input modules and a full selection 
of output connectors. Our 
dedication to design excellence 
goes hand-in-hand with our 
commitment to providing full¬ 
service support on all our products. 
When you put it all together, QSC 
amplifiers reflect the commitment 
to leadership, service and design 
innovation that has guided us since 
we were established in 1968. For more information 
contact: QSC Audio Products, 1926 Placentia Avenue, 

amplifiers, without relying on unproven technology. 
This has enabled us to build a power amp that is more 
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The Power Station and Palmer’s Latest LPAre 
Both “Heavy Metal Funk. ” Which Came First? 

PLAYERS 
By Roh Tannenbaum 

ROBERT PALMER’S POWER OUTAGE 

If there was a Woodward and Bern¬ stein that looked into this Power Sta¬ 
tion thing..." Robert Palmer says 

suggestively. "What a story. What a 
tale!" Although he's answered the door 
to his Central Park South hotel room this 
December afternoon wearing only 
black trousers and suspenders, the 
thirty-seven-year-old singer isn’t quite 
ready to bare all about “this Power Sta¬ 
tion thing." Because of potential law¬ 
suits, Palmer shrugs, "I'm not in a posi¬ 
tion to advertise my feelings.” But over 
a late breakfast of Dunhill cigarettes 
and tea, he is willing to disclose as 
much as gentlemanly discretion—and 
his lawyers—will allow. 

“The actual process of doing it was 
just a gas, but as soon as it became ap¬ 
parent that is was going to make money, 
it turned sour very quickly. You’re doing 
something in the studio, with no end 
product in mind, just throw-it-against-
the-wall-and-see-if-it-sticks, and the 
next minute it's a corporate merchan¬ 
dising effort. It’s sold three million 
worldwide.” Palmer chuckles and looks 
around. “So when do I get paid?" 

Palmer's wry amusement at his Power 
Station success is born of a weightier 
track record. In the almost seventeen 
years since he joined Vinegar Joe, he's 
worked with many respected musi¬ 
cians—from Little Feat, the Meters and 
Motown bassist James Jamerson to 
new-agers such as Adrian Belew, 
Gary Numan, Chris Frantz and Rupert 
Hine. Palmer has also produced reg¬ 
gae pioneer Desmond Dekker, Peter 
Baumann of Tangerine Dream and 
songwriter Moon Martin, and collabo¬ 
rated with guitarist John Martyn. But de¬ 
spite steady airplay since he went solo 
in 1974, he's dented the U.S. top forty 
only twice, with Andy Fraser's “Every 
Kinda People" and Moon Martin's “Bad 
Case Of Loving You," both in the late 
70s. The Power Station dealt him three 
top forty singles within a few months. 

When the project began, Palmer was 
at home in the Bahamas working on his 
ninth solo album, Riptide. Drummer 
Tony Thompson and Duran Duran 
members John and Andy Taylor sent 
him a backing track they'd worked up, 
“and I was asked to make a song of it." 
He knew the Taylors socially, but 

reacted coolly to the project at first, be¬ 
cause Duran Duran is “not my cup of 
tea.” He smiles and reaches for his cup 
of tea. But Palmer discovered that the 
Power Station's style “was more in the 
vein of what I was already doing with my 
solo album." The first instrumental track 
he was sent was “Communication," 
which worked out well enough that the 
band asked Robert to work on several 
other songs. Soon, Palmer was com¬ 
muting between New York and Nassau, 
working on two albums at once. 

tention,” he says testily. “For the record, 
it was a matter of trying to maneuver 
Power Station material into the direction 
I was moving anyway." In his defense, 
he points out that he'd already made full 
demos for Riptide before the Taylors 
contacted him. 

But Palmer was interested in the pro¬ 
duction team of Edwards and Corsaro, 
especially since he was unsatisfied with 
his last album, Pride. Although the al¬ 
bum gave him a number one dance hit 
with his version of "You Are In My Sys-

“I’m sick of everybody’s records sounding the same because of the machines.” 

“Writing the Power Station stuff was 
a real strange discipline, because I 
couldn't change the key or tempo. 
There was no muse or inspiration in¬ 
volved—just craft. It was like fill in the 
dots. I enjoyed it a lot, but it wasn’t very 
satisfying.” 

Palmer in fact hired much of the 
Power Station crew to work on his Rip¬ 
tide album—Bernard Edwards and en¬ 
gineer Jason Corsaro produce, Tony 
Thompson plays drums. Andy Taylor 
adds one guitar track and three other 
PS sessioneers also contribute. Palmer 
has referred to Riptide as “heavy metal 
funk," a term which could also be 
applied to “Some Like It Hot." 

"Yeah, that’s been brought to my at-

tem," it was a stiff, static LP. The title 
song was about Olivia Newton-John 
and other modern maladies, but Palmer 
seemed to have swallowed a dose of 
dull himself. “When I took the material 
on the road, it developed more person¬ 
ality and musicality," he notes. Listening 
to the Riptide material, Palmer found 
some familiar symptoms. "There were 
mechanical aspects I couldn't get rid of. 
I’m not a purist, but I'm sick and tired of 
everybody's records sounding the 
same because of the machines. " Rather 
than bringing in musicians "to articulate 
the parts,” as he usually has, he de¬ 
cided to find a full band. 

"'Communication' was the first time 
I’d met Bernard Edwards—or heard of 
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And quality? We made no compromises. Every 
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him, actually. It was immediate. After I 
finished that vocal, before I went back, I 
left him a cassette of the stuff I’d been 
working on and said I was looking for 
some help. He was up for it, so we 
started on that right away.” It was only 
then, Palmer explains, that the Power 
Station asked him to work on other 
songs. Furthermore, when the Power 
Station album was one song short of 
completion, Edwards suggested the 
band take a crack at “Go To Zero,” 
which Palmer had written for himself. At 
the mention of the song, the singer’s 
blue-gray eyes turn towards the win¬ 
dow. “They fucked it up." So why didn’t 
he record it himself? “I did. But, uh, their 
lawyers wouldn’t let me release it." 

As with many of Palmer’s other recent 
albums, Riptide is affected by a prob¬ 
lem of concentration—he flits from song 
to song, not sticking with any style long 
enough to develop its possibilities in 
more than a cursory way. Riptide neither 
repeats nor improves upon the Power 
Station because its musical energies 
aren't focused toward any end except 
token variety. Just as he covered Kool & 
the Gang’s “You Can Have It” and the 
System's "You Are In My System" on 
Pride (to say nothing of Toots & the 
Maytals' "Pressure Drop” or Allen Tous¬ 
saint's “Sneaking Sally Through The 
Alley” years ago), there are three very 

disparate remakes on Riptide. One is an 
electrolysized version of Earl King’s 
New Orleans classic “Trick Bag.” 
Another is a remake of “I Didn't Mean To 
Turn You On," a summer dance hit for 
Cherile. “I heard that tune, loved the 
groove and the melody, but was com¬ 
pletely offended by the lyric. Here’s this 
song written by two men [ex-Time mem¬ 
bers Terry Lewis and Jimmy Jam], for a 
teenaged girl to sing—‘When I took you 
out/1 knew what you were all about/ But 
when I did, I didn't mean to turn you on.' 
I thought, 'This is sick. Wait a minute!? 
What if I sing it?' It was a role reversal, 
kind of a revenge song.” But isn't the 
song more realistic sung at a man rather 
than by one? “Right," Palmer snorts, 
“because women aren’t interested in 
men or in sex.” 

The title song, originally written in 
1934, introduces Robert in an unfamiliar 
lounge-baritone he developed while 
singing with Kit McClure's sixteen-
piece band. “You can sing in a tenor 
forever, but you end up singing your 
own licks over and over. There were 
other areas I wanted to attempt. Every¬ 
body said to me, 'You can't put that 
song [“Riptide"] on the record.' ‘Yeah,’ I 
said. ‘Track one, side one.’ ‘Nah, man, 
that’s self-destructive.' But I’ve found 
that it tickles people’s ears, so I’m glad I 
stuck with it. If I’m not gonna run those 

risks, I may as well be in real estate." 
Not that Palmer denies being a pop 

singer. “I mean, where do I get off say¬ 
ing stuff like this? I’m lucky to sell 
enough records to be able to have the 
freedom to do what I want. If I didn’t at 
least break even, which is all I do, I 
wouldn’t be in a position to make these 
kinds of remarks. I don’t see that my 
stuff is eccentric or indulgent or inac¬ 
cessible, as it’s called. Right behind 
‘Bad Case Of Loving You' [his biggest 
U.S. hit, in 1979] I thought, 'Here’s the 
opportunity to be less tentative.’ And I 
made Clues, which was a massive flop 
here, was regarded as weird. But it 
opened up the whole of Europe and had 
two number ones ['Johnny And Mary' 
and 'Looking For Clues’] in many Euro-

continued on page 97 

This Is Palmer’s System 
Palmer's home demo factory in Nassau 
centers around an Akai MG1212 12-track 
mixer/tape deck (it uses a cassette simi¬ 
lar to Beta videotape). His keyboard sys¬ 
tem is a PPG 2.3 and Waveterm music 
computer. His guitar and bass are both 
Steinbergers. His drum machine is an 
Oberheim DMX. Palmer mixes down on to 
a Sony PCM 2-track digital tape machine. 
His outboard gear includes Urei 
parametric equalizers, Dyna-mite Urei 
813s, house mikes are a Neumann M49 
and some Sennheisers. 
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A Strong Kickoff to the ‘‘Year of Sampling” Leaves 
the Instrument Industry Feeling No Pain. 

ByJock Baird 

NAMM: HAPPY DAYS ARE HERE AGAIN 

It was just that kind of show. Record crowds, a host of music celebrities, a 
steady stream of dealer orders and, 

best of all, plenty of new-product 
bonanzas for rank & file musicians. It 
was the show that digital sampling sim¬ 
ply exploded, the show that saw the 
computer music software industry cash 
some of the huge check it had written 

and features. For example, you can 
stack two samples together, or use the 
mod wheel to bring one in or out. Its vel¬ 
ocity-sensitive keyboard can control 
how much slap a bass sample has. It 
has sixteen samples on call, and can 
use MIDI Mode 4 (Omni-off/Mono) to 
put up to eight different samples out 
simultaneously! It’s stereo, and can 

many other sound-sculpting goodies. 
With 512K of sampling memory, the S-
50 gives 17.2 seconds of memory at 
32kHz. It too will stack, crossfade, split 
and otherwise sling those samples 
around, and also lets you plug a video 
monitor directly into the keyboard for 
visual editing. On paper this machine 
looks great, but since there was only a 
private demonstration for dealers I can’t 
tell you how it sounds. 

Roland and Sequential’s emphasis 
on further analog editing of digital sam¬ 
ples was mirrored over at Akai, who un¬ 
veiled a $900 analog keyboard dubbed 
the AX60 which connects via a 13-pin 
DIN plug to the Akai S612 sampler.Also 
technically new, though it debuted at 

New pianos like this Korg SG-I use digital samples for great acoustic sounds. last fall’s A.E.S. show, is Ensoniq's rack¬ 
mount Mirage module, the Multl-Sam-

with its mouth, the show that saw two af¬ 
fordable MIDI guitar systems ready for 
market and several more waiting in the 
wings.... In short, it was a show that 
found the musical instrument community 
feeling good about itself again after the 
doom, gloom and woefully empty aisles 
of last summer's New Orleans show. 
The lead story—hands down—was 

digital sampling. In fact. 1986 is already 
being hailed as "the year of sampling." 
Last summer there were four com¬ 
panies (not counting the Big Boys, Fair¬ 
light and Synclavier) making units that 
involve sampling; now there are eleven 
with more on the way. And that doesn't 
include the rising tide of sampling de¬ 
lays and computer visual editing sys¬ 
tems. What's still unclear is whether the 
increase in available samplers will be 
matched by an increase in their use by 
musicians, or whether 1987 will be 
hailed as "the year of the sampling 
shake-out," but enjoy it while you can. 
The most ambitious samplers were 

the Sequential Prophet 2000, the Ro¬ 
land S-50 and the Korg DSS-1, and of 
these three, only the Prophet was really 
ready to show. So how did it sound? 
Very warm, very, very nice. The 2000’s 
appeal is that it weds its fine-resolution 
12-bit sampling section to heaps of on¬ 
board analog synthesis, including a 4-
pole low-pass VCF, a VCA, velocity con¬ 
trolled 4-stage envelopes and multiple 
waveforms for each of its eight voices. 
Even better are dozens of little perks 

take a direct stereo feed from a CD 
player with no special processing for 
crystal clear orchestral sounds. And its 
operating system makes user-sampling 
a lot more straightforward, with helpful 
things like input LEDs, computer-as¬ 
sisted zero-crossing and zero-slope 
selection, truncating, reverse-samples 
and auto-looping aids. And there's a 
memory upgrade that boosts the 2000 
to 512K—that’s thirty-six seconds of 
maximum sample time. The full 
keyboard version of the Pro 2000 is 
$2600; the rack mount expander 2002 
is $2300). All in all, an auspicious debut. 

The Korg DSS-1 only had a few basic 
(organ, piano, strings) samples loaded 
so it really couldn't make a fair showing, 

pier, which boasts a number of improve¬ 
ments in its operating system and a wel¬ 
come reduction in noise levels. There's 
also been talk of something in the works 
from Oberheim. And just to show this 
isn’t a lower-price-range phenomenom, 
Fairlight brought out a completely new 
16-bit system that's well over sixty Gs. 

Most surprising was the appearance 
of wildly inexpensive samplers from 
Casio and Yamaha, surprising in that 
they are both home-type keyboards. 
The Casio SK-1 is a ludicrous $99; it 
doesn’t have MIDI and has those teeny 
Casio keys, but sounds pretty decent. 
$99?! Casio also added sampling to its 
new $600 drum machine, the RZ-1, 
which has twelve on-board PCM voices 

This Prophet 2002 sampler module had a particularly auspicious debut. 

but it too was 12-bit and sounded good. 
At $2000, the DSS-1 is mostly a sam¬ 
pler—it doesn't have an extensive synth 
section. Roland’s S-50 (also 12-bit) 
does, with sixteen wave oscillators, a 
whopping 48 envelope generators, and 

and four user-loadable samples of .2 
seconds each. Yamaha’s sampling 
entry was the $230 VSS-100, which in¬ 
cludes FM presets and a basic drum 
box, but which also adds an 8-second 
sample that can be played monophoni-
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keyboard for $645 and mini-keys for 
$445; both become velocity-sensitive 
when MIDI'd to that kind of keyboard. 
Casio came in with the $400 CZ-230S 
which has a hundred non-programma-
ble presets and an on-board PCM drum 
machine. 

But cheap keyboards is only part of 
the DX/CZ lead. More important is the 
incredible network of software support: 
you can now find DX/TX and CZ voicing 
and librarian programs for every com¬ 
puter—even the brand-new Atari 
520ST—and the patches are getting 
better and better. The low prices of 
Commodores and Ataris can now pay 
off unbelievable dividends in per¬ 
sonalized sounds. One company, 
MusicData, has even figured out how to 
double the 32 patches on a DX car¬ 
tridge, and is still dropping the price. 
This software factor applies even 

more to sampling. One very visible new 
Son of 9000: the new Linn Midistudio now boasts—what els 

cally and mixed with the FM patches. 
Four samples can also be assigned to 
four places on the keyboard. Both the 
SK-1 and the VSS-100 indicate the two 
consumer electronics giants are wary of 
the overheated pro sampling market 
even as they’ve gone forward develop¬ 
ing the technology—somewhere down 
the line, they’ll play their cards in earnest. 

The maturity of acoustic piano sampl¬ 
ing has seen another big spin-off: dedi¬ 
cated sample-based keyboards with 
permanent ROM programs whose elec¬ 
tronics have been fine-tuned for piano. 
It's safe to say these will supercede 
every electric piano now on the market 
in both sound quality and price. Roland, 
Ensoniq, Technics and Korg all fielded 
strong units. The $1700 Roland MKS-
20, a rack module which uses some¬ 
thing called Structured/Adaptive syn¬ 
thesis to make waveforms, was particu¬ 
larly impressive, including Steinway 
and Bosendorfer programs, lush 
harpsichord and clavinet, and two 
breathtaking electric pianos. The $1300 
Ensoniq Piano also distinguished itself 
in heavy traffic—among its twelve 
patches were marimba and vibes, and 
a split that put an upright bass on the left 
hand and acoustic piano on the right. Its 
weighted action keyboard was simply 
splendid for the money. And Joe Sam¬ 
ple gave a quiet but eloquent endorse¬ 
ment of the Technics entry, playing a 
wonderful set of solo piano meditations. 

Another big area of expansion was di¬ 
gital synthesis, spearheaded by new 
keyboards from Ensoniq (the ESQ-1), 
Sequential (the VS), and Roland (the JX-
10). The Ensoniq model, at $1295, puts 
three digital oscillators on each of its 
eight voices and adds a sophisticated 
8-track on-board sequencer that can be 
expanded up to 10,000 notes! It also 

e—user sampling. 

has a massive 80-character display, 
thirty-two waveforms, and a weighted 
action, velocity sensitive keyboard. In 
its weight class, the ESQ-1 could prove 
the buy of the year. 
The Sequential VS uses something 

SCI calls Vector Synthesis, and likewise 
fattens its sound by putting four oscil¬ 
lators on each of eight voices. It has 128 
waveforms (whew!) that can also be 
modified using the joystick. Like the 
Prophet 2000, the VS has loads of per¬ 
formance features like stereo panning, 

chorus, voice oscillator mixing, simulta¬ 
neous access to 200 programs and vel¬ 
ocity-sensitive keys. It's not a cheapie at 
$2600 but it sounds gorgeous. The Ro¬ 
land JX-10, loosely described as two 
JX8Ps, is actually a digital/analog hyb¬ 
rid; it’s got 24 DCOs for twelve voices, 
and analog filtering. Among other 
luxuries, it can be split into two indepen¬ 
dently MIDIable groups of six, and has 
a small but serviceable sequencer. 

The big question is whether any new 
digital synthesis system can overcome 
the DX/CZ head start of Yamaha and 
Casio. The former released the DX27 
and DX100, four-operator FM synths 
that feature, respectively, a full-size 

company, K-Muse (led by former Se-
quential/E-mu/Linn hand Kevin Kent) is 
coming out with a series of sample disks 
for the Mirage called the Sound Com¬ 
poser Series. These are grouped in 
“families" of ten disks each, the families 
being music types like classical, latin, 
R&B, New York, L.A., London, etc. Disk 
one is drums, disk two related percus¬ 
sion, disk three bass, and so on. The 
secret weapon of the Sound Composer 
Series is Arne Schulze, a mountain of a 
man who did extensive programming 
work with Michael Boddicker. Schulze 
has been able to get a far smoother. 

warmer tone out of the Mirage than any 
programmer thus far, and this brings an 
incalulable advantage to Ensoniq as 
they seek to fend off the many chal¬ 
lenges to its low-end primacy. A big 
boost to the Prophet 2000 was software 
support from Digidesign, who adapted 
its Macintosh Sound Designer program. 
Or take 360 Systems' MIDI Bass—it's 
now improved by an extensive (if some¬ 
what expensive) library of bass chips. 
Or the popular Korg DW8000—com¬ 
pared to the fairly ordinary patches we 
heard in New Orleans, there are now 
some fantastic ones available. And let’s 
not forget the user's groups—Kurzweil 
owners, for example, can now ex-

The Ensoniq ESQ-I, a new digital 

synth/sequencer that piles on the oscillators. 
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change sample data through the PAN 
telecommunications network; every 
major sampler now has a newsletter. 
That's why more than any single piece 
of hardware, the star of this NAMM show 
was the sounds themselves. 

No doubt if you’re a guitarist, your 
mind has been wandering during much 
of the foregoing discussion. But really, 
everything we're talking about applies 
to you too, thanks particularly to two 
companies who showed ready-to-ship 
MIDI guitars. I’ve already waxed elo¬ 
quent (well, as eloquent as I get) on the 
Ibanez model two issues ago, but 
another one popped up, the IVL Pitch¬ 
rider 7000 we first saw saw last summer 
under the wing of Cherry Lane. It's now 
sold by Kramer. This $1000 system is 
based on a pickup strip that goes on 
your existing guitar—how it handles 
semi-hollow bodies is anybody’s guess. 
The Pitchrider 7000 has a number of 
nice perks, including a pitch trans¬ 
poser, separate string assignments, oc¬ 
tave shifts and pitch bending, but its 
tracking speed remains untested. 
The issue of MIDI guitar tracking 

seems be splitting the tech community. 
There remains a solid core of the skepti¬ 
cal who still advise waiting, despite the 
Ibanez and Kramer editions. For the 
most part, they had to be content with 
visiting private suites across the street 
at the Hilton, where Octave-Plateau 
showed its excellent fret-switching pro¬ 
totype and a mystery entry held court. 
On the show floor itself, the fast track 
seemed to belong to a dark-horse 
called the Photon guitar, from the 
aforementioned K-Muse. It uses infra¬ 
red light to read the strings of the guitar 
(the prototype was a black Strat copy 
with no electric pickup). The infra-red 
system gives what standard pitch-to-
voltage conversion can’t: speed. Its 16-
bit frequency conversion system scans 
the strings 10,000 times a second, and 
it only needs one cycle of the waveform 
to read the pitch. The Photon uses a 
high-speed data transmission system 
called M-NET that K-Muse developed— 
it's purported to be sixteen times faster 
than MIDI, talks on 96 channels and 
reads SMPTE (the Photon does inter¬ 
face with any MIDI device). The price for 
guitar (one version uses all high E-
strings and converts the pitch electroni¬ 
cally), cable and rack mount is an en¬ 
tirely reasonable $2000. and should be 
available by April. 

How did it sound and feel? I can’t tell 
you. As Kevin Kent was setting the 
Photon guitar up the morning of the 
show, he noticed a software cartridge 
that controlled the MIDI assignments 
was missing from the rack. After a half¬ 
hour of rising anxiety spent searching 
guitar cases and his hotel room, it finally 
dawned on him that someone had sto¬ 

len the cartridge the night before, put¬ 
ting the unit out of action for all three 
days. The act of sabotage/espionage 
certainly drove home the point that the 
stakes in this MIDI guitar derby are 
enormous, but consider this: Kent, with 
no working prototype, had written 
nearly a million dollars worth of orders 
by the end of the second day. One 
could easily imagine a great suspense 
film about this guitar, with a climactic 
chase scene through the NAMM show 
itself, the villain perhaps halted by the 
sampled voice of Ron Reagan saying, 
“Go ahead, make my day!” And some 
people think trade shows are dull.... 

Well, now that we've got the guitarists' 
attention, we should take note of a few 
overachievers. Charvel recently con¬ 
cluded an agreement with IMC to make 
guitars in Japan, and the first versions of 
these show very little fall-off from Grover 
Jackson’s cottage-industry models. 
Best new guitar/bass is from Jim Moura-
dian, who designed a bass (the CS-74) 
that Chris Squire calls “quite simply THE 
bass of the 80s." It sports an unsual 
body shape, a rock-maple/synthetic 
hybrid neck and high-tech electronics. 
Tokai has used its classy endorsees 
(Stevie Ray Vaughn, Nile Rodgers) to 
good advantage, showing several new 
models. Guild seems very much on the 
way back with its Blues Bird series. Paul 
Reed Smith had a big booth this time 
and introduced a bass with his multi-
tone pickup system. 

In the amplified scheme of things, 
Gallien-Krueger has made tremendous 
U.S. inroads. Its latest offering is a 
series of monitor amps that are set up 
for specific instruments—keyboard, 
bass, guitar, vocals—and can then con¬ 
nect to a mixing board with a quiet XLR 
connector. Thus for big gigs or record¬ 
ing, you put your own monitor next to 
you and let the engineer or soundman 
do the rest. They're small, but very 
loud—an active eq system replenishes 
any lost bass response from the small 
cabinet. Prices range from $579 for the 
200MB bass model up to $699 for the 
200MK keyboard version. G-K is also 
beefing up its rack-mounted RL amp 
with enough power to drive two full Mar¬ 
shall Stacks. 

Elsewhere on the amp front, Crown, 
realizing their Micro-Tech series had 
caught on in a big way, superseded the-
1000 with two tiers of power: the D-600 
and the 1200. The new Micro-Techs use 
modular boards for easier repair and 
have several other handy modifications 
like the bridge-switching buttons on the 
front panel. Crown also has a new series 
of $189 electret mini-mikes, perfect for 
drum-miking or clipping to a sax bell. 
Other amp/reinforcement NAMM 

nuggets included a new 7-channel 
$600 powered mixer from Biamp, the 

Mixpak6 + , so called because the 
seventh channel has high-speed 10-
volts-per-millisecond circuitry for key¬ 
boards and drum boxes. There's an ef¬ 
fects line and high & low eq on each 
channel, a 9-band eq on overall output, 
250 watts of power at 4 ohms, a five-
year warranty.... Hmmm. 

By far the biggest splash in the out¬ 
board gear department was a $700 di¬ 
gital multi-effects processor from 
Yamaha called the SPX90. It’ll handle 
reverb, early reflections, delay, chorus, 
stereo flange, pitch change, gate re¬ 
verb, ADR noise gate, autopan, even a 
digital parametric eq program. It comes 
with thirty programs in ROM, while you 
have sixty memory locations in RAM for 
your own programs—you can even title 
them. And yes, it's got MIDI IN and 
THRU. Over at dbx, there was some 
even lower budget action, including a 
new de-esser, the $150 263X, and a 
new noise gate, the 463X. ADA brought 
out a studio-quality 2-octave pitch 
transposer, the $600 Pitchtraq. And 
Lexicon decided to go head to head 
with Yamaha’s REV 7, dropping its 
celebrated PCM 60 reverb down $455 
to $1040. 

Now a random look at some other 
Anaheim achievers: Akai is just going 
crazy these days. They’ve released the 
tape transport from their 12-track Beta¬ 
type cassette mixer/recorder so you 
can use your old mixer; it's called the 
MG14, goes for $5300, and has some 
updates like the ability to do four differ¬ 
ent punch-ins and -outs without stop¬ 
ping the tape. Then there's a MIDI pro¬ 
grammable audio mixer for $2000. It 
has a VCA under every control so it will 
recall any setup instantly; it can also 
change a mix as fast as 40 ms. or take 
as long as fifteen seconds to fade into 
another program. You can also cas¬ 
cade them. Take that, SSL! Then there's 
their $574 multi-effects rack, the MM99. 
Or the AX73 MIDI mother keyboard, the 
ME25S MIDI keyboard splitter for split¬ 
ting unsplittables like the DX7, and the 
ME30P programmable MIDI patchbay. 
Busy, busy, busy.... 
Two littler companies that have made 

a viable niche for themselves in the past 
year are Forte Music and Invisible 
Keyboard Stands. Forte makes and in¬ 
stalls a $1500 MIDIfication system for 
acoustic grand pianos—his use of the 
piano's mute and sustain pedals for 
switching is imaginative and saves 
mounting knobs on a beautiful instru¬ 
ment. Invisible came up with a keyboard 
support system radically different from 
the Ultimate tubular one that everyone’s 
been appropriating lately. After only a 
year, they’ve turned one stand into a 
system, adding new Mega Bracket ex¬ 
tender bars for Kurzweils and monster 
speaker cabinets and Lateral Shelf 
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Wires for drum boxes and mini¬ 
keyboards. It seems impossible that 
that one little 12-pound steel tension 
structure can support 240 pounds, but 
yes, Virginia, it does. 
And Linn Electronics hasn’t been idle. 

They took a hard look at their hit sequen-
cer/drum box the Linn 9000 and then re¬ 
designed it, unveiling it as the Midi¬ 
studio. It’s now in two parts, a remote 
pad/control module and a mixer/disk 
drive brain. While the 32-track sequen¬ 
cer section, also marketed separately 
as the LinnSequencer, is mostly un¬ 
changed, the drum section is very dif¬ 
ferent. For one thing, while sampling 
was an option on the 9000, it's standard 
in the Midistudio; sampling time at 
30kHz is ten seconds, which can be di¬ 
vided among the sixteen voices. The 
drum sounds can be loaded from disk, 
unlike the replaceable EPROM chips on 
the 9000. It’s got a SMPTE option. And 
the remote pad fits on top of the main 
brain for complete portability. The 
Midistudio retails for $6000, but the 
9000 with disk drive and sampling cost 
$6630, so I call that a price drop. 

It’s with a certain grim pleasure that I 
note one last NAMM milestone—the 
end of Dean Guitars’ “Dean Goes Hol¬ 
lywood” campaign—in fact, Dean was 
nowhere to be seen. In case you missed 
it, the program consisted of scantily 

clad models parading around a floodlit 
runway striking foolish poses with fur 
and leopard-skin guitars. Its demise is a 
microcosm of the changes in the post¬ 
MIDI Ml market: where once packaging 
and marketing flash was considered an 
integral part of the process, no matter 
how stupid or sexist, now the perfor¬ 
mance per dollar of the product is the 
only game in town. It is a new world out 
here, and a brave one at that. “Dean 
Goes Hollywood," R.I.P. indeed. IB 

Belew from page 68 
it makes than just use a chip." 
That’s a good idea, considering how 

temperamental technology can get. 
One near-disaster occurred at the 
Bears' first-ever show, when Belew's 
Roland GR-700 guitar synthesizer went 
on the fritz. “Adrian’s whole shtick is 
using that tool and suddenly, it was 
gone,” Fetters recalls. The club, it 
seemed, was heavy on radio frequency 
interference and, Belew recalls, “the 
synthesizer was taking that as a signal 
and it was just sitting there bubbling.” 

“So Adrian was just sitting there 
calmly, saying, 'Oh, it doesn’t seem to 
be working,' and I, inside, was having 
little atomic blasts go off," Fetters 
laughs, picking up the story. “Finally, 
someone said, 'Well, what we need is 
some Saran Wrap and tinfoil and we'll 

wrap up the electronics in the guitar.’ I 
ran to Walgreen's and back in about two 
minutes. I cut in front of about ten 
people in line, I said, 'Oh, this is a dras¬ 
tic emergency.' What did they think I 
had, a dinner that was going to fail or 
something? But it worked Tinfoil and 
Saran Wrap saved that first show." 

As Fetters and Belew tell the story, al¬ 
ternating lines like old vaudevillians, the 
family feeling is obvious. Despite the 
quartet’s years of collective onstage ex¬ 
perience, Belew says it's the offstage 
friendships that make the Bears a band. 

“It all comes down to chemistry," he 
explains. “The reason I think the Bears 
work is because we've worked through 
the bullshit that usually accompanies 
friendships. That's what is lacking in so 
many bands. A lot of them are just 
people thrown together who don’t really 
have a reason for being together.” 

If he sounds satisfied, he has good 
reason to be. After years of hard work, 
Adrian Belew seems to have it all—a 
happy marriage and three kids; a hot 
new band; an outlet for his solo projects; 
high-profile session work. And, with his 
usual self-effacement, Belew just 
chalks it all up to luck: “I feel I’ve been 
very fortunate. One thing led to another 
in a very natural way that could never 
have been contrived. I just seem to 
meet people I can get along with.”B 

MAIK 
122 S. ROBINSON AVE. • NEWBURGH, NY • 12550 
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BERKLEES HOTTEST 
IN THE SUMMER. 

If you're looking to improve yourself this summer, Berklees the hottest place 

to be. Because from July 7 to August 8, 1986, the Berklee Summer Performance 

Program comes alive with music. 
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studios, film scoring labs and a new Center for Computer-aided Instruction in Music 
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Admissions, Dept.F20,1140 Boylston Street, Boston, MA 02215. 
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RECORD REVIE WS 

A VOODOO CHILD’S 
(SLIGHT) RETURN 
TO HIS ROOTS 

PRINCE 
Parade 

(Warner Bros.) 

W
ell before Prince became a 
cultural hero, sex symbol, 
choreographer, cinematic 
auteur, spiritualist, Svengali, 

or even a rock star, he was just another 
black teen heartthrob. He courted favor 
with Right On! (the black teen Bible), 
gave puff-piece interviews, and posed 
for bare-chested photos just like Jer¬ 
maine Jackson. And while Prince was 
being marketed as a sepia pin-up boy, 
his music, though precociously self¬ 
produced, still took its cues from late-
70s black pop radio. In an era when 
Stevie Wonder reigned as a crossover 
king, early hits like “Soft And Wet" were 
consciously modeled after Wonder’s 
smooth synchronicity of pop and R&B. 

In that regard, the best songs on 
Parade don’t merely echo recent bril¬ 
liant B-sides like “17 Days" or “Erotic 
City," or the James Brownish antics of 
Prince’s Purple Rain tour; they also sig¬ 
nal this voodoo child's (slight) return to 
the roots of his career. “Kiss," “Girls And 
Boys” and "Another Lover,” a trilogy of 
melodic, R&B dance tracks, are Pa¬ 
rade's chief pleasures. The 
reemergence of Prince’s long-lost 
falsetto, and its mating with female 
backing choruses, horn configura¬ 
tions—including a blustering baritone 
saxophone—funked-up rhythm guitar 
(by who else?) and a loose dancin’ in 
the streets ambience elevate these 
tracks well into the realm of big fun. 

The rest of Parade recalls the quirkier 
elements of Around The World In A Day, 
as well as some Wonderously styled 
balladry—but not, interestingly, the py¬ 
rotechnics of Purple Rain, Prince’s pre¬ 
vious movie soundtrack and the music 
that catapulted his status from intri¬ 
guing to iconic. Written for Prince’s up¬ 
coming film Under The Cherry Moon, 
these tracks do exhibit a greater degree 
of thematic unity than on Prince’s last 
LP, but the styles are certainly diverse. 

“Venus De Milo” is a nearly schlocky but 
ultimately beautiful piano instrumental, 
while the ballad “Sometimes It Snows In 
April" explores Prince’s fascination with 
religious symbolism, highlighted by a 
weirdly engaging melody. Sonic col¬ 
lages “Christopher Tracey’s Parade" 
and “Under A Cherry Moon” feature nar¬ 
rative lyrics reminiscent of Lennon & 
McCartney's acid period. Prince ap¬ 
parently finds this pseudo-psychedelia 
compelling, but compared to his more 
soulful material such tunes sound flat 
and uninvolving. So, for that matter, 
does an overly frantic “New Positions,” 
his obligatory but surprisingly tame sex 
ditty, and “Mountains," which does at 
least feature a clever groove (check out 
the intricate drum machine program). 

Like Around The World In A Day, 
Parade will probably frustrate those le¬ 
gions of rockers who reveled in Purple 
Rain’s guitarmania. There’s nothing on 
the order of “Let's Go Crazy" or “Purple 
Rain”—there is, in fact, no lead guitar 
here at all. That’s at least a testament to 
a pop artist who continues to show no 
reluctance to sacrifice commercially 
compelling formulas on the altar of 
creativity. For connoisseurs of melody 

83 



GENUINE 
HOUSEROCKIN’ 

MUSIC! 
from Alligator Records/Cassettes 

Our first special LOW PRICED sampler1 Rock the 

house with killer cuts from Lonnie Mack, Johnny 

Winter Albert Collins, Koko Taylor, Roy Buchanan, 

James Cotton, Son Seals, Lonnie Brooks, Fenton 

Robinson, and Jimmy Johnson, plus a Special 

never*before-released tune from the Original 

Houserocker, HOUND DOG TAYLOR” fTOl 

ALBERT / ROBERT / JOHNNY 

Collins / Cray /Copeland 

SHOWDOWN ! 
"The Master of the Telecaster'' Albert Collins, with 

rising star Robert Croy, and Johnny "The Texas 

Twister" Copeland in a hot, history-making, string¬ 

bending blues summit supersession 1 ILSU 

ROY BUCHANAN 

Roy's first IP in five years. Grammy-nominated in 

1985, Roy says it's his "best ever!'' Roy was voted 

one of the top three electric guitarists in the 1985 

Guitar Player Reader's Poll. 

Write for our fully-illustrated direct mail 
catalog! Alligator Records, Box 60234, 

Chicago, IL 60660. 

and groove, however, Prince's latest 
rung up the ladder bears no cause for 
complaint. Some of us may even say 
' Welcome home."- Nelson George 

JOE ZAWINUL 
Dialects 

(Columbia) 

W
eather Report took a sabbati¬ 
cal last year in part so that 
the band’s leaders, Joe Za¬ 
winul and Wayne Shorter, 

could work on solo projects. Now that 
both results are in, it’s easy to see why. 
While Shorter's recent LP recapitulated 
many of Weather Report's signature 
traits, notably a bent for introspective, 
knotty composition, Zawinul’s Dialects 
soars in a completely different direction. 
As airy and evocative as the African 
music from which it draws considerable 
inspiration, it’s an album that bristles 
with energy, invention, intelligence, 
playfulness and even warmth. We've al¬ 
ways assumed Zawinul is brilliant, but 
who ever imagined he could be this 
much fun? 

Dialects is very much an individual 
statement; Zawinul composed all the 
tunes, and fashions their dazzling array 
of sonic tapestries by layering various 
keyboards over programmed drum 
tracks, occasionally augmenting them 
with vocal choir that includes jazz con¬ 
tortionist Bobby McFerrin. Zawinul ac¬ 
cents “Harvest”'s rhythms the way Tito 
Puente might craft a timbale solo, punc¬ 
tuating the furious groove with odd, 
startling accents. On “Waiting For The 
Rain" he alludes to the Ethiopian tra¬ 
gedy by creating an unsettling, eerie 
mood around an ominous bass figure 
and bent-pitched colorations. With its 
frantic tempos and skittering, boppish 
solos, "Zeebop” is more typical Weath¬ 
er Report fare, but here it's out of place, 
less for the tune's pace than its overall 
lack of feeling. 
Zawinul really hits stride on side two. 

On “Carnivalito” he pastes greasy 
Brother Jack McDuff organ fills on a 
quasi-African dance track that would 
have fit nicely in Jacques Tati’s 
Playtime. For “Walking On The Nile" he 
expertly modulates keyboard riffs 

against a shifting series of ostinato bass 
lines to dig the hottest disco groove of 
1993. (One of the coolest things about 
this synth-drenched record is that it's 
not state-of-the-art; in Zawinul’s hands 
ARPs are still funky and Prophets have 
honor.) The closing “Peace” turns out to 
be a stately anthem in which the com¬ 
poser of "Mercy Mercy Mercy” shows 
he hasn’t lost his gift for classic melody. 

If Wayne Shorter is Weather Report’s 
resident Brainiac, Dialects fixes Zawinul 
as the group’s guiding spirit. Word is the 
band's upcoming incarnation will in¬ 
clude guitarist John Scofield, so their 
next album ought to be a burner. But if 
even a handful of records show up in the 
following months to touch this gem, 
1986 will be a rich year indeed. 

Mark Rowland 

THE JESUS AND MARY CHAIN 
Psychocandy 
(Reprise) 

I
n the tradition of other Next Big 
Things From England, the Jesus 
and Mary Chain's initial impact is 
based on a gimmick. The trick is an 

over-amplified, echo-soaked style of 
(self-)production that creates the illu¬ 
sion you're hearing the quartet from the 
other end of a tunnel. A dumb idea? Sur¬ 
prisingly, no. Though Psychocandy as¬ 
saults the ears with jarring noises, it's a 
highly entertaining record, not just a 
freak show. 

Leaders Jim and William Reid adhere 
to a “more is more” philosophy, regard¬ 
less of the situation. There’s nothing 
odd about encountering ear-rending 
feedback in punky garage rockers like 
“Taste The Floor" and “The Living End," 
but when the same piercing tones 
course through gentler tunes, it gener¬ 
ates a weird sort of tension. “You Trip 
Me Up" mates the cries of a wounded 
garbage disposal with an easy-listening 
melody. “Never Understand" sports 
both a happy-go-lucky tempo reminis¬ 
cent of the early Beach Boys and a 
shrieking guitar from hell. Psychocandy 
is intense! 

It’s also a showcase for one of the 
most pathetic personas in rock 'n’ roll 
history. In a passive, resigned voice, 
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Jim Reid recounts one ghastly tale of 
degradation after another. The lilting 
“Just Like Honey" admits, “Eating up 
this scum/ Is the hardest thing/ For me 
to do,” which is even surpassed in 
wretchedness by “In A Hole": “God 
spits on my soul/There's something 
dead inside my hole.” Most of the 
humiliation is along the relatively mun¬ 
dane lines of “Cut Dead,” where Reid 
complains, “You cut me dead/ You nail 
me down and kick my head." 

Unmitigated woe ought to equal pure 
tedium, but Psychocandy's stylized ex¬ 
cess is more comic than dramatic. 
Whatever their lofty intentions, the 
Jesus and Mary Chain have created 
great escapist fare. Can they still be the 
Next Big Thing?- Jon Young 

THE COSTELLO SHOW 
(FEATURING ELVIS COSTELLO) 

King OfA merica 
(Columbia) 

E
lvis Costello's gift—unless it's a 
curse—is that he makes it 
seem so easy. He practically 
gulps for breath between those 

long, entrancing juxtapositions of im¬ 
ages married to equally sinuous hill-
and-dale melodies. At his worst, Cos¬ 
tello settles for facile craftsmanship. 
Now the good news: King Of America 
marks a return to top form after a couple 
of mediocre (for him) albums. 

The Costello muse is still working 
overtime: King Of America brims with 
material (fifteen songs, almost an hour 
long), and the material o'ertops itself 
with o'ertopping. Not surprisingly, the 
weakest things here are the two non¬ 
originals: a hoarse rendering of the Ani¬ 
mals’ “Don't Let Me Be Misunderstood,” 
and J.B. Lenoir’s “Eisenhower Blues" 
(pronounced “blooz"). 

But it’s Costellothe songwriter who in¬ 
trigues. He’s still the master of drawn-
out, playfully double-entendre meta¬ 
phor; on “Indoor Fireworks,” however, 
Costello's feeling vocal also conveys a 
touching sentiment behind the verbal 
pyrotechnics. Musically, King Of Amer¬ 
ica further plumbs Costello's love-hate 
relationship with this country. Two 

songs contain identical "Mystery Train”/ 
Elvis-in-Vegas intros; on one, “Glitter 
Gulch," Costello holds them nasal 
vowels jes’ like a Muswell hillbilly. “Our 
Little Angel” has a country beat and 
slide guitar; the three-quarter-time 
“American Without Tears” has a Cajun 
lilt and accordion to match. “Little 
Palaces” weds a 60s folk-protest ar¬ 
rangement to the subject of British sub¬ 
urban wastelands. And Costello still 
carries the torch for jazzy ballads like 
“Poisoned Rose, ” a dejected lover’s tale 
with the record’s most impassioned 
singing. 

Romance, typically rancid, motivates 
the majority of songs. In varying de¬ 
grees of baroque opacity, Costello 
limns entanglements not just of love, but 
mere living. An apocalyptic “Suit Of 
Lights” reveals classic Costello bile. 
The languid, quiet “Sleep Of The Just" 
ends the album with an ambivalently 
poignant theme. 

Perhaps the kick of working with dif¬ 
ferent musicians inspired Costello to 
new interpretive heights. The familiar 
Attractions appear on only one cut. 
Elsewhere the back-up is sensitive but 
resolutely back-up (unlike the Attrac¬ 
tions). There's no question who's in 
charge, and Costello has every right to 
place his voice front and center.. He 
plays with his words compulsively, like 
children play with their food, while the 
preponderance of medium tempos un¬ 
derscores King Of America's deliberate 
effort at meaningfulness. These art¬ 
songs re-establish Elvis as a premier 
jongleur charting the heart of dark¬ 
ness. - Scott Isler 

BILL FRISELL & 
VERNON REID 
Smash & Scatteration 

(Minor Music) 

T
his is the kind of inspired pair¬ 
ing that's likely to produce 
either dazzling fireworks or a 
godawful mess. But Frisell and 

Reid have such dramatically different 
approaches to guitar that Smash & 
Scatteration would probably have been 
worth checking out even if it hadn’t 

turned out to be a fireworks display. 
Reid is a frantic, rock-edged player 

who paints in bold brushstrokes, while 
Frisell specializes in soft, shimmering 
watercolors. What they turn out to have 
in common is not simply their instrument 
(there are about as many banjos, drum 
machines and guitar synthesizers on 
Smash & Scatteration as plain old 
guitars), but a shared sense of adven¬ 
ture, willingness to take chances, and 
truly impressive adaptability to each 
other's approach. Frisell's solo feature, 
for instance (“Fr, Fr, Frisell”) has a jag¬ 
ged, anxious quality reminiscent of 
Reid’s harmolodic funk, while Reid’s 
moment in the spotlight, “Burden Of 
Dreams,” exudes more than a little of 
Frisell’s vaguely spacey introspection. 

Working together, Reid and Frisell run 
the gamut from “Landscapes In Alterna¬ 
tive History” and “Dark Skin”—ass-kick¬ 
ing updates of good jazz-rock fusion— 
to “Last Nights Of Paris,” an acoustic 
homage to Django Reinhardt that is lov¬ 
ing and funny if not exactly reverent. 
The rest of the album ranges from sweet 
and lyrical (“Amarillo, Barbados," 
“Small Hands") to the insistent and 
vaguely annoying (“Size 1O'/2 Sneaks,” 
“Black Light”). It’s not always a pretty 
listen, especially when the electronics 
are turned up full blast. But it's always 
pretty amazing.- Peter Keepnews 

ROY ACUFF 
Roy Acuff 

(Columbia Historic Edition) 

B
y the time he snagged a place 
for himself on the Grand Ole 
Opry in the late 30s, Roy Acuff 
was ready to turn white Baptist 

hymns, mountain folk tunes, and bluesy 
train songs into a great stubborn coun¬ 
try vocal style. As an Opry star with a na¬ 
tional following, Acuff remained the 
staunchest of traditionalists in a most 
tradition-minded field, and he always 
approached his material with religious 
gravity. As a result, he’s seldom won the 
favor of a. Hank Williams or a Lefty Friz¬ 
zell with rock ’n' roll audiences, but then 
Acuff wasn't a singer/songwriter or a 
honky-tonker. He was an often astound-
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A UNIQUE AUTHORITY SOUNDS OFF 
ON SOUTHWORTH TOTAL MUSIC. 

i. _ 

SOUTHWORTH 
MUSIC SYSTEMS INC. 
CREATORS Of TOTAL MUSK ' 

beat. Edit with far better accuracy than 
a tape recorder. Work out all parts and 
orchestrate at home, then take it to the 
studio and roll tape. You’ll realize tre¬ 
mendous savings in studio costs. 

“TOTAL MUSIC’S ability to record 
16 MIDI channels simultaneously 
makes editing data from other 
sequencers a breeze .. .TOTAL 
MUSIC has the best features of any 
sequencer available:’ 

With TOTAL MUSIC and an Apple® 
Macintosh'“ or Macintosh Plus," you get 
superb MIDI sequencing, editing and 
transcribing combined with the Mac’s 
superior power and graphics. This com¬ 
bination creates the most powerful, 
easy-to-use music program available for 
any personal computer. 

“The front end makes this program 
easy for both the serious composer 
and the novice to work with 
precision.” 

MIDI is an integral part of music produc¬ 
tions at the “MIDI City” room at Unique 
Recording in New York. Unique is com¬ 
mandeered by recording authority Bobby 
Nathan, who has nothing but praise for 
TOTAL MUSIC" by Southworth Music 
Systems. 

“Southworth has the first 
sequencer of any kind that can be 
learned in minutes. You can walk 
away from the first session and 
feel that you’ve mastered it.” 

TOTAL MUSIC includes a professional, 
self-powered interface with four MIDI 
outputs and two separate MIDI inputs 
which can be used with either a 
Macintosh 512K or Macintosh Plus. 
And right now, when you purchase a 
Southworth TOTAL MUSIC system, 
you’ll also get a free membership on 
PAN (Professional Artist’s Network), 
the music industry information system 
on Delphi." 

a single synthesizer or con¬ 
struct a multitrack composition 
for 16 different synthesizers. 
Change orchestrations as the 
music plays. Transpose indi¬ 
vidual voices. Correct errors. 
Align notes precisely to the 

TOTAL MUSIC lets you record, store and 
manipulate up to one million notes of 
MIDI data in every way possible. Record 

For more information on TOTAL 
MUSIC,' write us at Southworth Music 

Systems, Inc., Harvard, 
\ Massachusetts 01451 U.S.A. 
' Or call (617) 772-9471. See our 
; listing below or check it out 

at the dealer nearest you. 

Bobby Nathan, co-owner Unique 
Recording, the “Mayor of MIDI City." 
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ing singer, happy to entertain and make 
money, an increasingly solemn C&W 
name with an equally solemn manner. 
Still, his records have sometimes 

sounded plain wild, as unleashed as 
Acuff’s conviction on “Great Speckled 
Bird.” So it's no insult to say that Roy 
Acuff—a fine-sounding mono collection 
of 30s and 40s sides, plus a dour gem 
and a Dixie-chauvinist loser both re¬ 
corded and unreleased in 1951 —reins 
Acuff in as it showcases him. It se¬ 
quences the religious (“Drifting Too Far 
From The Shore,” “When I Lay My Bur¬ 
den Down") alongside the romantic 
(“You're The Only Star [In My Blue 
Heaven]," “Wonder Is All I Do"). How 
Acuff refocused his basically plain wail 
from church hymns to woman hymns is 
easy enough to hear. On “Lonesome 
Old River Blues" he invents new sylla¬ 
bles for words like “care" and “roam." 
On “Steel Guitar Blues," remembering 
the day his girl died, he wishes he were 
dead. But his phrasing is unquestion¬ 
ably alive. 

Acuff was also a serviceable fiddler— 
on “Ida Red" he hoedowns—and know¬ 
ing bandleader. These straightforward 
acoustic string arrangements, rich with 
trademark dobro and the occasional 
harmonica or accordion, are as frisky as 
they’re firm. Even the three tunes Acuff 
doesn't sing here are wonderful, and on 

one of them, a 1936 version of his famed 
“Wabash Cannon Ball,” he hollers train 
noises behind Harmonica Sam "Dyna¬ 
mite" Hatcher’s jaunty vocal. 

For young fans of country music and 
its past, Acuff’s early achievements 
have been obscured. This outstanding 
record helps bring them into view. 

- James Hunter 

VIOLENT FEMMES 
The Blind Leading The Naked 

(Slash/Warner Bros.) 

F
rom its darkly ironic title to “Two 
People,” the wistful snippet that 
slams the LP shut, the Violent 
Femmes' third album suggests 

a remarkable leap from the unfocused 
misanthropy and amateurishness that 

defined much of their earlier work. 
Abandoning the cult mentality that in¬ 
sured a fervent but undemanding cult 
audience, the Femmes, with assists 
from producer Jerry Harrison and a 
plethora of guest musicians, have con¬ 
structed sturdy, expansive musical set¬ 
tings which allow singer/chief songwrit¬ 
er Gordon Gano to channel righteous 
anger into full, exciting rock ’n’ roll. 

In the past, the Femmes too often 
sounded like a Velvet Underground trib¬ 
ute band, and while that influence is still 
apparent—Gano's voice suggests Lou 
Reed and “Good Friend” seems a cross 
between the VU’s Loaded and ’77-era 
Talking Heads—it's become more in¬ 
formative than intrusive. Like the Re¬ 
placements, the Femmes have turned 
the neat trick of making their music 
more accessible without sacrificing 
“underground" credibility. Perhaps the 
Femmes’ explicit embracing of Christ¬ 
ianity partially accounts for the sense of 
hope and belonging which imbues 
even their darkest visions. But their re¬ 
cent embracing of song structure is 
what makes it effective: The blues¬ 
based “Faith," the Stones-derived 
“Love And Me Make Three" and the 
ominous love song “No Killing” all hark¬ 
en to classic rock forms without seem¬ 
ing derivative. “Old Mother Reagan,” 
with politics as scathing as its music, 
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Finally—A miniature mic 
that won’t miniaturize sound. 

It’s not hard to make a very small condenser 
microphone. But it is hard to build one that dupli¬ 
cates the low noise, frequency response and SPL 
capability of larger condenser mies. This is just 
what the Shure SM98 does. It’s the first truly pro¬ 
fessional miniature condenser instrument mic. 

The SM98 incorporates not one, but several 
design innovations. By integrating the cartridge 
capsule with the outer case, the SM98 provides a 
nearly ideal polar pattern for better isolation and 

Then there are some nice extras, like a detachable 
cable at the mic end to simplify teardown. 

smoother frequency response for more natural 
sound. 
The SM98 also features a specially designed five-

stage pre-amp that gives you all the signal you need 
for pure, uncolored sound reproduction. You’ll be 

We knew it wouldn’t be easy to make a great 
miniature condenser mic. But barriers are made to 
be broken, aren’t they? 

For more information on the SM98, write or call 
Shure Brothers Inc., 222 Hartrey Avenue, Evanston, 



should please the Femmes' faithful. 
As a trio, this band still has a ways to 

grow; many of the more striking seg¬ 
ments of The Blind Leading The Naked 
are supplied by guest artists like Harri¬ 
son and sax player Steve MacKay. But 
if the Femmes are not a major band, that 
realm now appears within their reach. 

- Jimmy Guterman 

THRASH RECORDS 

THE EXPLOITED 
EEAR DEAD MILKMEN 

DEAD KENNEDYS 

H
ardcore bands aren't what 
they used to be—and thank 
God for that. Though a nice 
idea for the first six months or 

so, hardcore ultimately instilled a 
deadly sameness. Consider the Exploit¬ 
ed: Although their Live At The White 
House (Combat Core) claims to include 
sixteen songs, the effect is of a dozen or 
so sets of lyrics shouted over the same 
ferociously inept rave-up. Hardly the 
best argument for “hard-fast rules," is it? 
The best hardcore bands now seem 

as bored as the listeners by the music's 
catechistic rigidity. Fear have discov¬ 
ered the blues, which on More Beer 
(Enigma) lends Lee Ving's vocals sur¬ 
prising power. The lyrics are as swinish 

as ever, but somehow that adds an 
extra edge to the band's cleverly re¬ 
tooled metalisms. Speaking of metal, do 
you think Malcolm Baldridge has heard 
the Circle Jerks' "American Heavy 
Metal Weekend," which argues that the 
balance of trade can be rectified by 
swapping Motley Crue for Toyota? 
Given the band's leftist politics and dry 
wit, it’s doubtful Baldridge would ap¬ 
preciate much else on the upbeat and 
inventive Wonderful (Combat Core), but 
stranger things have happened. 
Humor has gotten better in the 

hardcore idiom, a promising develop¬ 
ment. A couple of years ago the aver¬ 
age fan's idea of a joke was to call his 
band Jerry’s Kids. Nowadays, we're 
blessed with the Dead Milkmen, whose 
Big Lizard In My Back Yard (Enigma) 
pushes the Ramones' geek world-view 
one giant step towards surrealism. How 
else to explain “Plum Dumb,” in which 
one-too-many plums uncork the libido 
of a comely young hitchhiker? 

Such goofiness is relatively rare in the 
genre. More often the humor is laced 
with outrage. The Milkmen satirize car 
culture with the sarcastic “Bitchin’ Cám¬ 
aro,” while the Dead Kennedys attack 
the same subject from a slightly differ¬ 
ent angle in “Goons Of Hazzard.” But 
“Goons," as with the rest of Franken¬ 
christ (Alternative Tentacles), exhibits 

More than 
just notes. 

EMG Pickups. 
You wont more than just the 
notes you play. With an EMG, 
get the response you need 
from a pickup. Get the 
performance you put into it. 

IIIIIIIIHI (707) 525-9941 
. CANADA: Louis Musical, Quebec 

unusual musical sophistication, match¬ 
ing souped-up surf riffs to typical thrash 
dissonances. The LP is packed with 
musical detail, offering tricky time¬ 
changes and complex arrangements 
while still managing to pack a punch. 
No wonder the PMRC is afraid of them! 

(Combat Core, IRD Mail Order, 149-
03 Guy R. Brewer Blvd., Jamaica, NY 
11434; Enigma, Box 2428, El Segundo, 
CA 90245; Alternative Tentacles, Box 
11458, San Francisco, CA 94101) 

- J.D. Considine 

Wolf from page 72 
nothing wrong with getting people in¬ 
volved," Wolf insists. "If you win, every¬ 
body wins. I like to bounce off an en¬ 
gineer that I can trust. I don't like to con¬ 
stantly look over an engineer's shoul¬ 
der. I like a lot of high end...not that I 
want to lose the bottom, but I love that 
crispness, that brightness. Dennis Lam¬ 
bert, who is an incredible song man, 
basically just watched me.” 
Wolf views record production as a 

three-step operation: "First of all, you 
put together the right material for the 
act. The material has to be totally right 
for the vocalist. It has to be him, it has to 
stretch him, and sound new, interesting 
and fresh. And then you go in, and you 
execute that material, which means 
great arrangements, great playing, 
great sounds, great vocal perfor¬ 
mances. And then, when you mix the 
whole thing...when you hearthat tune, it 
has to press those buttons in you, so 
you go yeah'." 

The departure of Paul Kantner from 
the Starship was a cause for concern; 
Kantner had been a primary lyricist, and 
Wolf was worried that the resultant reac¬ 
tion by Starship fans would be to con¬ 
sider the band “lyrical lightweights." 
"You'd be surprised. With all the cats out 
there writing tunes, you would think that 
there would be a lot of good material, 
but it just isn't so. Out of maybe a 
hundred tapes, I might find one good 
tune. My test is always in my car. If the 
tune is cool, I hear that, no matter how 
it’s played. As an arranger, I im¬ 
mediately hear arrangements. I hear the 
string parts, the horn parts. You don't 
actually have to perform them for me." 

A tape submitted for tne project by 
composer Martin Page and lyricist Ber¬ 
nie Taupin contained such a song. Wolf 
felt that “We Built This City” was a per¬ 
fect theme for the Starship; a legitimate 
anthem for a band that was instrumental 
in building the San Francisco rock 
scene. “But the tune didn't have a 
chorus. It never grabbed me. I loved the 
lyric and I loved the verse and the 'B' 
section was cool, and then it stopped. 
The 'B' section was their chorus. I called 
Dennis and said, ‘What would you think 

continued on page 97 
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OUR SOLDIERS 
FACE THE MUSIC EVERY DAY 

And it’s not always something 
by Sousa. 

In fact, we draw as much 
from the hit parade as we do 
from the March King. Not to 
mention from all of the styles 
there are in between. 

What’s more, Army bands 
are as varied as the music they 
play; there are stage, dance and 

concert bands, as well as combos 
and ensembles. 

If you’d like to face the 
music as often as our musicians 

Surprised? You shouldn’t 
be. After all, Army musicians 
perform an average of 40 times 
a month. With that much 
playing time, you have to be 

do, why not play for us today 7 

(Yes, you have to audition.) Just 
call toll free 1-800-USA-ARMY. 
Better yet, see your local 
Army Recruiter and listen to 

versatile. And you ARMY BAND. what he has to say. 
have to be nr All v/\n r a L.I nr It could be music 
good. BE ALL YOU CAN BE. to your ears 



Public Image Ltd. 
Album (Elektra) 

Given the calibre of John Lydon's hired 
guns—Steve Vai, Riuichi Sakamoto, 
Tony Williams and Ginger Baker among 
others—it’s no surprise that Album is 
PiL's slickest release yet. Oddly 
enough’ it works; not only does the fa¬ 
mous-name drumming provide a mag¬ 
nificent mega-wallop, but Vai's fleet¬ 
fingered exoticisms offer an ideal com¬ 
promise between PiL’s latent orien¬ 
talisms and the Pistols' post-metal 
crunch. As for Lydon himself, he deliv¬ 
ers lines like “Anger is an energy" with 
the fervor of a true believer. 

Janet Jackson 
Control (A&M) 

Janet’s declaration of independence 
goes well beyond the title track's talk of 
control, for this youngest Jackson is 
less interested in getting her own than 
getting down. 'Course, it doesn’t hurt to 
have Jimmy Jam and Terry Lewis grind¬ 
ing out the grooves—the drum track 
alone is enough to give "Nasty" an R rat¬ 
ing—but it’s Jackson’s unabashed 
femininity that’s ultimately winning. 

Frankie Miller 
Dancing In The Rain (Mercury) 

Cue up “I’d Lie To You For Your Love," 
and you'll hear Frankie Miller do Otis 
Redding with an ease Rod Stewart can 
only envy; play the title track, and you'll 
hear how handily Miller makes that 
sound his own. But if great singing were 
everything, Miller would have made it 
big years ago. The real magic here, as 
the cover of “Shakey Ground” bears 
out, is drummer Simon Kirke. Rhythmic 
melody is nice, but melodic rhythm is 
sheer heaven. 

The Alan Parsons Project 
Stereotomy (Arista) 

Unnecessary surgery. 

Feargal Sharkey 
Feargal Sharkey (A&M) 

In a way, Feargal Sharkey is a perfect 
parody of Irish tenors. With his keening 

upper register and impossibly fast vibra¬ 
to, his singing is almost all mannerism— 
but so what? It’s hard to imagine Maria 
McKee infusing her “Good Heart” with 
the same heady mix of vulnerability and 
passion, and even Chrissie Hynde's fa¬ 
mous deadpan can't top Sharkey’s 
sonic shrug on “Made To Measure." But 
as every Undertones fan knows, Shark¬ 
ey's quirks are what counts. Producer 
Dave Stewart saves Feargal's incredi¬ 
bly droll “It’s All Over Now” for last, illus¬ 
trating empathy beyond the call of duty. 

The Pogues 
Rum, Sodomy & The Lash (MCA) 

Funny how Britain’s newest sensation 
turns out to be little more than Makem 
and Clancy after hours. No complaints 
there, of course, for the Pogues put the 
Irish tradition in terms hard-rocking 
enough to make Fairport Convention 
seem museum-bound. And isn’t that the 
way traditions are rejuvenated? 

Hoodoo Gurus 
Mars Needs Guitars! (Big Time) 

There's enough garage grunge here to 
keep the Hoodoos healthily out of the 
mainstream, but there's also enough 
melodic allure to promise more than a 
cult following. After the deadpan wit of 
“Hayride To Hell,” the Beatlesque turns 
of “Death Defying," the big-beat clown¬ 
ing of the title cut and the irresistible 
chorus to “Bittersweet,” it's hard not to 
fall for this record. (6410 Santa Monica 
Blvd., Los Angeles, CA 90038) 

Buckwheat Zydeco 
Waitin' For My Ya-Ya (Rounder) 

Considering his covers of hits by Fats 
Domino, Lee Dorsey, Slim Harpo and 
the Dirty Dozen Brass Band, if this is 
zydeco's great “young” hope, maybe 
now’s the time to stock up on Clifton 
Chenier records. (Box 154, N. Cam¬ 
bridge, MA 02140) 

The Everly Brothers 
Born Yesterday (Mercury) 

Despite their impact on rock, the Ever¬ 
ly's roots are in country, which explains 

why Dave Edmunds' production works 
so well. There aren't many winners— 
“Always Drive A Cadillac” is ridiculously 
overblown and“Born Yesterday” verges 
on treacle—but when decked out in 
those sibling harmonies, even the 
weakest songs seem strengthened. 

Original Soundtrack 
Pretty In Pink (A&M) 

Though it relegates new music to the 
status of a fashion accessory, the com¬ 
bination of hit-movie maker John 
Hughes and nubile nymph Molly Ring¬ 
wald is guaranteed to bring these 
bands their biggest audience ever. 
Which, no doubt, is why A&M saw fit to 
shoehorn such non-new wavers as 
Jesse Johnson and Suzanne Vega into 
the package. But given the lackluster 
quality of those tracks, it's hard to imag¬ 
ine anyone being won over. As for the 
Psy-Furs’ remake of the title song, 
well...let's just hope they got a lot of 
money for it. 

Clannad 
Macalla (RCA) 

Speaking of quirky Irish singers, say 
hello to Maire Ni Bhraonain. With a voice 
rich and resonant enough to make 
Sandy Denny seem almost a pretender 
to traditionalism, Ni Bhraonain doesn't 
simply interpret a song, she inhabits it. 
Granted, the Gaelic is a bit off-putting, 
but there's enough English here—espe¬ 
cially on “The Wild Cry” and “In A 
Lifetime," an exquisite duet with U2’s 
Bono— to snare even the most skittish. 
Be the first on your block. 

Various Artists 
Unsigned (Epic) 

What a break...for Epic, anyway. Not 
only didn’t the label have to cough up 
contracts for this sampler of under¬ 
ground America, but thanks to CMJ's 
New Music Report, they didn't even 
have to dig for cuts! Assuming there's 
something close to justice in the record 
biz, the offerings from Sussman Law¬ 
rence, the Pressure Boys, Blue Sparks 
From Hell and the Radiators ought to 
corral contracts anyway. 
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Carvin 
The Professional’s Choice 

CARVIN’S 86 models offer the professional features and perfor-
nance you have grown to expect from us. You’ll find the greatest 
alues ever on pro gear! We guarantee it or your money back after 
rying for 10 days! 
Join other professionals like Starship, Heart, Oingo Boingo, 

Ucatrazz, Rush, and The Oak Ridge Boys who depend on CARVIN 
o get the sound and reliability they need. 
Buy factory direct and save! Send for your FREE CARVIN 1986 

olor catalog or include $1 for 1st class mail, $5 foreign. Use your 
Mastercard or Visa to order by phone! The New CARVIN Hollywood 
tore is conveniently located at 5900 Santa Monica Blvd., Holly¬ 
wood, CA. (ph 213-461-2700) offering the same low prices. 

FACTORY DIRECT LIST DIRECT 
A R540E Electro-Voice radial horn . $495 $249 
B 1200E Electro-Voice 12 "mid bin. $600 $259 
C 3000E Electro-Voice 18" folded horn . $795 $379 
D CM68 Professional vocal mic with cable. $199 $99 
E 980M Pro radial horn/woofer system. $729 $369 
F 750M Pro stage monitor w 12” HI; woofer. $349 $179 
G MX1222P 12ch stereo Powered mixer w 4(M)w rnis ... $2495 $1299 
H DCA800 800W stereo power amp . $1095 $549 
1 EQ2029 29 band 1/3 octave equalizer . $495 $279 
J XC1000 Electronic crossover for Bi/Tri amp . $495 $279 
K Effects 10 different models starting at. $25 
L V412C Celestion 4 G12M-70 guitar stack. $795 $399 
M X100B 100W rins X-Amp tube head. $ 1195 $499 
N V220T Guitar with Pro Kahler tremolo . $1039 $519 
O X60H 60W tube combo X-Amp w "HE” 12” spk . . $599 $299 
P PB300 300W rms Pro Bass Head. $950 $469 
Q B215M Dual 15” "High Energy” bass spk system .. $495 $259 
R LB60K Stereo Koa wood bass guitar. $919 $459 
S DC200TI Stereo guitar with Pro Kahler tremolo .... $1199 $599 
T XV112E 100W tube combo X-Amp wE.V. ir spk ...$1295 $599 



Don Joseph 
One Of A Kind (Uptown) 

Joseph, you might not remember, was a 
cornetist who hung around the Village 
jazz scene in the early '50s, jammed 
with Charlie Parker and then returned 
from whence he came, which was Stat¬ 
en Island. If Chet Baker had taken his 
lithium all these years, he'd sound like 
Joseph: warm toned, melodic, fragile— 
but happy. The record’s cleverly ar¬ 
ranged; Joseph swaps choruses with Al 
Cohn, duets with drummer Joey Baron. 
Strip the word charming of its pejorative 
connotations, apply it here. 

Jimmy Rowles/Red Mitchell 
The Jimmy Rowles/Red Mitchell Trio 
(Fantasy) 

Masters of quietly intense, slow-burn 
playing, pianist Rowles and bassist 
Mitchell also have big ears; when one 
lays out a typically terse and clipped 
phrase, the other talks back. Musical in¬ 
terplay is rarely so subdued yet sophis¬ 
ticated. Half the cuts feature muted 
trumpet solos by Rowles' daughter, 
Stacy, and on another Jimmy sings—an 
acquired taste. 

Third Kind Of Blue 
Third Kind Of Blue (Minor Music/PSI) 

This trio of John Purcell, Anthony Cox 
and Ronnie Burrage is all about black 
tie elegance. Cool saxophonist Purcell 
swings over a variety of backgrounds: 
vamps, straight four, pop rhythms. Syn¬ 
thesizers and electric drums are so well 
entwined it doesn't even give me the 
hives. 

Sidney Bechet 
The Complete Blue Note Recordings of 
Sidney Bechet (Mosaic) 

Sidney Bechet was one of the first great 
jazz soloists. His playing has twice as 
much blue as the sky on a nice day. His 
ear for pitch, for placing the perfectly 
bent and angled note, can’t be beat. 
He’s also the guy to blame for all the 
Coltrane replicants wasting away play¬ 
ing soprano saxophone (he also influ¬ 
enced Steve Lacy and Johnny Hod¬ 
ges). This six-record set covers a big 

chunk of what Bechet recorded be¬ 
tween ’39 and '53; some is brilliant, the 
rest merely very good. There’s a master¬ 
piece—“Blue Horizon’’—Bechet’s fa¬ 
mous “Summertime," two weird duets 
with Josh White, a session with Bunk 
Johnson, and part of the fabulous Port 
of Harlem session, which overlaps a 
previous Mosaic release. My advice: 
Buy them all. (Mosaic, 197 Strawberry 
Hill Ave., Stamford, CT 06902) 

Ray Anderson/Kark Helias/ 
Gerry Hemingway 
You Be (Minor Music/PSI) 

If this trio's well-constructed, stop-start 
arrangements didn't exist, this would be 
a solid, swinging blowing date. Since 
they do, it’s more than that—well-sculp¬ 
tured and detailed music with a wide 
range of emotions and some healthy 
tension. Trombonist Anderson makes 
nicely obnoxious and rude noises 
throughout. 

Serge Chaloff 
Blue Serge (Affinity) 

A relaxed blowing date circa 1956, 
featuring cult fave Conrad Yeatis 
“Sonny" Clark on the 88s. Chaloffs slick 
and wiry Four Brother's baritone 
bounces it right along towards the 
classic category. 

Peter Zummo 
Zummo With An X (Loris Bend/NMDS) 

Half the record is witty, drunk min¬ 
imalism: Two notes of varying intervals 
repeated over sloppily changing 
rhythms slowly go out of sync, as if the 
players were at the dry end of a Thun¬ 
derbird bottle. On the other side, 
Zummo, dried out and playing trom¬ 
bone, supported by tabla and cello, 
suggests the light, dancing quality of In¬ 
dian music (which makes sense, since 
it was commissioned by a dance troupe). 

Various Artists 
Sun Records: The Blues Years 
1950-1956 (Charly) 

These nine records are some kind of 
manna, I’ll tell you. Though not com¬ 
plete by a long shot—and some are av¬ 

ailable on other Charly compilations— 
forty-seven tracks of the the set are pre¬ 
viously unissued and most of it is 
obscure. The first couple of records are 
not precisely “Sun” records—they were 
produced by Sam Phillips for sale to 
other companies—most boast Phillips’ 
characteristic production—loud, nasty, 
raw, loose and funky (after all, the aver¬ 
age session cost $20.25). Though Phil¬ 
lips was ultimately looking for some¬ 
thing white called Elvis, he spent nearly 
ten years recording all the music black 
Memphis had to offer. This set covers 
everything from Sleepy John Estes' 
rural declarations to Rosco Gordon's 
friendly mixture of slicko cityfied sophis¬ 
tication and backwoods skronk. High¬ 
lights include the first Sun record (a wild 
alto, tenor, piano and drums workout 
called “Drivin' Slow”), the infamous 
“Rocket 88," and Rufus Thomas’ near 
insane “Bear Cat," the answer song to 
Big Mama Thornton's “Hounddog. " Talk 
about authentic: a few years after the 
great fuzz tone guitarist Pat Hare re¬ 
corded "Gonna Murder My Baby," he 
really killed her. (And served time, too.) 
An essential set that combines classics, 
one shots, and weird, completely ap¬ 
pealing go-nowhere cuts to create a 
tapestry of what musical life was once 
like in one part of the South. 

Benjamin Lew/Steven Brown 
A Propos D'Un Paysage 
(Crammed Discs/NMDS) 

A gauzy mixture of electronic and 
acoustic instruments, with a hint of 
Arabic influence. Seductive and ethe¬ 
real it often sounds like a soundtrack to 
an out of focus film on Tangiers. 

Red Prysock 
Cry in’ My Heart Out 
(Saxophonograph Import/Tower) 

In the mid-50s, when these tracks were 
recorded, tenor saxophonist Prysock 
sat right on the nexus of R&R, R&B, 
jump, and jazz, and he could honk with 
the best of them. But what's surprising, 
at least for someone who in 1955 re¬ 
leased an LP called Rock And Roll, is 
his urbanity. Prysock’s phrasing recalls 
Lester Young, and he rarely reduces 
himself to clichés. 
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Write your own ticket 
to the top. 
1986 HENNESSY JAZZ SEARCH ENTRY FORM 

Leader's name _ 

Address 

City . State— Zip 

Daytime Phone(s) _ 
I/We wish to enter the preliminary contest in (check one): 

New York □ Chicago □ Los Angeles □ 

I have read the rules and affirm that this entry is in compliance 
with them. 

Signature of Leadern _ 

Mail To: The Hennessy Jazz Search. Suite E. 2801B Ocean 
Park Blvd.. Santa Monica. CA 90405 

m 

The 1986 Hennessy Jazz Search 
You don’t make it to the top of the jazz 

world today on sheer talent alone. You need a 
break: the right kind of exposure. 

Well, Hennessy, the world’s most 
civilized spirit, is proud to announce its 2nd 
Annual Jazz Search—a competition designed 
to give some of America’s finest, yet undis¬ 
covered, jazz musicians the big break 
they deserve. 

The winning-group in The Hennessy 
Jazz Search 1986 will appear as featured 
artists at the 1986 Playboy Jazz Festival held 
on Saturday and Sunday, June 14th and 15th, 
at The Hollywood Bowl. -

But that’s not all. 
This year’s winner will also be invited 

to record a master quality demo courtesy of 

Imported by Schieffelin & Co . New York NY. 80 Proof c 1986 

Kareem Abdul-Jabbar’s Cranberry Records. 
So, if you play in a jazz group, fill out an 

entry form and send in a cassette (see 
contest nales for complete details). 

This could be the 
start of something bis b ^uiucLimig uig. p| RZZ I I STIWL 

1986 HENNESSY JAZZ SEARCH RULES 1. All members of the group must be 21 years of age as of April 1 1986 
2. Size of group must be between 1 and 7 members Non-playing vocalist(s) must be counted in group number 
3. All semi finalists to be signed to first refusal option for recording contract with Cranberry Records'MCA Jazz if 
any member of the group is a party to a recording contract as of April 1 1986 the entire group is ineligible to par 
ticipate in this contest 4. Entries must be submitted in cassette form only and must not exceed 20 minutes in 
length Tapes should be labeled clearly with the leader s name and address Î he same members on the tape must 
appear with the group should they place in the semi-finals or finals 5. A panel of experts will judge all entries on 
the basis of creative jazz playing and/or singing, technique and overall sound The decision of the judges will be 
final 6. Hennessy will use the tapes solely for this contest The tapes will not be reproduced for any purpose Tapes 
will be returned only if a self addressed stamped envelope is provided by the contestant 7. Artists will retain the 
rights to their music 8. In each of three cities New York Chicago and Los Angeles, three semi finalists will be 
chosen Contestants must indicate which preliminary contest they wish to enter Semi finalists will be notified no 
later than May 1. 1986 Semi finalists must be able to appear for judges and invited guests on Wednesday. May 
14 No fees or expenses will be paid for appearance at the semi-finals One finalist in each city will be chosen to 
compete in the finals on Thursday. June 12. in Los Angeles 9. Entries must be received no later than Tuesday 
April 1. 1986 and must be accompanied by an official entry blank or reasonable facsimile signed by the leader of 
the group Only one entry per group is allowed 10. Employees (and their immediate families) of Festival Produc 
tions Inc Schieffelin & Co Rogers & Cowan Inc . Lord. Geller. Federico. Einstein. Inc . or Playboy Enterprises 
Inc wholesalers and retailers of alcoholic beverages, or any divisions or subsidiaries of the above are not eligible 
11. Void where prohibited by law Contest coordinated by Festival Productions West 
PRIZES GRAND PRIZE Appearance as opening group at the world famous Playboy Jazz Festival on Sunday June 
15. 1986 And a master quality demo and first refusal option for a recording contract courtesy of Kareem Abdul 
Jabbar's Cranberry Records/MCA Jazz 3 FIRST PRIZES: Economy airfare for regional semi final winners to Los 
Angeles to compete in finals' Hotel for 5 nights S1 000 prize money for expenses Tickets to the Playboy Jazz 
Festival 

'll winner of Los Angeles semi finals is based in Los Angeles area, limousine service will be provided in place 
of airfare 



800-223-7524 
HOW TO ORDER AN AD 
Regular Classified ads without borders) 
20 word minimum. $2.35 per word, minimum 
$47 per insertion. $1.70 per word, minimum 
$43, for six consecutive insertions; $1.65 per 
word, minimum $41. for 12 insertions. ' 
Classified Display (all ads with borders) 
$135 per column inch, per insertion; $125 per 
column inch for six consecutive insertions; $117 
per column inch, for 12 insertions. 
Bold Face Caps. First line, additional $20. 
Box Number: count 7 words for our Box 
# and address, and add $4.00 per insertion 
for handling. 
Payment Must Accompany Order. 
Deadline: Two months prior to date of 
publication. Cancellations must be in 
writing to be accepted. 
Address: Musician Classified Ad Dept. 
1515 Broadway, New York City, NY 10036 

BOOKS/PUBLICATIONS 
You can make better MUSIC WITH MIDI! 
Learn how to put MIDI power to work IN YOUR 
music with MIDI MADE SIMPLE The ultimate MIDI 
primer: Non technical, 87?x11. 106 pp Send for 
free details: MIDI. Dept M286C. 65 Meetinghouse 
Ridge, Meriden, CT 06450._ 

INCORPORATE WITHOUT LEGAL FEES! 
Free booklet tells how, includes forms and instruc¬ 
tions. Call HARVARD BUSINESS SERVICES now 
800-345-CORP._ 

CASIO CZ SERIES PATCHES! Volume I: 32 
"ACOUSTIC " -strings, horns, reeds, piano, etc 
Volume II: 32 "SYNTH"—basses, guitars, drums, 
etc. Data book PER volume—$24.95. Send check 
or money order to: CZ CONNECTION. P O Box 
367. Haddon Heights, N.J. 08035. 

EMPLOYMENT 

FIND BANDS TO JOIN. Find musicians and 
gigs Write MUSICIANS NATIONAL HOTLINE. Box 
7733. Murray. UT 84107. Phone (801 ) 268-2000 

FOR SALE 
BUMPER STICKERS! FULL COLOR 
Beauties—choose: “I (heart) my (electric guitar)" or 
"If I can't play music I'll settle for Sex." $3 each, $5 
for both Many more, write for lists Dealer inquiries. 
MU-Sticks, Dept. M. P.O. Box 3143. Vernon, CT 
06066 

PIANO DEALERS WANTED—WHOLESALE 
PIANO Company, 6934 Woodland Avenue. 
Philadelphia PA 19142. We have a large selection 
of used grand pianos, spinets, uprights. All in ex¬ 
cellent condition at discount prices. For more infor¬ 
mation contact William Rowell. (215) 726-8817. 

ART AFTER YOUR OWN HEART! 
Monroe. Elvis, hand-painted on back of sizzling 

denim jacket. Or send photo, slogan for a 
unique band jacket. Fully washable, only 

$47.00. Also T-shirts, all colors $10.00. Sizes 
S,M.L. Send check or M.O. to: 

Throbbing Heart, P.O.Box 1448, Berkley, Ml 48072. 

INSTRUCTIONS 
HOT COUNTRY LEADS! CASSETTE with book¬ 
let teaches 50 hottest country licks of Albert Lee, 
Roy Nichols and James Burton. Fast and slow. 
Notes and tablature. $15.95 ppd. RIDGE RUNNER. 
Dept. MU-401. P.O Box 12937, Forth Worth, TX 
76121. 

S_S_I F I E D 
HOT ROCK LICKS! Cassette course teaches 50 
best licks of all time. Learn licks of Beck, 
Blackmore. Clapton, Emit. Page. Van Halen, Hen¬ 
drix! Learn how to use them to create your own 
flashy solos. Includes 34 pages of charts, notes, 
tablatures. $15.95 ppd. RIDGE RUNNER, Dept. 
MU-402, P.O. Box 12937, Fort Worth, TX 76121 

Wish you had 

Listen... 

Expanders 
Spectrum Analyzers 
Parametric EQ 

lime Delay 
Reverberation 
Crossovers 
Noise Reduction 
Don’t have regrets about paying too much for a 

lesser product. In demos and comparisons, we’ll 
show you why we’re Better! Our Factory Direct 
sales allow us to produce a Superior product and 
offer it toi you at a Lower price. Call or write for a 
free full length Demo Album and 24 page brochure. 
Write to: LT Sound, Dept. M-3, P O Box 338 

Stone Mountain, GA 30086 
In Georgia Call (404)4931258 

TOLL FREE: 1-800-241-3005 — Ext. 14 

PERFECT RELATIVE 
PITCH and PITCH? 

T 

Now you can sit back and let the expert 
guide you on cassette tapes! Learn how 
EASY it is to improve EVERYTHING you're 
doing with music by sharpening your 
MOST POWERFUL TOOL: YOUR OWN 
EAR! 
David L. Burge s PERFECT PITCH EAR* 
TRAINING COURSE is now available on 
audio cassette tapes! And-by popular 
demand-he has JUST RELEASED a new 
RELATIVE PITCH EARTRAINING 
COURSE-also on cassette tapes! 

GET YOUR 

FREE TAPE! 
Well, it's almost free. Just send $3.00 to cover 
postage and handling and we'll send you 
Burge's INTRODUCTORY TALK TAPE at NO 
CHARGE-9O minutes-a $14.95 VALUE! ITS 
OUTRAGEOUS!! 
Color Hearing... Speed Recognition of Tones 

and Chords... Lightening Rounds... Laser Sharp 

Awareness... Ear-Opening Techniques... Tap¬ 

ping Your Musical Potential... 

We could tell you more, but you've got to HEAR 
IT FOR YOURSELF! Don't be left behind... write 
or call today for your FREE TAPE! 
AMERICAN EDUCATIONAL 
MUSIC PUBLICATIONS 
8400 Grand Lake Rd., Dept. R-17 
Presque Isle, Ml 49777 
24-Hour Order Line: (517) 595-2000 
(MasterCard/Visa accepted) 
P.S. Remember to request your colorful 1986 
NEWSLETTER on PERFECT PITCH and 
RELATIVE PITCH. With or without tape... it's 
FREE for the asking! 

INSTRUMENTS 
BEST PRICES IN THE NATION!! On drums 
and keyboard equipment. THE DRUM/KEYBOARD 
SHOP will BEAT any price any store quotes nation¬ 
wide! ! Call us and we’ll prove it to you. (713) 524-1577. 

DRUMMERS! GREAT PRICES ON STICKS, 
heads, etc Send or call for free catalog: N J PER 
CUSSION CENTER, 80 Route 46, Rockaway, NJ 
07866. (201)625-8134._ 

FREE CATALOGS of electric and acoustic 
guitars, effects, strings, accessories, more. 
ELDERLY INSTRUMENTS. 1100 N Washington. 
POB 14210-L5, Lansing, Ml 48901 (517) 372- 7890 

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

The MIDI STATION® has the most extensive 
selection of synthesizers, computers, music 
software, and accessories anywhere Send for 
catalog: MIDI Station. P.O. Box 731. Bardonia. NY 
10954 

REMOVES VOCALS FROM RECORDS! 
Now You can sing with the world’s best bands! 

The Thompson Vocal Eliminator can remove 
most or virtually all of a lead vocal from a standard 
stereo record and leave the background! 

Write or call for a free brochure and demo record. 
LT Sound, Dept. MG, P.O. Box 338, 

Stone Mountain, GA 30086 (404) 493-1258 

FREE! FREE! P.M.I. ’85 
Musical Instrument Catalog 

The most complete DISCOUNT listing of 
name brand instruments and accessories. 
Write P.M.I. Dept (M), P.O. Box827, Union 
City, N.J. 07087 Est. 1939 

MUSICIANS 
SERIOUS FEMALE ROCK MUSICIANS: 
Stop wasting precious time. The all-female rock 
band. BARRACUDA, WANTS YOU! Send tape, 
photo, and resume NOW! BARRACUDA, P.O. Box 
70246, Las Vegas, NV. 89170 (702) 736-8534—24 
HOURS._ 

MUSIC OPPORTUNITY/RECORD CON¬ 
TRACT. We will present your demo tape to major 
record executives. Service FREE if not accepted. 
25 years experience in industry. For details. 
S.A.S.E. MILESTONE MEDIA. Dept MM. P.O. Box 
869, Venice CA 90291._ 

TOP TEN'S MUSIC BUSINESS Directory! 
1.000+ listings—Producers, Record Companies 
Publishers, Managers, Booking Agents. Send 
$15.00: Top Ten. #100.130 W. 72 St. New York. NY 
10023. 

KORG POLY-800 OWNERS: 
128 excellent programs for Rock, Jazz. Fusion 
and Progressive musicians. Patches sound 
exactly like those recorded by today’s top art¬ 
ists. Send $15.00 for each set of 64 programs. 
2 sets are available. 

SUPER FAST DELIVERY!! 
Precision synthi-Data Int'l., 

Dept. 1MJ 
325 Brookshire Road. 

Youngstown, New York 14174 

32 VOICE PACKAGES FOR DX7 AND TX7 
Fat analog synth sounds, dazzling special effects 
and splits—instructions and programming tips in¬ 
cluded (Demo Cassette available $3.50.) Write to: 
R L PRODUCTIONS. P O. Box 4692, Bay Terrace, 
N.Y. 11360-4692 or call 1-718-939-1649. 
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Wolf from page 90 
about taking that tune and writing a 
chorus for it?"' It took little more than ten 
minutes for the two of them to build a 
chorus by simply adding a few chords 
an reprising the title around a few 
phrases of new melody. 

Did he anticipate a number one hit? 
“Fuck no. The record is a very good one, 
but you can never say, ‘This is a number 
one,’ I don't believe that. You can only 
do your best, do it all the way, work on it. 
Every producer thinks that he has a little 
bit of a clue of what to do, but you can 
never say, ‘There is no doubt on this, 
that is a number one.' You have to al¬ 
ways stay humble. You’re only as good 
as your next record. I hate guys who 
think because they've done it once, they 
hold the world in their hands. Bullshit!" 
Still, he is optimistic about the follow¬ 
up single, “Sara," penned by Wolf and 
his wife Ina. 
There are now two projects which 

Wolf is working on concurrently, both as 
co-producer with Bill Schnee. One is 
Boz Scaggs’ first effort in four years, for 

which Wolf has co-written several 
songs. The other is Sergio Mendes' 
latest, for which he and Ina have once 
again contributed a beautiful ballad. 
There's a also a stint with El Debarge in 
the cards. Other possibilities include 
producing several tracks for Miles 
Davis’ first record for Warner's, and 
British teen dream Nik Kershaw. 
What Wolf describes as “my biggest 

baby,” however, is the project with his 
wife they call Wolf and Wolf. They have 
already released several records, one 
in Europe in the early 80s, and one on 
Motown's Morocco label in 1984. Both 
died quick deaths. It is now important to 
Wolf that he find a company that is will¬ 
ing to commit to a three-album deal, giv¬ 
ing them time to develop as artists. 

"When I produce somebody, I am a 
hired gun. I do my job right, do it like I’m 
supposed to do it, working with the art¬ 
ist, trying to bring out his best. But on my 
own, I have the luxury of doing the 
music that I really want. Ina and me, we 
feel exactly the same way, that this is 
what this whole thing is about. A good 

artist will make a record company 
money over years and years. Fashion 
can get you money fast, but they're 
gone tomorrow. I don't want to work just 
in the fashionable department." El 

Palmer from page 76 
pean countries. Now, that album 
sounds kind of pop mainstream." 

Palmer admits his inconsistency. 
“There's very little continuity between 
my stuff,” he agrees. His impatience 
with styles reflects his background, 
growing up on the Mediterranean island 
of Malta. The country has been invaded 
so many times that it's a cultural melting 
pot. Young Robert picked up stations 
from Italy, north Africa and the Middle 
East, as well as pop music on the Amer¬ 
ican Forces Network. At eleven, 
Palmer's family moved to England. “I 
couldn’t understand why my parents 
had brought me to this horrific place. I 
was brought up on a beach, in the sun, 
with people from all around the world, 
and all of a sudden I'm stuck in this ar¬ 
chaic, gloomy place.” He also lived in 

z SINGERS! 
•* MUSICIANS! •' 

MEED A PROFESSIONAL SOUND TO 
SEND OUT FOR AUDITION TO 

RECORD CQS/MANAGERS/CONCERT STARS 
Get your musicianship heard professionally with the LA A-Team 
Studio Players" 

Well send you a full version of an original smash song track 
followed by a version with the vocal or instrument you play remov¬ 
ed Plus you get a lead chart w/lyric of the actual recording ses¬ 
sion' Use a double-cassette recorder and add your vocal/instru-
ment and return We ll check out your "chops" and let you know 
what we think. Guaranteed! We re looking for new talent! 
(Common key for male/female singers Soloist use vocal version) 

Send $15.00 plus $2 00 shipping fee to: DEMO EXPRESS, Box 

3610, Slml Valley, CA 93063. Allow 1-2 weeks response 

RECORDSTAPES 
IMPORT / DOMESTIC LPs / TAPES / CDs 
Huge selection of Rock. Metal New Wave, Jazz, In¬ 
dependent Labels Fast, personalized service. 
Competitive prices. Latest catalog $1.00. Visa/MC 
accepted. (818) 881-9908 MOBY MUSIC. 14410 
Ventura Blvd Sherman Oaks, CA 91423._ 

FREE CASSETTE CATALOG! Be amazed! 
Your favorite Rock, New Wave, Heavy Metal, Funk 
Reggae bands Not available on vinyl! ROIR, 611 
Broadway, Dept M, NYC, NY 10012._ 

NEWEST RELEASES PLUS 21,000 LPs 
TAPES, CDs, VIDEOS by phone/mail Rock. Jazz 
Classical, etc Catalog only $9.95. Includes $50 
purchase discounts. Free monthly updates 
EXPRESS MUSIC. Dept. 709M1, 175 Fifth Avenue. 
1-212-254-6161 

RARE, ROCK ALBUMS. ML it, original. Cut-outs 
overstocks, imports. Free catalog HARVARD 
SQUARE RECORDS. Box 1975M, Cambridge, MA 
02238. (617)876-4364 

SERVICES 
YOUR PUBLICITY PHOTOS COPIED. 500 
B&W glossy 8x10s for $79.95. Free price list & 
paper samples. MUSICIAN S PHOTO SERVICE. 
706 N 76th. Seattle. WA 98103 

SONGWRITERS 
SONGWRITERS.. .THE ONE sure way to give 
your songs that Touch Of Gold. Your songs profes¬ 
sionally produced and recorded in our studios at 
remarkable savings Free detail! SUN SOUND. 
1331 Marsh, Ellisville. MO 63011 
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No 74 Bowie. Summers/Fnpp. Yoko Ono 
No 76 . Paul McCartney Rickie Lee Jones. Big Country 
No 77.. John Fogerty Marsalis/Hancock. Los Lobos 
No 79 . Jeff Beck Jimmy Page. Songstealing 
No. 80. Phil Collins Joan Armatrading. Josef Zawinul 
No. 81 . Sting. Graham Parker, Getting Signed 
No. 82.. Brian Wilson Sting II. Jerry Garcia 
No 83 .. Dire Straits R.E M . John Cage/Brian Eno 
No 84 Cougar Bryan Ferry. Maurice White 
No. 85... Talking Heads Neil Young. Eurythmies 
No 86 . . Joni Mitchell. Simple Minds, Hall & Oates 
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No 88 Van Halen, Townshend. Men at Work 
No 89 . Elvis Costello A Green. Mick Jones 
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PERSONAL 
COMPOSER 
MIDI RECORDING & MUSIC PRINTING 

SOFTWARE FOR IBM PC, XT, AT 

OR COMPATIBLES 

Personal Composer includes: 
A 32-track MIDI multifunction recorder, 

MIDI-to-music notation conversion. 
Any size orchestral score format. 

Librarian for patch xfer & FM voicing, 
User icon & keystroke 

macro programming, 
Lisp Interpreter with classes & objects, 
Artificial Intelligence programming, 
all for $495 with a $15/update policy. 

"The most elaborate and powerful 
professional music software 
available" —Musician Magazine. 

Also available in our library format: 
1000+ DX/TX voice libraries @ $49 ea 

Jim Miller 
P.O Box 648 

Honaunau, HI 96726 
(808) 328-9518 

New York before locating in Nassau in 
1976, but his accent is still British. 

Now it's time to move again. When 
Palmer relocated to the Bahamas, “it 
was just the bush.” But in the past few 
years, Compass Point Studios has be¬ 
come a popular place to record. “It’s 
gotten a bit too rock ’n' roll down there. 
So I'm moving to the mountains of Swit¬ 
zerland. I've got an atomic bomb shelter 
in the basement, which I’m going to turn 
into my studio because it’s got air condi¬ 
tioning and it's completely soundproof.” 
Whereas he used to use musicians 

who were older than he, self-taught 
guitarist and keyboardist Palmer seems 
to favor younger players. “Well a lot of 
the older ones are dead, aren’t they?” 
he explains. "James Jamerson, Lowell 
George. Either that or they’re not into it 
any more. They’re more into show busi¬ 
ness or drugs.” Even with the young tal¬ 
ent, there are only a few he works with 
regularly—Frank Blair or Guy Pratt on 
bass, keyboardist Jack Waldman, 
drummer Donny Wynn—and they’re 
hardly name players. “They're versatile, 
so that works out. Sometimes I'll pick up 
a player and suddenly decide I want to 
introduce a new kind of thing into the 
set, and it'runs right across their grain. I 
remember starting to play tunes with 
just straight eighths in them, and I was 
working with [guitarist] Leo Nocentelli of 
the Meters. Everything has to swing for 

him. He said, 'You mean you want me to 
go [he clicks eighth notes] all the way 
through the tune?' It wasn’t his thing.” 

Although still hiring a band for a 
spring tour, Palmer has enlisted 
guitarist Eddie Martinez (Run-D.M.C./ 
Mick Jagger) and Nigerian drummer 
Gaspar Lawal (who played on “Sneak¬ 
ing Sally.”) And he’s only two songs 
short of having written a whole new 
album, which will most certainly be self¬ 
produced. “That’s another dodgy is¬ 
sue,” he says smiling. “Not to make too 
fine a point of it, but [on Riptide] I was let 
down in the end, they didn't follow 
through and mix it, so I had to take the 
whole thing over—finish it, cut the mis¬ 
sing parts, edit it. I did it with Eric 
Thorngren, who I consider to be the 
best mixing engineer around." 

“I don't think I’ll ever live the Power 
Station thing down. It’s bizarre. The last 
time I had some interest here in what I 
was doing was 'You Are In My System,”’ 
Palmer recalls. “There would be an au¬ 
dience that came because of that song, 
and I’d see them nudging each other at 
‘Every Kind Of People’ or ‘Sneaking 
Sally’ or 'Pressure Drop,’ and going, 
‘Oh, it’shim that does that.' People know 
the stuff, but they don’t know who did it. " 

For his next album, Palmer promises 
“the photographic negative” of Riptide. 
Changing again, Robert? “Well I haven't 
got it right yet," he replies, laughing. E 

LEARN THE ART OF RECORDING 

THE RECORDING 
WORKSHOP 

—the leader in training creative music professionals. For over 
a decade, hundreds of sound engineers, as well as pro¬ 
ducers and recording artists have made their start with us. 
We offer the industry's most successful program in record¬ 
ing technology and our 5-studio educational facility 

and automated mixing ► On campus housing ► 6 week 
program is conveniently offered 7 times year round. 

is the world's largest and most equipped. ► No previous 
experience required ► Extensive hands-on ex¬ 

perience in 24 track recording ► Digital recording. MIDI 

Enrollment is limited, for free brochure call or write today 
THE RECORDING WORKSHOP, 455-A Massieville Road, Chillicothe, Ohio 45601 

800-848-9900 614-663-2544 
Ohio State Board of School and College Registration #80-07-06961 

98 



, K AM AH Mus,c Distributors 
. exclusively by !*»*•” rT 06002 

Distributed in the U.S.A, exc B¡oom1ield, CT 

SEIKO 
New Dimensions 
in Digital Technology 
an °’ 

spirt points and ,nd®P^ Jndeiendenï channel 

assignments o । computer Levboard is the price. 

»ä’xx aMUab,e ,or

SsToo aX^ s,0,cs e',erVW " ' 

The DS250 keyb°â ^ 
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Realistic reverb 
at a realistic price. 

YAMAHA 
DIGITAL REVEABÍMARTA 

REV 7 

7 8 9 MEMORY Mint 

4 5 6 'HOHE 

1 2 3 «CMI “Si 

0 • CLEAR ENTER hypass 

And not just reverb, but a full range of 
studio effects. All very controllable. All in 
the new Yamaha REV7 digital reverb. And 
all for only $1,195 * 

How did we do it? By analyzing the 
early reflections and subsequent rever¬ 
berations of actual environments to see 
what gives reverb its natural character and 
richness. And then using specially devel¬ 
oped LSIs to handle this immense amount 
of information and the high processing 
speeds required to effectively simulate 
natural reverb. 

The REV7 has 30 factory preset 
programs permanently stored in its ROM. 
These presets include large and small hall, 
vocal plate, gated reverb, reverse gate, 
early reflections and stereo effects such as 
chorus, flanging, phasing and echo. 

And each of the presets incorporates 
up to seven user-programmable param¬ 
eters which can be edited and then stored 
in RAM. 

For even greater realism, you can 
alter the reverb time of the HI and LOW 
frequency ranges in proportion to the MID 
range (RT60) and simulate the dampening 
qualities of absorptive materials in a room. 
So the sound can be as live or as dead as 
you want. 

Programming is easy because of the 
REV7’s logical front panel layout which 
gives you instant access to all functions and 

the LCD readout panel which tells you at a 
glance the name of the program and the 
edit parameter selected. 

So besides the 30 presets, you can 
store up to 60 of your own programs in the 
REV7’s RAM. All available for recall from 
the front panel or the hand-held remote. 

The REV7 features electronically bal¬ 
anced XLR input and output connectors. 
And balanced TRS phone jacks which will 
accept standard phone plugs. Both stereo 
and mono inputs can be connected produc¬ 
ing, in either case, a simulated stereo re¬ 
verb output. 

There’s even a three-band semi-para¬ 
metric EQ so you can fine-tune the sound 
of your reverb to work in any environment. 
And, of course, MIDI compatibility. 

Realistically speaking, there’s no finer 
digital reverb at the price on the market 
today than the REV7. Available now at 
your Yamaha Professional Products dealer. 

For a catalog explaining all the fea¬ 
tures and capabilities of the REV7 digital 
reverb, write: Yamaha International Cor¬ 
poration, Professional Products Division, 
P.O. Box 6600, Buena Park, CA 90622. In 
Canada, Yamaha Canada Music Ltd., 135 
Milner Ave., Scarborough, Ont. MIS 3R1. 
•Suggested U.S.A, retail price. In Canada, $1,795 CDM. 

O YAMAHA 


