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Why should a sampler and a synthesizer be combined?
Experimentation.
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I need to get to my sounds quickly and
also create new patches when I'm on tour.
The DSS-1 gives me that flexibility. It’s a
very responsive instrument.

Steve Winwood
Multi-Instrumentalist, Vocalist, Composer

Korg combines the realism of sampling
with the flexible control of synthesis to
create a new kind of keyboard with un-
limited possibilities for musical experi-
mentation: the DSS-1 Digital Sampling
Synthesizer. The DSS-1 recreates sounds
with digital precision. But it also shapes
the complexity and variety of sampled
sources into new dimensions of sound.

Exceptional Range The DSS-1s ex-
traordinary potential or creating new
sounds begins with three sound genera-
tion methods. Digital oscillators sample
any sound with 12 bit resolution. Two so-
phisticated waveform creation methods —
Harmonic Synthesis and Waveform Draw-
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ing — let you control the oscillators di-
rectly. Use each technique independently,
or combine them in richly textured multi-
samples and wavetables. You edit samples
and waveforms with powerful functions
like Truncate. Mix, Link and Reverse, plus
auto, back and forth or crossfade looping
modes. Then apply a full set of synthesis
parameters, including two-pole or four-
pole filters and Korg’s six-stage envelopes.

Exact Control Choose from four sam-
pling rates between 16 and 48 KHz, with
up to 16 seconds of sampling time. Config-
ure the keyboard with 16 splits assignable
over the full 127 note MIDI range. Layer or
detune the two oscillators on each of eight
voices. Then process your sounds with a
complete synthesizer architecture and two
programmable DDLs.

The DSS-1's power is easy to use, so you
can work with sound and music, not pro-
gramming manuals. The backlit 40 char-
acter LCD display takes you through the
total sound generation process with op-
tions and instructions at every step. Soft-
ware that talks your language and a logical
front panel menu help you go beyond syn-
thesis, beyond sampling — without dictat-
ing your direction,

Expression The DSS-1' five octave key-
board is velocity- and pressure-sensitive,
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for precise touch control of Autobend,
VCFE VCA, envelope rates and other param-
eters. Velocity Switch lets you play com-
pletely different sounds as you change
your attack.

Unlike other samplers, the DSS-1 lets
you access 128 sounds without changing a
disk. Each disk stores four Systems of 32
sounds. Within each System, your pro-
grams combine up to 16 sample groups
and/or waveforms with complete sets of
synthesis parameters and keyboard set-
ups. In effect, the DSS-1 becomes a new
instrument every time you call up a Sys-
tem. The library of easily available 32"
disks is already substantial and growing
fast. Four disks — each with 128 sounds —
are supplied with the DSS-1to start your
comprehensive Korg sampling library.

By combining the best of digital sam-
pling with familiar and flexible control of
synthesis, the DSS-1 allows the modern
synthesist to experiment with new sounds
never before available.

Start exploring the fusion of sampling
and synthesis now, at your authorized
Korg Sampling Products dealer.

® Sampling
Division

SAMPLING IS ONLY THE BEGINNING

For a free catalog of Korg products, send your name and address, plus $1.00 for postage and handling. to* Korg USA, 89 Frost St., Westbury, NY 11590

Korg USA 1986




How do you put musical energy into
drum programmmg"

“Whether or not you re a drummer, a
drum machine should play like an
instrument, not a machine. These
pads respond dynamically in smooth
and realistic increments. Until now,

I haven’t seen a machine with these
features in this price range.”

Jimmy Bralower,
Studio Drummer: Programimer
(Steve Winwood. Billy Joel, Cyndi Lauper)

Start with a great set of PCM digital
sampled sounds, developed with lead-
ing players, producers and engineers.
Then assign themn to 14 long-throw
pads that respond to your touch. Pro-
gram dynamics, tuning and decay for
every drum on every beat, or edit themn

with the data slider in real or step time.

Set cymba!, drum or percussion
sounds to retrigger with each hit or to

overring and decay naturally. Then
bring those sounds to life. The DDD-1
1s designed with powerful, responsive,
easy contrals that let you cut through
mechanical programming to build
massive beats or supple grooves

— spontaneously, while your ideas
are fresh.

For building blocks, use any sound
you can think of. Korg’s growing li-
brary of “credit card” ROMs covers any
musical situatior:, every musical at-
titude with a full range of acoustic
and electronic drumsets and percus-
sion instruments, many sampled with
stafe-of-the-art effects. The DDD-1’s
internal memory and four ROM card
slots hold up to 48 sounds, each one
assignable to any pad. The optional
3.2 second sampling card lets you add
your own sounds.

Program and play the DDD-1 from
MIDI keyboards or drum electronics,
or use the assignable audio trigger in-
put. Store program memory (includ-
ing 100 patterns and 10 songs of up
to 9999 measures) on tape, on RAM
cards or via MIDI System Exclusive to
Korg’s disk-based SQD-1 sequencer.
On playback, assign any sound to
stereo outs with seven step sweepable
panning, or to one of the six assign-
able programmable multi outs.

Put your hands on the new DDD-1
Digital Dynamic Drums at your au-
thorized Korg Sampling Products
dealer. And discover how you can make
drum programming a performing art.

® Sampling
Products
Division

SAMPLING IS ONLY THE BEGINNING

For a free catalog of Karg products, send your narme and address, plus $1.00 hor postage and handiing, to: Korg USA, 89 Frost St., Westbury, NY 11590. © Korg USA 1986
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The Jazz Event Of The Year
Takes Place Round Midnight.

The Original Motion
Picture Soundtrack—
Produced By
HERBIE HANCOCK.

Featuring

Performances By:

CHET BAKER

RON CARTER

DEXTER GORDON"
HERBIE HANCOCK
BILLY HIGGINS
FREDDIE HUBBARD %,
BOBBY HUTCHERSEN
BOBBY McFERRIN '/ *

|

“ROUND MIDNIGHT”
The first Soundtrack
album to be recorded

“live on the set” of
a major motion picture.

New. On Columbia
Records, Cassettes
and Compact Discs.

FREE CDs FROM CBS!!!
Get detalls at your favorite record store.

*Appear courtesy of Manhattan Recosds {Bue Note),
a division of Capitol Records, Inc
Soundtrack produced by Hertwe Haroock
Artwork and Artwork Tilie.
© 1386 Warner Bros Inc. Al Rights Reserved.
"‘Columbia,” @ are trademarks of C8S inc © 1986 CBS Inc
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A LITTLE MIXEDUR.

ASCAM’s M-106 thinks

it's an expensive mixer.
It's a little mixed up. But the con-
fusion is unaerstandable.

You see, the M-106 has big-buck
features like four program busses
plus master controls for Aux and
Effects to give you true 6-buss
monitoring. So you can take any
input to any buss and do full-on 4-
track recording without repatching.

M-106 Mixer

And with its ccnvenient Monitor
Select. you can access each buss
individually.

On the road, the M-106 gives you
the rock-solid construction of indi-
vidual circuit cards, mic and line
inputs on all channels, and four
phono nputs capable of taking twa
stereo turntables. So it's a great
choice for the deejay on the move.

TASCAM’s M-106 is a versatile

reliable performer with a great feel,
a terrific body and a price tag under
$600. It just acts more expensive
thanitis.

Get one quick. Before it comes to
its senses.

1 AN MAVI]
TEAC Professional Division

7733 Telegraph Rd. » Montebello, CA 30640
Telephone: (213) 726-0303




Experiencing Jimi

Thanks to Noel Redding for
clearing the haze surrounding
Lord Jimi. Despite his rather
opaque literary style, Red-
ding reveals clearly what
many of us who've loved Jimi
so long have often suspected:
that Hendrix, however
gifted, was as vulnerable a
human being as the next, and
capable of being selfish, irra-
tional, cruel and drug-ad-

churning out another illiterate
and worthless rock memoir
that reveals nothing of conse-
quence, demeans the artist
and insults the intelligence of
the reader.

John Glicksman

Washington, DC

I'm sure Redding and Carol
Appleby could have done a
whole lot better for them-

selves if they’d gone to the

= |

dicted. It’s worth noting, too,
that some things never
change: Musicians are still
being ruthlessly exploited by
bad management, groupies
and hangers-on, just as in the
60s. It’s a testimony to Hen-
drix’s genius that in the midst
of it all he produced such a
monumental body of work.
It’s easy to romanticize
Jimi, and say that craziness
and drugs were necessary
catalysts for his music. On
the other hand, we can only
wonder what he would've
come up with if he’d managed
to survive, get clear, and
found some lasting values.
Claude Fixler
Newtonville, MA

The name of the band was
the Jimi Hendrix Experience,
not the Noel Redding Experi-
ence! Peace & Love.
Wah Wah Fuzz Face
Long Beach, CA

What I get out of it is that Jimi
took the million offered by
the mob, did not do as he was
told, and was killed! It’s plain
as day.

Jrowmi a S. Jersey person

Both the content and the
presentation of “Inside the
Jimi Hendrix Experience”
reeked of the kind of vacuous
journalism and shameless
exploitation which | have re-
signed myself to accepting
from lesser magazines. Noel
Redding and Carol Appleby
have succeeded only in

National Enquirer with such
anawkwardly written rehash.
Steve Worowski
Middlesex, NJ

I couldn’t help thinking Noel
Redding was a little crisp
around the edges.
Bob Morin
Houston, TX

The much-touted “Noel Red-
ding Tells All” offered no in-
sights into Jimi Hendrix,

either as a musician or a
human being. It seemed more
like Noel’s autobiography
than anything else. If I was
interested in Noel Redding, 1
would have bought Fat Mat-
tress albums instead of Hen-
drix albums.

Mark Saucier

Gulfport, MS

Thanks for putting Jimi Hen-
drix and Prince together in
the same issue. I especially
liked their photos side by side
on the contents page. No-
body has better shown how
similar they are, with pic-
tures...or how different they
are, with words.
Mark Menke
Lafayette, CA

I don’t know who is more con-
fused—your photo-layout
editor or myself. Perhaps
two consecutive issues with
Jimi Hendrix, a left-handed
guitarist who played a right-
handed guitar backwards (up-
side down?) is the culprit.
Certainly the feature on Elliot
Easton, another lefty, added
to the mixup. Or perhaps the
comparisons to Hendrix early
in Prince’s career led to the

photo of Prince playing left-
handed in the August issue.
But what happened in the
September issue? A south-
paw John Abercrombie play-
ing a “ZENABI” guitar? Pete
Townshend and John Entwis-
tle switch-hitting? Certainly
this dexterity is what makes
a good guitanist truly great!
Confoundedly yours,
Harry Muesse
Cypress, CA
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Guitar Special
September’s Guitar Special
was, all in all, equally en-
lightening and confusing. My
good friends at LaSalle Music
in West Hartford, CT, hadn’t
even plugged in the Ovation
GTM-6, saying, “It’s proba-
bly lousy like the Pitchrider.”
So I set up the Ovation
through a TX7 and caused a
minor riot: customers
quizzed me on the unit
and the history of MIDI guitar
and the employees freaked
out and started climbing over
me and plugging in all sorts of
other things. But I’ll still wait
to try the Photon-Octave-
Zeta efforts. Hopefully I can
buy myself a Christmas pres-
ent—this year.

John H. Kane

Holyoke, MA

Enjoyed your special guitar
theme issue greatly, particu-
larly the interview with the
Edge. He is without doubt

the most inventive rock gui-
tarist alive today, and what he
says about art having the po-
tential to touch people on a
spiritual level is definitely not
bullshit.
Gary Kimber
Toronto, Ont.

Showdown |l
After reading “Showdown in
Chi-Town” (September), |
felt it deserved some re-
sponse. You were able to
catch on tape a very interest-
ing conversation/confronta-
tion between Kevin Kent of
K-Muse and Octave Plateau’s
Carmine Bonanno. The dia-
logue was heated, emotional,
detailed and, to a certain ex-
tent, controversial. It cer-
tainly makes for news. [ feel a
lot of the information that was
exchanged between Mr. Kent
and Mr. Bonanno was well
worth printing. It was good
“news” for your publication,
an interesting topic for your
readers, needed and appre-
ciated press exposure for K-
Muse Inc., and [ would as-
sume that Mr. Bonanno was
glad to get some press too.
My only concern was that, in
my opinion, you should have
edited the “tape recording” a
little more tastefully. The
point that Kevin Kent likes to
express himself with four-let-
ter words or that Mr.
Bonanno was obviously
pissed off, were in fact true,
but is it really fair to either
individual, either company
and to the music industry in
general to print something
like this word for word?
G. Bob Connelly
Vice Pres. Sales/Mking.
K-Muse Inc.

Kongratulations.......
Dallas Meeseberg of Hol-
lywood, CA has won our GRP
Records/Yamaha Elektric
Celebration. Mr. M. will re-
ceive new recording equip-
ment, new releases and tix to
a Chick Corea Elektric Band
performance.

Errota

Due to a recurring stripping
error, Chip Stern’s byline was
left off October’s Jazz Shorts.




THE GREATEST COMPACT DISC OFFER EVER—
AND JUST IN TIME FOR THE HOLIDAYS.

Buy 5 (BS* (Ds, Get One Free! Whether you're giving or
receiving, you can choose from titles in all categories of music,
/ including all our latest best sellers. Single (Ds only. Go to your
” local record outlet for redemption certificate and details. This
historic free CD offer is for a limited time only. So Act Now! HicE
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e ] There’s a qua“ty in the sound of the grand piano

that encourages intimacy between performer and

The. Ensoniq Piano e o aydienciej 'It‘?;at quality has been missing in electric
Intimacy on a grand scale " et

The Ensoniq Piano uses the technology of multi-
sampling to capture the sound of a grand piano
—with all the timbral subtlety and dynamies. To
please vour fingers as well as your ears, there’s

a smooth and responsive keyboard with 76 touch-
sensitive keys. So vour best grand piano moods can
be created on The Ensoniq Piano as well.

In addition to three acoustic piano sounds. The
Ensoniq Piano features electric piano, marimba,
vibes and clav. The split keyboard with sampled
upright and electric bass makes your solo act a duet
at the push of a button. If you want to expand even
further. The Ensoniq Piano supports the MIDI poly
mode. So you can add a sequencer, drum machine or
other MIDI keyboards.

There’s more good news for the working musician.
All this technology fits into a 44-pound package that
travels in the back seat af your car and never needs
tuning. Get intimate with The Ensoniq Piano today,
at your authorized Ensoniq dealer.

The suggested retail price of The Ensooiq Prano 1s $1395 (US})

ensonia

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 Australia: Eleciric Factory, 188 Plenty Road, Prestou, Vic. 3072




DAVIDH COWLES

MISSING
WAVELENGTH

By GREG REIBMAN

THE 18-TO-24
RADIO AUDIENCE
NOBODY WANTS

f you are a rock 'n’ roll fan between
the ages of eighteen and twenty-
four, there are two types of radio
stations for you to choose from in
most American cities: either classic rock
(the music of your older brother’s life) or
top forty (the music of your younger sis-
ter’s life). But if you want to hear the
latest by Metallica, Queensryche and
Dokken or by the Cure, the Cult or the
Violent Femmes—you’d best head to a
record store or over to a friend’s house.

That’s because in 1986 there are very
few stations catering to this age group.
And even though the aforementioned art-
ists sell records (Metallica, for example,
has moved more than a half-million
capies of their Master Of Puppets LP and
the Cure’s Standing On The Beach has
sald a respectable three hundred fifty
thousand), radio rarely plays these acts.

Of course there are exceptions. In
Long Beach, California and in San An-
tonio, Texas, for example, stations
KNAC and KISS play nothing but hard-
driving heavy-metal (imagine Metallica
at eight o’clock in the morning). And both
stations have enjoyed excellent ratings.
On the opposite side of the coin, WLIR
in Long Island and 91X in San Diego—
plus many non-commercial college sta-
tiens scattered throughout the coun-
try—have been just as successful play-
ing new music acts like the Cure, Cult
and Femmes.

However, for the most part, radio—
particularly album-oriented rock stations
(AOR) which during the late 60s and 70s
thrived on high school and college-age
listeners—now deliberately ignores this
audience. AOR has instead decided to
stick with its original, now-aging, Baby
Boom audience by continuing to program
records that were big when members of
the Woodstock/Big Chill generation
were growing up. But for many eigh-
teen- to twenty-four-year-olds, notes
Jim Morrison, program director at At-

lanta’s top forty station 94Q, classic rock
is ancient history. “Lots of these kids
could care less about Led Zeppelin, the
Moody Blues or the Who,” says Morri-
son. “Dark Side Of The Moon has been
on the charts for eleven years! That’s
not hip now...their daddies were listen-
ing to that!”

AOR’s slow but deliberate transfor-
mation into mostly-oldies stations is
creating havoc throughout the record in-
dustry. “It’s really dismal the way radio
has abandoned listeners between the
ages of eighteen and twenty-four,” Brad
Hunt, vice president of album promotion
for Elektra Records, says with disgust.

“Most of these kids have outgrown top
forty, but AOR has outgrown them. And
unfortunately for us these are the kids
that buy records.”

Radio ratings in most cities show that
most post-Baby Boom rockers still tune
in to AOR. But, Hunt insists, “This is
mostly by default. They don’t have a
choice.” Tony Berardini, general man-
ager at Boston album-rocker WBCN,
agrees, saying that although a surpris-
ingly high percentage of young listeners
enjoy listening to classic rock, others
have spent the past few years watching
Simple Minds, Quiet Riof, U2 and Mot-
ley Crue on MTV and couldn’t care less




about Dylan, Pete Townshend or Yes.
Some broadcasters are sympathetic
to the concerns of new artists. And many
worry about the long-term affect of ig-
noring young listeners and what will hap-
pen as the gap grows. But they also in-
sist that record sales are not really
radio’s problem. For while record com-
panies are in business to sell records and
tapes, radio pushes a very different
product: advertising. And as far as the
advertising world is concermed, reports
Berardini, “adults between twenty-five
and fifty-four are top priority.” Listeners
eighteen to twenty-four, he adds, “are

not even considered to be one of the top
seven or eight demographics.”

“It’'s a matter of going after a bigger
slice of the pie,” explains Jeff Pollack, a
radio consultant who is under contract
with forty stations worldwide. “Today’s
AOR stations appeal to adults who are up
to forty years old. That’s pretty wild
when you consider the old anti-establish-
ment ‘don’t trust anyone over thirty’
days when album radio began.”

Twenty years ago, when album radio
(then called progressive or free form)
began, the small, obscure FM stations
were run by allegedly idealistic young

Diane Schurt/Timeless

kevin eubanks
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Lee Ritenour/Earth Run

rom New Age to Fusion, frem the Pioneers to the Legends, GRP
I:proudly presents the hottest names in jazz in the medium they were
meant to be heard in. GRP, THE DIGITAL MASTER COMPANY. %
Also available on Records and Cassettes.

For  free color catalggwrne to: GAP Records. Oept €, 555 W 57th Streer, New York, N Y. 10019
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music fans. And the music they played
was all new. But during the 70s, rock au-
diences, which had incited a cultural rev-
olution the previous decade, began to
show not only political but economic
clout. Soon these experimental stations
mushroomed into big business and began
to depend on research, consultants and
pared-down playlists. “At one time radio
stations were different all over the coun-
try,” Bob Dylan recently remarked after
one of his shows at Madison Square Gar-
den, “but now all the stations sound the
same.”

It was the bland, predictable radio of
the late 70s—which made heroes of
faceless acts like Foreigner, Journey,
Kansas and REO Speedwagon—that
provided much of the motivation for the
punk revolution. “The whole music busi-
ness was led to a state of boredom,” re-
calls Ian Copeland, head of the talent
agency Frontier Booking International,
and one of the principals involved in
bringing the Police, Buzzcocks, Gang of
Four and other new acts to America for
the first time. “Nothing was getting dis-
covered because nothing new was get-
ting played.” But in spite of radio, these
and other bands established themselves
by constant touring and through alterna-
tive press and radio exposure.

Copeland now believes the current
status of today’s radio “sets the stage for
another music revolution. I'm not sure
what it will be—but I know kids want
their own heroes and they’re not getting
them from radio.”

Even if another music revolution oc-
curs, what effect will it have on AOR? If
what happened during the early part of
this decade is any indication, the answer
is very little. Sure some talented bands
like the Police, the Cars, Pretenders and
Talking Heads came along and were able
to graduate into the mainstream. But
many others, including hard-edged rock-
ers like the Ramones and Sex Pistols,
were mostly ignored. Still if you ask
most AOR programmers why they play
so little new music, they will tell you they
tried—but it didn’t work.

In 1982 AOR, led by influential consul-
tant Lee Abrams, decided to give new
music a chance. But, recalls Rob Bar-
nett, program director at album rocker
KZEW in Dallas, who at the time held the
same title for the Abrams-consulted
WAAF in Worcester, Mass., “Every-
body over-reacted. Instead of introduc-
ing acts that might have had some lasting
power, we made the mistake of playing
one-hit nobodies like Flock of Seagulls,
Thomas Dolby and Missing Persons.”
The experiment failed and AOR re-
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treated to Lynyrd Skynyrd, Led Zeppe-
lin, Starship and Heart.

Two years later, Barnett adds, AOR
overreacted again to a short-lived heavy-
metal trend “and that’s when everybody
began to realize that metal was chasing
away older listeners.”

“People who run around chasing for-
mulas based on demographics and com-
puter print-outs forget that this is a soci-
ety of lots of odd individuals,” chuckles
Jefferson Holt, REM’s manager. “Just
look at MTV. A couple of years ago it
seemed like MTV had it pegged: They
didn’t play any black music and they only
played so much of this and so much of
that—then all of a sudden their ratings
are gone.”

AOR will never stop chasing Baby
Boombucks. But if they aren’t careful
they will encounter problems along the
way. For one thing, as listeners get older
they typically become more involved
with careers, raising families and watch-
ing TV and they tend to spend less time
with radio. For another, warns Steve
Smith, managing editor of the radio tip-
sheet Album Network and producer of
the syndicated radio program “Power
Cuts” heard on 130 album stations, pro-
grammers have to “make sure the eigh-
teen-year-old of today will be listening to
their station seven or eight years from
now.”

Bill Hard, a long-time radio observer
and former editor of a couple other in-
dustry tip-sheets, predicts AOR will split
off in many directions. This will include
stations that continue to play old and new
cuts; classic rockers playing all, or al-
most all, oldies; and soft adult stations
that will play soft rock and even some
new-age jazz. In addition, Hard expects
more new-music stations and hard-rock
stations catering to eighteen-to-twenty-
fours to spring up.

And sure enough, this fall Satellite
Music Network, a radio syndicator, is
unveiling a twenty-hour hard rock format
which Robert Hall, the Dallas-based
company’s vice-president says will have
fifty to one hundred subscribing stations
within the next two years. Hall hails his
new “real rock” format as “the rebirth of
AOR with strong groups like Metallica,
Judas Priest and AC/DC but also with the
Stones, ZZ Top and Van Halen.” And he
dismisses the notion that ad agencies
aren’t interested in eighteen- to twenty-
four-year-old listeners. “This crowd is
very active. They have lots of money and
they spend it right away.”

So while it appears that some changes
may finally be in store, the Album Net-

continued on page 129
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AARON RAPPAPORT

TONY
BENEETT

BY MARK ROWLAND

“THE BEST SINGER
IN THE BUSINESS”
— FRANK SINATRA

ony Bennett has recorded

eighty-nine albums in a career

spanning more than three dec-

ades, all on Columbia records.
But his latest effort, The Art Of Excel-
lence, is the first he’s recorded in nearly
ten years.

One thing Tony Bennett does very
well, of course, is sing. It’s not his only
talent—nhis portrait of New York gover-
nor Mario Cuomo, currently on display in
the city’s convention center, is evidence
of that—but when it comes to music,
Bennett’s nuances of feeling intimate the
romantic standards of previous eras
while amplifying their natural grandeur
with taste, understanding and technical
control. Maybe that’'s some of what
Frank Sinatra had in mind when he ex-
tolled Bennett as “the best singer in the
business, the best exponent of song.”
For while Sinatra skates the contours of
melody and line with seemingly effort-
less agility, Tony Bennett plumbs their
emotional depths with near-surgical pre-
cision. Or as Bennett’s veteran accom-
panist and musical director Ralph Sharon
puts it, “He does not dismiss any song
lightly. By the time he nails a song down
and puts it on a record, that’s the defini-

midtown apartment amidst a comfort-
ably cluttered array of oils and pastels.
“Economy of line, economy of composi-
tion, form, line, color, perspective—all
the things you think about in music, you
think about in painting,” Tony points out.
“Studying the masters, how they laid
down the fundamentals, what makes
things work right. And the more know!-
edgeable you get, the more your mind is
stimulated; the older you get, the more
you have something to live for.” He
points to one exhibit, a meticulously ren-
dered streetscape. “You know, I get so
involved with this stuff. It took me
months to paint all these windows.” He
laughs. “At night I was having dreams
about windows.”

The painting seems oddly familiar, but
it takes a minute to realize why—it’s set
in San Francisco. Tony Bennett has had
his share of pop hits, including a smash
rendition of Hank Williams’ “Cold, Cold

“A while back one of
the executives came on
pretty strong and said I'd
have to start doing cov-
ers of Janis Joplin tunes,”
Bennett explains, with
just a touch of sarcasm.
“So I thought, ‘It’s time
to take a walk.’

“I really got weary of
deadlines,” he goes on
more expansively, “and
board meetings and dis-
cussions that turned into
arguments. You have to
combine business with
pleasure, and if you give
in to those kinds of cor-
porate restrictions it just
weakens you, you see,
and you shouldn’t feel
that way.

“So for ten years I just
went out and performed
for the public. And that
was very revealing; it
justified the cliché about
things working out for
the best. Because they
supported me steadily;
not enough to fill sta-
diums, but enough for
very beautiful concert halls around the
world. And I was able to do this very un-
derstated thing with the trio, which ev-
eryone seems to respect—that you're
not walking in there with a whole army;,
you know, to cover up your defects.
With the trio, it’s all a matter of singing,

and if you do that well, the whole thing
works.”

Heart”; he has recorded
with jazz giants from
Count Basie to Bill
Evans to Stan Getz,
even once cutting an LP
with several jazz drum-
mers; he is a compen-
dium of knowledge and
insight regarding the
Gershwin/Berlin/Porter
era of popular song, and
his new album includes a
duet with Ray Charles on
a song by James Taylor.
But it’s fair to say that,
for most listeners, Tony
Bennett’s reputation be-
gins and ends with “I
Left My Heart In San
| Francisco.”

*“That song was a bles-
sing for me,” he de-
clares. “It kept me and

l sustained me for years,
when the Beatle era was
‘ at its height, and audi-

ences came to hear me

sing that one song. It’s

The good life: “The older you get, the more you have to live for.”

tive version. You can sing it any way you
want—but that’s the way the song
should be sung.”

Tony Bennett’s face has the warm,
weathered look of a musician whose mis-
tress has inspired a lifetime’s resume of
saloons, halls and cabarets; on this rare
furlough from their performance sched-
ule, he and Sharon are relaxing in Tony's

funny, that song just sort
of snuck in there,” he
laughs.

Actually, “l Left My
Heart In San Francisco” was the number
one song of 1962, a full year before the
Liverpool lads took over, but after that
the 60s didn’t seem much like Tony’s
idea of a musical renaissance.

“It was such a shocking change,” he
recalls with amused resignation. “It
seemed like one day I went into Central
Park on a Saturday afternoon and every-
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one looked different. I felt like Rip Van
Winkle.”

To those fans of the Beatles and Tony
Bennett, it is a little sobering to realize
that rock’s musical coming-of-age came
with a price tag for masters of older,
equally valid musical traditions. But shed
no tears for Tony: “I'm not bitter,” he
says convincingly, “I was just bewil-
dered. See, years ago Sinatra said to me,
‘Follow money by producing something
good, and then money will follow you.’
It’s gotten reversed now to where ev-
eryone goes for the buck first, and then
says, ‘What do we need quality for? We

got the money.’ The problem with that is
that you end up bitter and unhappy, be-
cause you're so unfulfilled. The other
way is a slower process. But myidols are
Ellington and Basie, who were working
to the day they died.”

Anthony Benedetto grew up not in San
Francisco but in Queens, the son of a
tailor from Calabria. His older brother
studied singing and sang in the children’s
chorus of the Metropolitan Opera; An-
thony attended the High School for In-
dustrial Art. His first brush with showbiz
occurred at age nine, when he led Mayor
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L.aGuardia and several thousand others
across the formal opening of the
Triborough Bridge. As for music, Man-
hattan in the 40s provided its own educa-
tion.

“I lived in an era when you'd play
hooky from school and go see Sinatra
with Dorsey, and Buddy Rich was the
drummer and Ziggy Elman was on trum-
pet; you had all these big bands in the
theaters and then the real solo artists
like Coleman Hawkins, Lester Young,
Art Tatum were all right here”—he ges-
tures toward a window—"along 52nd
Street. My ears were always pretty
good, you know, so I'd be listening and
figuring the rest of the country was too.”

After serving in the infantry in Europe
during the final months of World War II,
he launched his career, only to discover
that the rest of the country wasn't listen-
ing anymore—his first encounter with
the generation gap. “l get boxed with
guys like Frank Sinatra and Dean Martin,
but they’re all ten years my elder,” he
points out. “I'd always admired the big
bands, yet after the war it was all small
groups in little lounges. I still liked sing-
ing with the big bands, though, and as [
got bigger I was lucky enough to get
booked with some of the ones left.”

Following tours with Pearl Bailey and
Bob Hope—who suggested he change
his stage name to Tony Bennett—he
signed with Columbia. At first, he ad-
mits, “[ really didn’t know what to do. I
got known for these string works with
Percy Faith—kind of like elevator music
but with better quality,” he cracks. “But
eventually [ made a commitment to not
compromising and going with my in-
stincts, and so I gravitated to a kind of
pop/jazz attitude.” That tendency was
fortified by his alliance with Ralph Sha-
ron, a jazz pianist who encouraged col-
laborations with players like Stan Getz
and Art Blakey. “There was great resis-
tance from the business at first,” Ben-
nett notes evenly, “because if you have
one winner the executives want that and
nothing else—it’s more saleable. But
Ralph insisted that I keep changing so I
wouldn’t get typed, and that opened up
my whole career.”

Tony’s empathy for jazz is more felt
than proven on his latest effort. What’s
more obvious is his passion for keeping
the tradition of popular song vital—not
merely by warming old chestnuts, but by
discovering new contenders, a much
tougher trick. “His instincts there are
great,” Sharon emphasizes. “But then,
very rarely will he work on a song just a
little before performing it, and he almost
always tries it on an audience before he’ll
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put it on an album. Many times he’d close
his show with a brand new song, and the
audience reaction to that I found quite
amazing. | saw people stand and cheer
‘Why Do People Fall In Love?’ [the cur-
rent album’s showpiece] and they’d
never heard it before!”

“See, one reason Bunny Berigan’s
version of ‘l Can’t Get Started’ became
so famous,” Tony elaborates, “was that
they took it on the road from theater to
dance hall, until it finally arrived at the
right tempo, the right feel—then they
recorded it. You can’t get a better testing
ground; if you give a song time and do it
enough to get a sense of performance,
you might find reason for that song to
live. There’s no nicer game for me than
to find a song a singer can put in their re-
pertoire, that a young singer might need
to get that break. Because there are cer-
tain songs that will just stop you, songs
that will eventually become ‘evergreens’
as the business calls them, songs that
will live in our hearts, you know, like a
great Irving Berlin song.

“And I think it’s very threatening that
those songs are not being treated right,”
he goes on with noticeable passion, “be-
cause the only thing any country has to
offer the world is its art. Russia is a lot
older than our country; the folk songs of
their day became the symphonies of Pro-
kofiev and Stravinsky and Shostakovich.
Well, our folk songs aren’t Joan Baez and
Harry Belafonte; the real folk songs are
‘Stormy Weather’ and ‘All The Things
You Are’ and ‘Over The Rainbow.” To
minimize this is a sin.”

Casual pop fans may dismiss such
comments as predictably wheezing. But
while he’s no trendy, the values Bennett
espouses are not the sort likely to disap-
pear with the coming of a new musical
season. These days, in fact, his instincts
appear decidedly modernist. He openly
applauds digital and CD innovations, for
example, for putting emphasis back on
“collectibles”—"which is how the indus-
try first started. You know, the first gold
record went out to Enrico Caruso.” He's
also cheered by the substance as well as
sartorial flair of contemporary pop chan-
teuses Sade and Cyndi Lauper. And
though Bennett doesn’t really like to talk
about it, he’s one performer who was
exercising his social conscience well be-
fore it became fashionable. He’s turned
down “ridiculous” amounts of money
(Sharon’s word) to play South Africa,
regularly funnels private contributions to
progressive causes, and performs doz-
ens of benefit concerts annually. And
he’s been doing it for a while; when Mar-
tin Luther King led his march from Selma
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to Montgomery, Tony Bennett was
there.

“I know a lot of guys who do well will
say, ‘I'm lucky,”” he muses, “but I really
am, because my peers have always en-
couraged me more than I believed in my-
self. To hear a person call you the best,
or their favorite—to hear that from art-
ists who [ revere, when I was just trying
to be a competent singer—well, that
gave me a lot of exciting feelings, and
strength. And it made me dream.

“See, this thing is hard to say, because
it sounds so egomaniacal,” he says at
last, “but I've been singing since I was
five years old. I'm fifty-nine now, and I
can handle quite easily just about any
form of popular singing—reggae or jazz
or heavy metal, intimate singing in the
Crosby tradition or hot jazz like Louis
Armstrong. So it’s confusing for me to
hear, “This is what Tony Bennett does—
he sings ballads.’ [ gravitate toward all
kinds of popular music, and after that it’s
just a matter of being selective. But I
mean, I could sing with Ray Charles for
the rest of my life. And if I hear Oscar
Peterson with Louis Bellson on drums, I
got to go with that beat. I'm ready for
whatever turns me on.” M

TONY’S TAPE TEST

In the course of our interview, I played for
Tony a number of tunes by an admittedly
esoteric collection of popular singers. He
responded with some equally surprising
comments.

“] Wanna Be Loved” by Dinah Washing-
ton (Polygram Classics): “That’s Dinah,”
Tony says after three notes. “I could name
her in a second. That’s a great song, one
I've always wanted to do. We should do that
one, Ralph.”

“If Only For One Night” by Luther Van-
dross (Epic): “What would you call that kind
of singing—soul, or modern soul? Well, it’s
very nice. He sings well. The thing that I re-
ally like—it's sung with real feeling. If
you're really saying something, say it! It’s
not a matter of diction. When I go to Eng-
land, there are lots of British people who
speak the King’s English, you know, and it
puts me to sleep. It’s important to com-
municate that emotion.”

“Cha Cha Cha D’Amour” by Dean Mar-
tin, arranged by Nelson Riddle: “Is that Tito
Puente?” [vocals enter]. “Oh, it’s Dean,” he
laughs. “Well, Dean is a great entertainer, a
great emcee, he does comedy, sings, fools
around with women [/aughs]...the arrange-
ment reminds me of Tito Puente though,
who [ love.”

“Parker’s Mood” by King Pleasure (Fan-
tasy reissue): “Oh, I know that guy. This
goes back to the early 50s. Don't tell me—
he did ‘Moody’s Mood For Love™? Yeah,
King Pleasure.

continued on page 44
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RICHARD
LLOYD

By BILL FLANAGAN

BACK FROM THE DEAD
WITH A ROCK GUITAR
MASTERPIECE

he good thing for me, if  can say
this without being too poin-
pous, is that people like me. I
was a screw-up, but I didn’t in-
sult people or play the big shot. I messed
up and it was all a ‘tragic shame.’
Whereas some people burn everybody
on the way up, I never burned anybody
but myseli.” Richard Lloyd breaks into a
smile. “And I managed to embezzle my-
self for every dime | had!” The guitarist
laughs. “But that’s okay in the grand
scheme of things. You can live with your-
self about it. One of the biggest facets of
straightening yourself out is aggressive
amends. You've got to pay the piper.”
Lloyd is talking about one of the
brightest—and most unexpected—
comebacks since Lazarus. Here’s a guy
who was written off by the music busi-
ness as a lost cause—an alcoholic drug
addict who had traded in the bright hopes
of the band Television for a bad end. Al-
chemy, Lloyd’s 1979 solo debut on
Elektra, was a fine pop/rock album, but
the artist quickly proved himself a bad in-
vestment. After five years in the wilder-
ness Lloyd returned with Field Of Fire,
a raging, lyrical rock 'n’ roll album as
good as any pop record of 1986. Perkaps
in part because of Lloyd’s bad reputa-
tion, the LP was initially released (in late
1985) only in Scandinavia. Then it ap-
peared in France, then England, and be-
came a sought-after import in the U.S.
Still, American A&R men were wary of
Lloyd. Sure, it was great guitar playing,
but were the songs commercial? Sure,
they played the album at home, but what
format did it fit? Hard rock but not heavy
metal, extended guitar solos but not {u-
sion. Did radio still play “Can’t You Hear
Me Knackin’” or Rock 'n’ Roll Animal, or
“Like A Hurricane” or Royal Scam? The
general line was, “Sorry, Richard. we
love it but it falls through the cracks.”
Maybe. Or maybe nobody wanted to
invest in an artist who’d blown it so badly

No longer nodding out in his hamburger at business meetings.

the first time out. Now, after almost a
year of playing great club dates to ecsta-
tic fans and equivocating record caom-
panies, Lloyd has found an Ameriean
home for Field Of Fire on the indy Cel-
luloid Records, who proved their poten-
tial last year with the Golden Palomiros’
debut. With his substance abuse two
years behind him, the singer/guitarist is
set to emerge as one of the brighfest
American rockers of the late 80s.

“This album is hardly going to go
platinum overnight,” Lloyd says, sipping
tea in a Manhattan restaurant. “But
that’s not gonna derail me from enjoying
my own life. And mistake-ridden as it
may seem, | have had a blast so far. The

difficult thing is to convince people that
it's possible to mess up so royally and
then be together. I don’t want to beat
this dead horse into the ground, but al-
coholism is an illness, a progressive, de-
bilitating allergy that takes years to man-
ifest itself to the chronic and severe
stages that eventually lead one to do
something about it. I was functionally al-
coholic for the entire period of Televis-
ion. When I made Alchenty 1 was very
seriously getting into narcotics, and by
the time Alchemy came out I was com-
pletely blistered. A combination of fear
of success and fear of failure had pulled
my hamstrings.” He laughs again.

“The big business aspect of chew-
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you-up-and-spit-you-out corporate be-
havior terrified me, and the ‘we’re gonna
make you a star’ machinery had me run-
ning hard and scared. Frankly, | showed
up at some very important business
meetings three sheets to the wind, and
the corporate people just threw me in
the toilet. That’s why Alchemy suddenly
became a non-album. One day [ wasare-
gional breakout in the Northeast and get-
ting play on WNEW and all this other
baloney, and they had this big hotshot
manager they were gonna hook me up
with, all this machinery was in motion—
and then they had this business meeting
at which I fell asleep. I nodded out in my
hamburger. The next time [ went to the
Elektra offices nobody knew me."” Lloyd
shrugs and smiles. “In retrospect it's
quite humorous.”

In retrospect, maybe. But that down-
hill slide left the guitarist on the bottom
until 1984, when he finally kicked junk
and juice. “I was in New York,” Lloyd
says of his creative rebirth. “I had just
straightened out my drug and alcohol
situation—I was clean and dry for about
four months. I was wondering how to get
myself back into the music industry.
Keith Patchel, a friend who played with

FIREARMS

n Field Of Fire Richard Lloyd
played the same Stratocaster
he’s used on every record
since Television's debut: “It's a
’61, stock as far as [ know. I had
them put jumbo Les Paul frets on it; the
ones that were on there were just too
small—I needed something for my fingers
to grip. That’s my main guitar. There’s
also a lot of a Jazz Master that Keith
Patchel, the other guitarist on Field Of
Fire, owned. | played the Jazz Master
mostly for rhythm parts—on ‘Watch Your-
self’ and ‘Lovin’ Man.’ I like them very
much. That was the Television combina-
tion—a Stratocaster and a Jazz Master.
“On Field Of Fire there’s eleven differ-
ent amps, mostly Ampegs—the JT 22 and
the JT 40. There’s a Peavey Heritage, a
Peavey Studio Pro 40. For the solo on
‘Field Of Fire' I used a Marshall 50-watt
self-contained box through a Vox Tone
Bender. A Vox Tone Bender is what Jeff
Beck used in the Yardbirds. They're very
hard to find, and Mistlur had one; every
musician that went in there would touch it,
but people are very honest over there so
it’s still there. I didn’t rip it off; I don’t
know how I feel about that.” Other than
that tempting Tone Bender, Lloyd avoided
devices and effects: “It’s mostly straight
through the amps, turned up as loud as en-
durance could take.
“Onstage [ use my Stratocaster and my

me in 1981-82, found out [ was clean and
he was going to Scandinavia to relocate.
He asked me if I wanted him to look into
the possibility of bringing me over to do
some live dates there. I told him [ wasn’t
likely to leave the country, because I had
support systems here and didn’t want to
take the chance. He left and 1 forgot
about it.

“I was in my apartment in the middle
of the night contemplating my fate or lack
of it. [ was deliberating what to do. [
could get a band together and play the
New York club circuit. I could go to
work, save up some money and go into a
studio to record a demo and shop it
around. Or I could go to some of the
people in the music industry that I've
known through the years and ask them
for the opportunity to do some record-
ing. I was doing a meditation on ‘What do
I do?

“I actually wrote down a prayer asking
for guidance. After [ wrote this I sat and
looked at the paper and said, ‘Well,
you've done it now—you’ve pulled the
trigger—now what’s going to happen?’ |
was wondering if my reply would be
forthcoming. In a week? In a month? I
was trying to figure out when you pray

JC 120 with a Boss Super Overdrive dis-
tortion device and a Korg SDD 2000 digital
delay. 1 just traded an acoustic guitar for
this little Acoustic amp to play at home and
I've lately been using that onstage, too.
Because the JC 120 is not giving me what
I need. When we're in Europe we use
Marshall amps, because they do some-
thing with the electronics of Fender amps
in Europe and they’re not as good. I'm
probably going to switch to either Fen-
ders or Marshalls, because the JC 120 has
transistors and it’s driving me crazy. It
doesn’t contain enough threat—it's too
damn stable. Very pretty color tone. I
mean, Adrian Belew swears by it—but he
uses so many boxes he doesn't know what
it sounds like anyway.”

No interest in the new sciences?

“I'm probably going to introduce some
boxes, only because I'm so far behind the
technology. I just plug in and turn on.
Keith Richards once said, ‘I've tried dif-
ferent guitars and different amps and dif-
ferent boxes, but damnit, it always comes
out sounding the same.’ It’s kind of the
same with me. I've tried. Guys I've played
with step on a pedal and [ can’t believe the
sound that comes out of there. Then I
step on the same damn pedal and it still
sounds like me!

“I'm getting some little Ampeg amps,
like the Jet. You don't need a pedal or any-
thing for it—it’s just a beautiful sound.”
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for something, how do you read events
in order to perceive an answer? Well, in
the middle of this deliberation the phone
rang. [ looked at the wall clock and it was
4:38 in the moming, so [ knew it was out
of the ordinary. [ picked it up and Keith
in Stockholm was on the line. He said,
‘Richard? There’s a guy over here who
owns a record company and he wants to
fly you over to record an album.’ I looked
down at this sheet of paper and I said,
‘Well...when?’ He said, ‘As soon as you
can get your passport in order.’ I looked
out the window and said, ‘Well, I guess
so.’ [ couldn’t argue with that.”

The man with the record company
was Peter Yngen, whose Mistlur Rec-
ords had released a number of albums in
Scandinavia, and who was looking for a
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known American artist to give him a foot
in the U.S. market. In most cir-
cumstances such a break would be wel-
comed by any musician, but Lloyd’s
friends worried that if he left New York,
he would slip back into his addictions.
Richard says he figured the quick re-
sponse to his prayer was a sign too obvi-
ous to ignore: “I would say, ‘I can’t not
doit. Clearly, I'm being guided.'”

What Lloyd did not have were songs.
At least not an album’s worth. He had
two tunes (“Watch Yourself” and “Lovin’
Man”) left over from the days right after
Television broke up, and “Losin’ Anna,”
a blues rocker he wrote as a kid ena-
mored of Led Zeppelin. Hardly a mother-
lode of material, and no indication of the
gems he would produce for Field Of
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Fire: “My manager said, ‘Where are the
songs?’ I told him, ‘In my head.””

The first indication that Lloyd’s muse
was with him came when he and Patchel
settled into Sweden in January of 1985.
They found themselves in an apartment
in a village in the country, in the middie
of the coldest winter in a century. Sitting
in the room, Lloyd wrote “Black To
White,” a haunting song about a desper-
ate man sharing a room with a woman
who sees only the good in situations.
Lloyd claims that the dream-like music
was “the only thing I could play when my
hands froze up,” and that the lyric was
“propelled by the fact that [ was in a situ-
ation where you couldn’t see out the win-
dow for the frost, and neither could you
leave for the cold.” He concedes that the
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song’s ambiguity (about whether or not
seeing the good in everything is really
good for you) is intentional.

“It’s actually a portrait of guileless-
ness,” Lloyd says. “The characters in
my songs are usually interchangeable in
terms of I, you, me, them. The entire
Field Of Fire record is in great measure
about faith and trust. There’s a small cre-
dit on the back that dedicates the album
to the lodestone, the guiding principle. In
great measure Field Of Fire is about that
person who appears lost to everybody
else, but true to their own inner guidance
system they make it through to the other

side. And when they’ve made it through
they say to their friends, ‘“Thank you for
believing in me.’” The guilelessness of the
character in ‘Black To White’ is a coin—
you can look at either side. A lot of the
songs are about danger. Danger is not an
illusion. However, each of us is com-
pelled to court danger to some extent.”
Ironically, “Black To White” was al-
most left off the album, because Lloyd—
who thinks Alchemy “lacked aggres-
sion”—was intent on making a hard rock
record and thought the song might be too
soft. (“I figured when I got Beggars Ban-
quet or any albums that I really cher-
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ished, the songs I most appreciated
were the harder ones.”) Friends con-
vinced him, though, that he needed a
track to illustrate his more sensitive
side, to be “Salt Of The Earth” to all his
“Sympathy For The Devil”’s.

The aggression Lloyd cherishes in
music may not have been totally uncon-
nected to his tendancy to risk his life and
career with intoxicants. When he speaks
of the power of rock and the dangerous
veins it opens, Lloyd recalls Keith
Richards and Neil Young, other guitar-
ists who have burned their candles at
both ends. “Put in a nutshell,” Lloyd
says, “drink and drugs were only be-
cause the music can’t go on forever, be-
cause music is like smoke, it dissipates.
It's an aural thing that you have and you
can't hold on to. It goes away. For people
who are motivated by this thing called
rock 'n’ roll, it taps at such a root of pri-
mal feeling that it amounts to the
strongest drug that I know of—besides
the age-old drug of sex. All drugs and al-
cohol are a poor substitute for passion.”

That passion is evident in the playing
of a man who admits, “It’s a little easier
for me to play the guitar when I want to
throttle it than when I want to play pretty
things.” Yet for all the abandon in the
performances, Field Of Fireis a carefully
constructed record.

“Everything’s overdubbed,” Lloyd
explains. “It’s not alive record. On ‘Field
Of Fire’ the guitar solo is 40 or 48 bars
long, and originally there was a voice
counting the different parts in the back-
ground: ‘Al,2,3,4/ A2,2,3,4/ A3,2,3,4'-
—up to A8. Then ‘B1,2,3,4." Then C
section, D section. Because without that
I would lose track of where I was and
play twice as long.” Fans will be relieved
to know, though, that that wild, album-
closing solo was executed top to bottom
in one take.

Lloyd’s live shows with his two-guitar/
bass/drum group have showed that he
can fan the same flames live, though he
was recently forced into a brief hiatus
when his rhythm guitarist quit the music
business and Lloyd had to hold auditions
to find a replacement. The new rhythm
player Lloyd chose challenges his own
rock 'n’ roll prejudices: she’s Donna
Fisher—a woman.

“We looked at about forty or fifty gui-
tarists,” he sighs. “And some of them
were good and some were slick, but a lot
of it amounted to beat 'em up, dueling
guitars and this macho kind of thing that’s
played out. I said to myself, ‘Would the
Rolling Stones have hired a woman musi-
cian? Would Led Zeppelin or AC/DC or

continued on page 44
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THE SCREAMING BLUE MESSIAHS

Not Angry,
Just Intense

;(;— ill Carter laughingly
N 51 describes himself as
S “quite conservative,
as in straight. I'm just an old-
fashioned guy.” But anyone
who's experienced the un-
leashed fury of the Screaming |
Blue Messiahs might find that
hard to buy. The London-
based trio’s Gun-Shy LP is a
series of barely controlled
explosions, with firebrand
Carter’s barbed-wire guitar
and man-in-distress vocals
furnishing the power.
Although clenched-fist
tunes like “Smash The Mar- |
ket Place” and “Killer Born
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Man” conjure up vivid images
of a modern world headed
straight for hell, Carter de-
nies any topical intent. In-
stead, he sees the Messiahs
as a descendant of fave raves
John Lee Hooker and Captain
Beefheart. “These songs are
our blues,” he explains. “Our
music is about the same
things people have always
written about.”

If Gun-Shy seems to re-
flect an outlook governed by

| anxiety and anger, don't tell
| Carter. “] don’t see where

people are gettin’ that stuff
from.” he sighs, having heard
it many times from the Amer-
ican press. “There’s all sorts
of different human emotions
in our music. I hear humor,
vulnerability, quirkiness.... |

mean, ‘Twin Cadillac Valen-

tine’ is a nice love song.” How-
ever, the thirty-five-year-old
music vet admits, “The music

| is delivered with quite a lot of

power, which can be misinter-
preted as anger. | see it more
as intensity.”

Formed in 1984, the Mes-
siahs debuted on vinyl last
year with a British indie EP,
then moved to Elektra in the
States for their first long-
player, which Carter terms
merely “passable”: “It’s not
the album [ wanted tomake.”
Asked if he’s surprised at the
band’s quick progress, Carter
answers matter-of-factly, “I
suppose. But I'm always sur-
prised. I was surprised when
we got our first gig.”

— Jon Young

Rock 'n’ Roll
Hall of Famers

Another year, another brace
of inductees for the Rock and
Roll Hall of Fame. The win-
ners of the second annual
election are the Coasters,
Eddie Cochran, Bo Diddley,
Aretha Franklin (the first
female inductee), Marvin
Gaye, Bill Haley, B.B. King,
Clyde McPhatter, Ricky Nel-
son, Roy Orbison, Carl Per-
kins, Smokey Robinson, Joe
Turner, Muddy Waters and
Jackie Wilson. (Nominees
must have released records
twenty-five years or more
before the Hall of Fame vot-
ing.) As with last year’s Hall
of Famers, the artists will be
honored at a black-tie dinner
at New York’s Waldorf-As-
toria hotel on January 21.

End of an Eva

Ten years ago in England a
new record company mid-
wived a new sound: The Stiff
logo became synonymous
with the British new wave.
But times have changed. The
new wave isn't what it used
to be, and neither is Stiff. In
September the label’s parent
company announced debts of
over $5 million, and the for-
mation of a new company to
oversee Stiff.

Help came a couple of
weeks later when Jill Sinclair,
wife of producer Trevor
Horn, bought the newly re-
vamped Stiff Records Ltd.
(Sinclair is chair of the Sarm
Group and ZTT Records;
HornisaZTT director.) Dave
Robinson, Stiff's head and
co-founder, will remain as
Sinclair’s partner.

B C KAGAN
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GREGORY ISAACS

The Cool Ruler
of John Public

o you want to ee-ahr
my latest, mon?” asks
the self-proclaimed

claimed “cool ruler” of reg-
gae. Before there's time to
answer, Gregory Isaacs hits
the play button on the blaster
in front of him. The backroom
offices of his African Museum
record store fill with crisp
snare drum cracks and a
wide-angle bass line.

Hand on hip, Isaacs sways
side to side, sweetly crooning
a perfect harmony to the
chorus of his “Dream My Life
Over.” The fervent lilt in his
voice enhances the recorded
version; he’s obviously
pleased with the song. *“I deal
with all forms of music,” he
says later. “Universal tribula-
tion, black liberation strug-
gle, lover’s rock—it’s be-
cause I represent John Pub-
lic, and he feels it all.”

Boastfulness may come
with much of the reggae ter-

ritory these days, but Isaacs’
self-assessment isn’t without
foundation. The record
sleeves littering the Muse-
um’s walls are a reminder
that Isaacs’ long career has
spanned many of the shifts

| reggae’s taken through the
years, from the philosophical
and religious to the carnal and
party-oriented. The powerful
way Isaacs has addressed
topics from sex to politics
makes it easy to draw a paral-
lel with the body of work Mar-
vin Gaye left behind.

The African Museum has
been more effective as a rec-
ord label than a retail outlet.
With it, Isaacs has helped
Kingston knowns and un-
knowns to document them-
selves without having to
play the major-label game.

“It’s been one of my
dreams come true,” he
beams. “It's a form of inde-
pendence, to build a founda-
tion for the younger ones
coming up. Jamaica is filled
with talent. I want to concen-
trate on those who are in
need. I remember all the
trouble I had getting re-
corded; it’s not good to forget
the past.”

With so much of his suc-
cess coming from his forays
into the softer, sultrier side of
| the music, will he be going

4 y

be,” he chuckles. “Musicis a
worldwide language; you've
got to sing about people’s
needs. But don’t forget,
people need love too.”

— Jim Macnie

’ back to politics at all? “Could |

BEN E.KING

Return of
a Romantic

M sinviting as a cozy fire
A' ona cold winter day,
" Ben E. King's voice

slides through “Stand By
Me,” a 1961 classic that’s
been covered by Mickey Gil-
| ley, John Lennon and Maurice
White. The original version is
currently enjoying a fresh
lease on life as the title song
and spin-off single from Rob
Reiner’s hit film about grow-
ing up W.A.S.P. The tune’s
forty-eight-year-old singer
and co-writer credits the
taste of a generation that
hadn’t been born when he cut
the song.

“Their ears are coming
back; they want to hear music
| again,” King offers about
| young people before dismiss-
ing the past decade’s synthe-
sizer-dominated black pop.
| “I'm happy to see so many
singers out there now,” he
continues. “Kids are gonna
need their standards; they're
| gonna need their Billy
' Oceans, their Whitney Hous-

tons and their Freddie Jack-
sons. | want to say to them:
‘Hold close to those people;
help ‘em survive. Don't just
go crazy dancing. Listen to
what they’re saying. One of
their songs is gonna make
you fall in love someday. ™

Recently signed ta Man-
hattan Records, King is now
ina London studio with Led
Zeppeli's John Paul Jones
producing (!); King says
Jones is a fan and initiated
their collaboration. After a
minor 70s disco hit, “Super-
natural Thing.” and vears of
touring the world, this former
Drifter is poised to make a
comeback. “The voice is still |
there and hopefully ‘Stand By
Me’ will strengthen the name
Ben E. King, " he says. If the |
forthcoming album takes off,
King will join a club that in-
cludes Patti Labelle. James
Brown and Kool & the
Gang—all black artists who
have successfully used a ‘
movie soundtrack to ride \
back into our consciousness |
and then up the charts. For
King, this could be another
magic moment.

— Havelock Nelson |
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WOODENTOPS

Have Friends

| orget the MID] revo-

| F lution—the Wooden-

| tops are low-tech and

| proud of it. Describing their
sound as essentially home-
made, this British quintet de-
veloped its instrumentation
more out of convenience than
anything else. “I'd written
some songs,” singer Rollo
McGinty explains, “and I did
look for musicians to play
with, but I found most of them
to be really disappointing. So
I wound up settling for a
bunch of friends.”

Mind you, none of them
had much of a handle on what
they were doing. Alice
Thompson simply stabbed at
her Casio while drummer
Benny Staples stood behind
an odd array of percussion.
Even the two conventional
instrumientalists, guitarist
Simon Mawbry and bassist
Frank DeFreitas, were more
than a bit rusty at first. Still,
McGinty says, “by playing
and playing and playing, we
knocked it into shape.”

Did they ever. After about
a year of woodshedding, the
Woodentops won opening-act

|
i You Gotta
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status for several trendy

British groups. After a string |

of singles were collected on
LP, Columbia Records picked
up the group’s album, Giant,
for American release.

Does it sound like stardomn
is beckoning? Not to the
Woodentops. “We don't like
to think that we’re going to
conquer foreign lands, smash
up the churches, rape the
women and steal the gold,”
McGinty laughs. “We're just
trying to entertain people.
Basically, it’s like we're on a
school trip all the time.

“Our plan is that we’d like
to have as much variety as
possible, which means we
won'’t be repeating ourselves,
we won't be working on one
formula simply for monetary
gain. And we seem to be
doing pretty well working
that way.”

Still, McGinty’s concerns
remain pretty down-to-earth.
“Most of the songs are obser-
vations, attempts to get
people going, stories of
friends,” he says. “Some-
body asked me what nearly
every song was about, and |
realized that | write quite a
lot of songs about how | like
people.” Which, as he saysit,
seems the most obvious thing
on earth. — /.D. Considine

'HENRY
BUTLER

Takin’ Care of ’
Serious Inner Needs

| or all the major labels’
F recent self-congratu-
latory clucking about

their commitment to jazz, an
intelligent, acoustic jazz rec-
ord on a major is about as
common as a Japanese-

| speakingtrout. Pianist Henry
‘ Butler should be thanking

|
|
|
|
l
!
{
|
I every deity he can grab hold
I of. His Frvin’ Around, a
mostly straight-ahead debut '
’ sprinkled with string quartets
and a gospel tune, initiated
[ the newly reactivated Im- '
' puise! line. But to Butler, a |

| signed,” he says confidently.

| the world, he loved the pop

| dentally jazz on the Impulse!

| be taken care of, that pop

| New Orleans native who

trekked to Los Angeles in |
1980, the occasion was less
than earthshaking. “I all along
had this feeling I'd get

“I came out to L. A. to be
signed, and [ gave myself five
years to do it. | probably ‘
could have done it sooner,”
he laughs, “if I hadn’t done so
many restaurant gigs.”
Butler grew up listening to |
the New Orleans musicians
who dominated the city’s fer-
tile if obscure jazz scene. He
also absorbed the influence of
McCoy Tyner, Cecil Taylor
and Keith Jarrett. After re-
ceiving a master’s degree in
voice in 1974, he started
teaching the next generation
of New Orleans jazz musi-
cians, including Wynton and
Branford Marsalis. And like

|

| most musicians in that

steamy and hedonistic part of |

music of the Meters.
But it was jazz, and coinci-

label, that had the most effect
on Butler’s playing. “When
Alvin Batiste turned me on to
Coltrane, I rebelled because
it was such a weird experi-
ence. [ couldn’t understand
what was going on. But
Batiste kept trying and finally
I began to understand it. And
though I love pop, I have seri-
ous inner needs that need to

music can’t handle. Jazz gives
me that space where [ can |
improvise, release a lot of
| tension. I enjoyit,” he laughs,
| “alot more now that [ have a
record deal, too.”

Peter Watrous

ANN SUMMALFI
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Just fil in the boxes with the page number(s) of any
advertised product you'd like to know more about. Please
allow 6-9 weeks for delivery.

Name
Address
City

State Zip

I. Are you a subscriber? A__Yes, B__No.

2. How long have you been playing? C__|-4 years, D__5-9 years
E__10 years or more.

3. Do you consider yourself a F_Pro G__Semi-pro H_Amateur.

. How much equipment do you own? I_$500-$2,500
J—_$3,000-$7,000 K__. $7,500 or more.

S. Do you plan to upgrade in the next |12 months? L__yes M__ no.

6. Have you purchased products advertised ExpIes
in MUSICIAN? N__yes O__no 12/86
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MIDI AID

UNDERSTANDING MID, the all MIDI maga-
zine from the editors of MUSICIAN that simply
and completely explains the application of today's
MIDI products. Plus a complete MIDI product
guide. All for just $3.95. Order yours today!

Name

Address
City

State Zip

Send $3.95 plus $1.00 postage
and hancling to:

UNDERSTANDING MIDI
P.O. Box 70i
Gloucester, MA 01931-0701




FREE PRODUCT INFORMATION

1-800-241-9111

Now there are 3 ways to get more information from the manufacturers whose products are featured or reviewed in this issue.

Call or write the manufacturer directly (t=ll them where you saw their ad). Fill out and mail the attached Reader Service card or try our new
MUSICIAN’s PRODUCT INFORMATION HOTLINE at 1-800-241-9111 Ext. 200. (In Ohio call: 1-800-241-7504 Ext. 200.) No
matter which way yoL choose, we guarantee you up-to-the-minute information to help you make the right buying decisions from your local

retailer.

Akai Professional Music Products — P.O. Box 2344,
Fort Worth, TX 76113

(817)336-5114 ...... 103
Alesis Corp. - 7347 Hinds. North Hollywood, CA
91605 (213) 467-8000 71

AMR - Route 2, HWY 503, Decatur, M5 39327 (604)
635-2244 .. ..

Anvil Cases ~ 4128 Temple City Bivd Roserread CA

91770(818) 575-8614 80
Audio-Technica = 122] Commerce Dr, 5tow, OH
44224 (216) 686-2600 . 73

Axxess Unlimited, Inc. - PO. Box 8435 Fort Colins,
CO 80526 (303) 482-5656 76

Barcus Berry Electronics U.S.A. - 800-»233-8346.
n Cahfornia |-800-558 3963 81
Biamp Systems, Inc. = P.O. Box 2160, Portland, OR

97208 (503) 641-7287 . 54,55

Boss = 7200 Dominion Circle, Los Angeles, CA 90040

(213)685-5141 1z, 113
Casio - |5 Gardner Rd., Fairfield, NJ 07006
(201)575-7400 66, 67

DCI Video - 541 Avenue of Americas, New York, NY
10011 (212) 924-6624 120
Dean Markley — 3350 Scott Blvd., #45, Santa Clara,
CA 95054

(408) 988-2456 (800) 538-8330 93

DigiTech = See DOD Electronics H]

DOD Electronics - 5639 South Riley Lane, Salt Lake
Citv UT 84107 (801) 268-8400 131
EMG - P.O. Box 4394. Santa Rosa, CA 95402 (707)
525-9941

Ensoniq — 263 Great Valley Parkway Malvern, PA
19355(215)647-3930 10,75

Fender — 1130 Columbia St.. Brea, CA 92621
(714)990-0909 .. ... 29
Fostex - 15431 Blackburn Ave., Norwalk, CA 90650
(213)921-1112 77
Gibson Guitar Corp. - 64| Ma;sman Drive, Nashville,
TN 37210(615) 366 2400 14
Hot Rock Clothing - P.O. Box 8741, Calabasas, CA
913028741 (818) 880-5254 2. 4 e
Ibanez — West Coast: Chesbro Music, P.O. Box 2009
327 Broadway, Idaho Falls, ID 83403(208) 522-869 1. East
Coast: Hoshino USA, P.O. Box 889, Bensalem, PA 19020
(215)638-8670 . 24
Invisible Keyboard Stands — PO Box 34l, Accord,
MA 02018-0341 (617)871-4787 .

JBL - 8500 Balboa Blvd., Northridge CA 91329

(818)893-8411 15
K-Muse - 8954 Mason Ave. Chatsworth CA 91311
(818)998-7555 79

Korg - 89 Frost 5t. Westbury, NY 11590 (516)333-9100 . 2,3

L.P. Music Group - 160 Belmont Ave., Garfield N]
07026 (201)478-6903

LSS Laboratories = P.O. Box 866, Wallingford. CT
06492 (203) 284-0664

Mark of the Unicorn Inc. = 222 Third St Cambrldge
MA 02142 (617) 576-2760 72

Opcode Systems — 707 Urban Lane, Palo Alto, CA

943OI (415) 321-8977 5 72
Paul Reed Smith Guitars — I8I2 Vlrglnua Ave., An
napolis, MD 21401 (301) 263-2701 .. 64

Pearl International Inc. - Dept. 54X, Box "|240
Nashville, TN 37222-1240 |
Peavey - 711 ASt, Merndan, MS 3930| (601)483-5365... 13
Ramsa - 6550 Katella Ave., Cypress, CA 90630

(714)895-7275 19, 91
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Music’s Digital Revolution
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Recording Workshop — 455A Massieville Road, Chil-
licothe, OH 45601 (800)848-9900 ............... 50
Resolution — Chace Mill, One Mill St., Burllngton vT
(800)862-8900 ...... 56
Roland - 7200 Domnion Circle, Los Angeles, CA
90040 (213) 685-5141
Royal Recordlng Lake Geneva, WI(4I4)248 9I00
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Sam Ash 124 Fulton Ave., Hempstead, NY 11550 . 56
Samson Music Products — |24 Fulton Ave.,
Hempstead, NY 11550 (516) 489-2203 ... 90

Shure Brothers Inc, = 222 Hartrey Ave,, Evanston, IL

60202.866-2200 ... 23
Simmons - 23917 Craftsman Rd., Calabasas CA 9I302
(818)884-2653 .

Sony CD - Sony Dr., Park Ridge, Nj 07656 5 I|9
Sound Studio | - 160 Belmont Ave,, Garfield, N]
07026 (201) 478-6903 26

Sunn - 1130 Columba St.. Brea CA 92621
(714) 990-0909 31,89

Tascam - 7733 Telegraph Rd., Montebello, CA 90640
(213)726-0303 7,48

Trace Elliott Soundwave Inc, = 23950 Craftsman
Rd., Calabasa. CA 91302 . ..

Ultimate Support - P.O. Box 470, Fort Cofllns CO
80522 (303)493-4488

Voyce Music =

“““ 83
Voyetra (Octave Plateau) 51 Main Street, Yonkers,
NY [0701 (914) 698-3377 . 74

Wise Music - 11740 West Florissant Ave.. Florissant,
MO 63033 (314) 839-1900

Yamaha - 6600 Orangethorpe Ave., Buena Park. CA
90620 (714) 522-901 [ 36, 37,59, 132

NDERSTANDING MIDI, the only MIDI mag-

azine designed to give you all the information
you need to make music. UNDERSTANDING MIDI
features the most practical MIDI articles from the
pages of MUSICIAN plus the only available com-
plete MIDI product guide. Stay in tune with MIDI
technology. Order UNDERSTANDING MIDI today.

Mail $3.95 plus $1.00 postage and handling to:

UNDERSTANDING MIDI,
Box 701, Gloucester, MA 01930.
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The digital effects.

If you want highly cost-effective, extremely
versatile digital sound processing, you may not need
anything more than the new SPX90 Digital Multi-
Effect Processor. Or want anything less.

Built into its rack-mountable chassis are 30
preset effects specifically designed to suit a wide
range of studio and live performance applications.
Everything from pitch change to a variety of echo,
delay, and reverb effects.

L
YAMAHA

All the preset effects have up to nine user-
programmable parameters. So you can further indi-
vidualize them for your particular need and store
them in any of the 60 on-board RAMs for instant
recall using the front panel keys, optional remote
control or footswitch.

The SPX90 offers MIDI-compatibility in-
cluding the ability to make program changes during
live performance via MIDI. Some effects can




Without the expensive side eflect.

even be actuated by a change in input level during player, even home recording enthusiast, the SPX90
performance. can add incredible creativity to your music. At a

All this advanced technology wouldi’t be all very credible price.
this affordable if it were not for the extensive use of See your Yamzha Professional Audio dealer. Or write: Yamaha International
Yamaha-developed LSIs. Using these LSI’ in the I ot oot Cavet Mt L 135 Y Ao, Seormgh O
SPX90 has enabled us to bring you uncompromised MIS 3R1. *Suggested ULS.A. retail price. Prices will vary in Canada.

sound processing capability at a very reasonable price.

So whether you're a studio or sound reinforce- ,% YAM AH A®
ment engineer, keyboard player, guitar player, bass
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DON GEHMAN:WHAT IS HIP?

AT FIRST, DON GEHMAN BECAME known
as the architect of John Cougar Mellencamp’s
records, which the producer merrily describes
as “obnoxious.” Then Gehman’s reputation in-
creased following an unexpectedly strong
album with reformed rockabilly moron Brian
Setzer. And just as the last gold record was
nailed to the wall of his sleek new home in the
San Fernando Valley, he was summoned by ev-
eryone’s favorite happening combo, R.E. M.

That’s a pretty hip resume. But Don, what
are the R.E.M. fans gonna say when they find
out that you warked with Julio Iglesias?

“And the Bee Gees! That’s on the edge!”

The albums in a producer’s portfolio usually
reflect his personality. just as most people are
typified by their choices in automobiles or dogs
or breakfast cereal. But as Don Gehman sits in
his bving room, his soft, even voice barely audi-
ble above the sound of cars passing in a light
rain, it’s clear that he’s nothing like one of those
boisterous Mellencamp albums. Gehman’s
earnestness is also a far cry from the moody
abstractions of R.E. M. He uses no Brylcreem,
and his shirt is buttoned all the way to the top,
which distinguishes him from Julio and the Bee
Gees. The trick to his success, it seems, is an
ability to absorb and project the qualities of the
bands he works with. Don Gehman is the Zelig
of record producers.

“A lot of praducers have a sound, and they
make three or four records that sound the
same. Maybe those records are all in the top
ten at the same time. But a year later, nobody
wants that sound anymore. | make a conscious
effort not to have a sound. My job is to provide
a signature for the group. That's why this
R.E.M. record is so much like their others.”

The thirty-six-year-old Gehman resembles
a hipper, more handsome George Carlin, and
he’s nearly as thin as the pointy black boots he
favors. He doesn'’t look like his records, which
are rugged and leathery. “Conceptually, I've
been sticking to the old style,” he agrees. “I
own a lot of equipment that’s more than fifteen
years old. And I'm a fanatic for it. I like those
old warm, distorted sounds.

“Consoles used to be part of the sound of a
record,” he continues. “When you screamed,
it distorted. Somebody got it in their head that
what we all wanted was something flat, clean
and neutral. I've been trying to tell manufactur-
ers to add a knob that says distortion.”

The producer as chameleon:
John Mellencamp, R.E.M., Brian Setzer

By Rob Tannenbaum

Don Gehman was born into the Mennonite
community in Lancaster, Pennsylvania. He
played viola in the state orchestra, but tangled
with the conductor, who suspected the young-
ster was a rebel, because “my hair was an inch
long instead of a quarter-inch long.” Gehman
joined a local band just around the time of
Beatlemania. “My parents were frightened by
all the stuff on TV. Drinking was not a real
kosher thing as it was, and we were playing
fraternity parties under age.”

Soon, Gehman began mixing live sound for
Clair Brothers, a nascent audio company in
nearby Lititz. His graduation from beer bashes
to acid tests began when the Jefferson Airplane
brought a hallucinatory light show to a local
club. “I thought it was sinful,” Gehman recalls.
“It was the first time I'd heard anything at 110
decibels. [ thought we were all gonna die.”

As recording technology expanded, Clair
Brothers engineers began to design and build
new equipment. “I found it a lot more interest-
ing than playmg music, because we were
pioneers. We really made what rock '’ roll on
the road is today. When we started, they didi’t
even have monitors onstage.” Gehman esti-
mates that Clair Brothers handled “half of the
[live mixing] business in the country, and he
augmented his practical experience with electri-
cal engineering classes at Penn State. Over the
years, he developed a strong relationship with
Steven Stills, who “thought I had the right per-
sonality to be a studio engineer.” Gehman had
grown weary of touring, and felt that studio
work would put him “on the edge again,” so he
went to Miami to work on [llegal Stills.

Even the worst tribulations qualify as nostal-
gia in better times, and Gehman siniles when
he refers to his duty with Stills as “combat
training.” He learned that technology was the
simple part of production, that savvy was
necessary “mostly on the level of personality,
and dealing with artists’ temperaments.” Al-
though Stills gave Gehman a co-production
credit on Long Muy You Run, his collaboration
with Neil Young, Gehman says, “l was getting
more credit than I deserved. I really didn’t
know what was going on. So [ backed up.”

Stills got Gehman a staff job at Criteria
Studios in Miami, “one of the hotter places in
the country at the time.” His assignments
there included Chicago, Pure Prairie League,
a pre-duet Julio Iglesias (“he’s a wonderful guy,

Fromthe Bee Geesto
the guitar stuffi’ve
done,l’ve learned a
lot about what makes
things moving
emotionally and

also highly technical.”



but he didn’t speak much English”), Fire-
fall, and McGuinn, Clarke & Hillman. “A
good opportunity to work with good
people,” Gehman says charitably. He
also redesigned many of the rooms at
Critena, “a natural progression from the
stuff I'd done on the road. But once
again, [ started to get really bored. |
didn’t feel like we were doing anything
new.” The Bee Gees, who were coming
off the world domination of Saturday
Night Fever, hired Gehman to build them
a new studio on Miami Beach and join
their production staff.

Gehman hails the mossy-chested Gibb
Brothers as “the real pioneers of what
most people are doing today. That pro-
duction team was doing a lot of very
unique engineering—slave systems,
tape loops, drum machines. They were
very progressive, almost to the point of
self-destruction. It was crazy, but we
learned how far you could take it.” His
“graduate recording” began with Barbra
Streisand’s Guilty, a pop extravaganza
written and produced by Barry Gibb.
The process went “one step further” on
the Bee Gees’ Living Eyes, an album
which made an indelible impression on
Gehman'’s career. “We spent an incredi-
ble amount of time and money on it, and
it sold forty thousand records. That was
the end of the Bee Gees. The science
project got the best of us. That’s what [
call The Year of Learning What Not To
Do. It was also The Year John Called.”

In 1979, before the Bee Gees,
Gehman engineered John Cougar, which
he admits is “an awful record.” But he
blames that failure on “the 70s sound:
real clean and real wimpy,” and insists
that many of the songs were good. Mel-
lencamp, who was in the midst of earning
the nickname “Little Bastard,” had been
through producers like a baby goes
through diapers (this analogy works on a
few levels), but he had liked Gehman’s
patience and concern, and he came to
Miami to make a new record.

“It was a mess, ” the producer recalls.
“We wanted the feel of a Creedence rec-
ord and the charm of a Lovin’ Spoonful
record, but we were still learning how to
arrange songs. Nothing worked. We sat
around screaming at one another.” After
three months of these festivities, Poly-
Gram heard the tapes and blanched.
Mellencamp wrote more songs, and the
record company turned the tapes down
again. “Even when we turned it in the
third time, they were considering not
putting it out,” Gehman recalls. “They
had thought of John as their next Neil
Diamond.” Although Cougar and Geh-
man had only one previous production
credit between them, the hard, bare
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“R.E.M. is one
of the most
undirectable
groups l've
ever worked
with. | pushed
real hard to
make things
clearer, more
focused, but it
was a
dangerous
thing for a
group known
for their
mystery and

fogginess.”

sound they developed stood out on the
radio among the synth programs of the
new British Invasion. “The Bee Gees
were in the space age, but after that, |
went back twenty years,” Gehman ex-
plains. “Jack And Diane” and “Hurts So
Good” were top five hits, American Fool
was the best-selling LP of 1982, and the
dubious American roots rock renais-
sance was under way.

With his new-found celebrity, Mellen-
camp patronized Mitch Ryder’s come-
back LP, Never Kick A Sleeping Dog,
which Gehman engineered to familiar re-
sults. But Mellencamp knew his albums
had to be more than nursing homes for

elderly Bad Company nffs. In Martin
Torgoff's book American Fool, the singer
talks of imagining a sound “like the Pitts-
burgh Steelers on a power sweep, like
fifty thousand stomping fans in the
bleachers, like the assembly line of a
steel mill, like a war.” On the first day of
recording Uh-Huh, he found that assem-
bly line. “We were looking for a different
sound on Kenny Aronoff's drums,”
Gehman explains. “All of a sudden, the
drums started to ring. It was like an
anvil. It was cranky and obnoxious. It
made your eyes hurt. In the business,
you learn that when that happens, you
put a piece of padding around the drum
to get the ring out. John said, ‘Let’s make
it ring more.” We loved it.” The drum
sound, later described as “distorted and
overmodulated” by Stereo Review
(“that’s quite a compliment from Stereo
Review,” Gehman retorts), was an
exaggeration of the crude snap which can
be heard in Rolling Stones songs from
“Satisfaction” to “Neighbors.” The inner
sleeve even included thanks to the
Stones “for never takin’ the livin’ room
off the records when we were kids.”
After the educational combat of Amer-
ican Fool, Uh-Huh was finished in almost
two weeks.

Although “Pink Houses” initiated the
revisionism which would finally bring
Mellencamp critical respect, it was only
after the album and tour were finished
that Mellencamp grew tired of being a
professional jackass. Even Gehman,
who professes to like many of the early
songs, wasn’t prepared for the improve-
ment of the writing on Scarecrow. “We al-
ways had good songs, but this was the
first time he’d come up with an album
that was mature. When he sat down and
played me the songs, I was in awe.”

Gehman had relocated from Miami to
Los Angeles, and he spent alot of time in
Indiana, helping to design Mellencamp’s
Belmont Mall recording studio. Gehman
had noticed “all these records that were
copying that sound” of Uh-Huh, so he
and Mellencamp chose “a more 60s
style, with a folksier, strummier guitar
sound.” The songs made the band more
confident; having stripped their sound
down to a tough core, they built it back
up again. Again, Gehman adapted the
production to the demands of the songs,
and the fuller, more generous sound of
Scarecrow complemented the end of
Mellencamp’s misanthropy.

Aside from introducing Brian Setzer
to Mellencamp drummer Kenny Aron-
off, Gehman’s biggest contribution to
The Knife Feels Like Justice was recog-
nizing the singer’s strengths and weak-
nesses. “When I had eleven songs, |




WHERE TRADITION MEETS TOMORROW.

RONNIE LAWS ¢
MIRROR TOWN

including:
Come To Me/ Tell Me
You Have To Be In Love /Like A Crazy Man

> M

Ronnie Laws “Mirror Town”
His new album, “Mirror
Town,” is the perfect reflection
of Ronnie Laws’ singing, song-
writing and saxophone skills.

Featuring the tracks, "Come
To Me"” and “"Mirror Town.”

VITAL INFORMATION |
GLOBAL BEAT ‘@
including N
Johnny Cat/One Flight Up/Novato
Jave And A Nail

Vital Information “Global Beat"*
Former Journey drummer
Steve Smith has totally dedi-
cated himself to jazz and his
band Vital Information. The
group also includes one-time
Santana and Billy Cobham
keyboardist, Tom Coster.

KENT JORDAN**
NIGHT AIRE

Including:
Stardance/Covert Transaction/ The Magi
| Wise Oid Souls/Night Aire

Supersax & L.A. Voices 1 T

Volume 3
Straighten Up and Fly Right
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Kent Jordan “Night Aire”*

A blend of classical training
and a talent for jazz improvi-
sation is the key to Kent
Jordan's incredible flute tech-
nique. If the flute’s your
thing, “Might Aire” will leave
you breathless.

Supersax & L.A. Voices "Volume 3
Straighten Up And Fly Right”*
The third time is a real
charmer for this Grammy-
winning combo. Featuring a
seductive sax section and
choral voices, “Volume 3
Straighten Up And Fly Right”
completes the romantic trilogy.

NEW ALBUMS THAT DELIVER A NEW WORLD OF JAZZ.

ON COLUMBIA

RECORDS, CASSETTES AND COM

FREE CDs FROM CBS!!! Get details at your favorite record store.

PACT DISCS.



played 'em for Don, and he said, ‘Now
you've got six,’” Setzer said earlier this
year. Although he pushed Setzer to im-
prove the lyrics, Gehman respected his
trademark guitar twang, despite the pro-
ducer’s preference for cleanliness. “You
can’t take that away or you'll iose what
makes him special,” Gehman notes.
Still, Gehman doesn’t think The Knife
carved a niche for Setzer. *"He wanted to
show the world that he’s more than a
rockabilly guitar player. But the record
was a little unfocused. He's still trying to
look for something he can call his own.”

With R.E.M., Gehman had a band
with a very strong niche, but one he
wasn'’t satisfled with. He bought their
records after the band called (Gehman
admits he wasn’t famihar with their
work), and found them “really charming,
and very demo-ey; not what I was used
to.” Since he was “looking for a new
group [ could take to the next step,” he
accepted the assignment.

It’s not that Gehman wanted to turn
the band into Mellencampers: “If I had
made it like ‘The Authority Song’—a
clear story with hooks—that’s not really
R.E.M."” Nonetheless, Gehman had ab-
sorbed Mellencamp’s populist spirit, and
he was uncomfortable with the artsy
obscurantism of singer and songwriter
Michael Stipe. So Gehman “pushed real
hard to make things clearer, more acces-
sible, more focused. It was a dangerous
thing for a group that was known for their
mystery and their fogginess.”

Gehman speaks slowly and carefully
when describing his “differences” with
Stipe. There was, he says, “a constant
discussion” about making the lyrics more
linear. Yet Gehman calls R.E.M. “one of
the most undirectable groups I've ever
worked with.” Stipe, he says, “was will-
ing and yet not willing. He’s a hard one to
put your finger on hecause he’s bright
enough to know what he’s doing and to
still make you feel like he’s accommodat-
ing you. [ can’t honestly say I felt like I
accomplished any of the goals [ set out as
far as clear songs, what Michael would
call ‘banal.” The album doesn’t come
under the goals that I've been taught you
should try to acconiplish, as far as mak-
ing a record that communicates.

“I found myself thinking I knew what
the song was about, and when I asked
Michael, he’'d say, ‘It's about hyper-
space.” You think that he’s real shy and
sensitive, but he’s kinda poking at you.
You may only realize that a week later.
Peter can tell when Michael is playing
with you. I still don’t understand.”

So what did Gehman contribute to
Lifes Rich Pageant? He cites the promi-
nence of Stipe's vocals (“you can hear
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“A lot of
producers have
a sound, and
make four
records with
that sound.

A year later,
nobody wants
it anymore.
| make a
conscious effort
notto have a
sound. My job
is fo provide
a group

signature.”

the words, even if you can’t understand
what they mean”), and the addition of
keyboards and percussion overdubs “to
make it sound more like a record” as de-
velopments that reflect his presence.
Like Mellencamp and Setzer, R.E.M.
are coming back to make another LP
with Gehman, possibly their mostimpor-
tant yet after the tentative evolution of
the new album. “The next step is con-
ceptual, whether they want to write
something that’s more powerful lyri-
cally.” But if this was the cause of “differ-
ences” during the last sessions, won't
Gehman'’s plans lead to more friction?
“I don’t know. It depends on the band,”

he concludes tersely.

With all this return business, Gehman
hasn’t had time to take on new clients.
But he did clear his schedule to produce
an album for Cock Robin. Cock Robin?
“That’s what John said,” Gehman smiles
proudly. But then, Mellencamp himself
seemed pretty hopeless at one point. As
with previous projects, Gehman took on
Cock Robin because they represent a
challenge. First, he has to improve on a
debut album he found “tedious, which is
typical of machine records.” And then he
has to stretch his own abilities beyond
his guitar-band expertise, to get the
same warm sound out of a synth band.
Most keyboard records, he says, “‘are
poorly made—stiff, boring, irritating
after you hear them more than once. Pop
records with every trick in the book are
just disgusting. I've become interested
in synthesizers, and I've had all these
ideas about what you can do with them.
From the Bee Gees to the guitar stuff
I've done, I've learned a lot about what
makes things moving emotionally and
also highly technical. I've had this vision
that it can be done with keyboards.”

If Don Gehman can make a good album
with Cock Robin, his powers of reforma-
tion will be indisputable. After Mellen-
camp and Stills and Setzer and R.E. M.
and the Bee Gees, he’s proven that a
sound can be a producer’s biggest liabil-
ity. “I'm not supposed to become a star,”
Gehman says on his way to the studio.
“I'm more like a camp counselor.” %

BELMONTS & WHISTLES

ehman’s home court, Belmont

Mall, sports a 24-track Otari

MTR-90 recorder, with an

Ampex ATR 1000 Y%-inch and

Otari Ya-inch to mix down on.
The house console is a Trident Series
80B. Monitors are JBL 4341s, Fostex
four-ways, and Yamaha NS10s, amped by
burly Yamahas. Belmont signal proces-
sors include AMS, Lexicon 224X and
Yamaha Rev 7 digital reverbs, EMT 140
tube plate reverb, Lexicon PCM 41 delay,
Quantec and Sony PRE 1100 reverbs and
Yamaha SPX90 multi-effects. Then
there’s the compressor/limiters: dbx 160s
and 165s, LA 2As, Teletronics, and a Fair-
child 670. As for noise gates, the Mall has
Drawmers and dbxs. Equalizers consist of
Massenbergs, API 550s and 560s, Neve
1071, Pultec EQP3. As for noise reduc-
tion. there’s none. “We don’t believe in
it,” Gehman shrugs. The more than sixty
mikes include Neumann U67s, M49s and
269s, Sennheiser 421s, Shure SM57s and
AKG 460s and 414s. Fave tape? Ampex
456. Favorite sampler? A Prophet 2000
which was used for some piano parts on
the R.E.M. record.



Eric Clapton calls Robert Cray "Dynamite”.
Keith Richards says: "Give me more”.

You see, when it comes to play'w‘hg the blues, no one does it quite like Robert Cray.
After winning countless music awards and a highly ceserved worldwide reputation,

Robert Cray gives us an album that's sure to take him all the way. "Strong Persuader”
issure to persuade you.




BENNETT ...

“I'll tell you something weird. Do you
remember that night Manson murdered
all those people in Los Angeles? Well, [
was in Hollywood that night. And when
the police entered that house, and there
were all those bodies—King Pleasure
was singing on the phonograph. I could
never get that out of my head.”

“Swordfishtrombones” by Tom Waits
(Island): “Gee, what is that? (laughs] It
sounds like he’s trying to send a mes-
sage. It’s like somebody in an ashcan
sending messages.” [shakes his head]

“Maria” by Marvin Gaye (Columbia):
“I don’t know, who is that?” [Marvin
Gaye] “He had a happy life, huh? It’s
funny, you'd think a tragedy like that
would stay with us, but it doesn’t. We've
become so dulled to violence and
tragedy. | remember years ago when
Gene Krupa was caught with three
marijuana cigarettes and it was head-
lines. He got sent to the slammer for six
months, and in a way I don’t think he
ever recovered from it. Now we're so
dulled by stuff like that. We’re victims of
the times we live in.”

“I Only Have Eyes For You” by Frank

AN EXTRAORDINARY
VOYAGE THROUGH SOUND

| BELEW DESIRE CAUGHT BY- THE TAIlL

The most original guitar player in the world can make his axe sound
like anything from a charging elephant to a guitar orchestra. On his brand-new,
all-instrumental album, he breaks new ground again with
his introduction of the Roland guitar synthesizer. Belew created more than
two hundred sounds from scratch for this record, so it’s literally true
that no one’s ever heard anything like *Desire Caught By The Tail” before!

On Island Records and Casseftes

°TM Owned hy Island Entertainment Group. Inc. © 1986 Island Records, Inc
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Sinatra with the Count Basie Orchestra
(Reprise): “Frank, of course. You know
who wrote that song? It was a guy named
Harry Warren. Almost no one knows his
name, but after Irving Berlin, Harry is
the most successful songwriter in the
history of American music. You can look
it up. He wrote “Boulevard Of Broken
Dreams,” “The More I See You,” alot of
film scores—if you got a list you'd be
amazed at his repertoire. But he was
also kind of anti-snob, y’know? He kept a
real low profile. | knew him. He lived in
Hollywood, but you never saw him out.
He wore old clothes and he drove around
in an old car—not that he didn’t have the
money. And when he did play out, he
only wanted to play on a piano with a dull
finish. And then he’d get real upset be-
cause no one knew who he was!” M

LLOYD e

any of the bands I have respect for?’ |
don’t know. Then I saw Don Henley and
he was great and he had this woman bass
player who was superb. And there was
something about a woman that brought a
kind of dignity to this guitar rock we’re
doing. I thought she made the band, the
drummer and the bass player, sound
cohesive and I thought, ‘Here’s less of a
struggle onstage for attention; this isn’t
somebody who thinks, “Now / have to
have a guitar lead.”’ She brought this
subtly different energy toit.”

So the passion player is growing up?
“I'll tell ya,” Lloyd says slyly, “I'm still
doing emotional cartwheels over it in my
head—'What have I done to myself?’”
And Richard Lioyd laughs again. @

DEVELOPMENTS s

routing to four output groups. The main
output section also has four separate de-
dicated effects returns.... And just in
case you've filled up all the channels on
your TAC Scorpion, AMEK is coming
out with a 26-input extender unit for
around ten grand that can take a Scorp-
ion up to 58 channels.

This month’s outboard overachiever
comes from Rane: it’s a new Y3-octave
equalizer that boasts control of frequen-
cies not only on, but in between the stan-
dard ISO points. It’s called the GE 30
Constant-Q graphic eq, and uses special
filters and dual alternating summing
anplifiers to get an “interpolated”
bandpass response between any two
ISO frequencies. This means setting two
adjacent sliders will give you precise
alignment of the filter center frequency
with that of the feedback or absorption
node. What more could you ask an
equalizer to do, go out for coffee? M



SDS 1000/TMI

TMI__ TRIGGERMIDHNTERFACE
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W HEN THE RHYTHM MACHINE IS YOU

SDS1000 — 5 PIECE PROGRAMAMABLE ELECTRONIC DRUM LET. DIGITALLY SYNTHESIZED BASS DRUM, COMPUTER SAMPLED SNARE (CHDICE OF FOUR
ON BOARD). SYNTHESIZED TOM TOMS. 5 FACTORY AND 5 USER PROGRAMMABLE MEMGCRY PATCHES. OPTIONAL FCOTSWITCH PATCH CHANGE
HEADPHONE JACK. TMI — 8 CHANNEL PROGRAMMABLE MIDI INTERFACE FOR ELECTRONIC DRUMS, MIDI NOTE, CHANNEL AND PROGRAMME CHANGE
DATA ALL STORABLE IN 50 PATCHES. 3 PROGRAMMABLE SEQUENCES OF PATCH CHANGES. FGOTSWITCH OPTIONAL

SIMMONS GROUP CENTRE INC., 25917, CRASESMRNHEIAG [TALABASAS, CA G1302. TEL: 818-884-2653
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High quality, professional performance, versatility, rugged metal construction with performance and feature extras. It's AMR System |

¢ 4 Channel Multi-Track Cassette Recording e 3 Band EQ (with sweepable mid-range) on each

System input
® 28 dB of Headroom ® Peak Hold Level indicators
® Solid metal construction o Electronic Stopwatch
® Overdubber™ Multi-function pedal remote ® Insert “patch” jacks on each input
control (optional) ® Pan Pots on each input (assignable to tracks 1-2,
o Monitor Mixer section 3-4, or L-R)
® 6 x 4 mixer for tracking and overdubbing ® Overdub, Ping-pong and mixdown without
¢ 10 x 2 mixing capability for mixdown patching or changing signal cables

¢ Mute switch on-each input

® Auxiliary master send control

® Assignable Auxiliary master return

o High Power internal headphone amplifier

® Dolby® B and C Noise Reduction

® Solenoid operated transport function controls
® Zero Stop and Zero Play

o Interconnecting cable harness (included)

® Manufactured in the USA.

It you are serious about your multi-track recording, the AMR System | offers the features and performance found in large and expensive
professional recording equipment. See the AMR System | at your local AMR multi-track dealer and hear the difference.

™
Dolby* is a Registered Trademark of 4 M R
Dolby Laboratories Corporation AUDIO MEDIA RESEARCH/ROUTE 2 HWY. 503/0ECATUR, MS 39327/(601)635-2244
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“the American
Sound”
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DANIEL LANOIS

| The Producer as Conscience: Eno, U2, Peter
Gabriel, Robbie Robertson

By Rob Tannenbaum

‘THERE’S A LOT OF POLLUTION OUT
there,” says Daniel Lanois, drinking tea in the
gazebo of his Santa Monica hotel one Sep-
tember morning, before continuing work on
Reobbie Robertson’s first album since the Band
came unbound ten years ago. Lanois isn't re-
ferring to the infamous Los Angeles smog. but
to the toxic waste manufactured in recording
studios. “Right now, we're in a slump, a confu-

k.

¥

“1'm put off by a lot of
modern production.
When people get
scared of what they
want to do, they just
turn up the snare.”

l

sion,” he continues softly. “It’s going to be very
important in the future for those who have an
understanding to do ‘soul music,” born out of
passion and commitment and need.”

Lanois is dressed in a clinging black outfit,
the same hue as his long curls, so that when he
describes the similarity between his wark with
Robertson, U2, Peter Gabriel and Brian Eno as
“spiritual content,” the gentle confidence sug-
gests both a devout missionary and a Ninja
warrior. With an approach that emphasizes
tranquility and ingenuity over technology. the
thirty-four-year-old Lanois contradicts the
modern notion of a producer as a flesh-bound
digital instruction guide. “It’s not that big a
deal,” he shrugs when confronted with the dig-
ital-versus-analog controversy. “It’s the least
of my problems. If you've got equipment that
works, you'll do good work on it.” Although
Lanois controls some of the biggest-budget
sessions in rock, he still relies on the inventive-
ness he learned during two-bit projects. To put
his success in perspective to that of his current
peers: Six years ago, U2 made an acclaimed
debut, Eno was prompting Talking Heads to

new heights, Gabriel was three albums gone
from Genesis, and Daniel Lanois was profes-
sionally snowbound in Hamilton, Ontario,
which he diplomatically describes as “not the
most happening musical city in Canada.”

Lanois admits he was “fairly sheltered”
growing up in Hamilton, a blue-coliar city forty
miles southwest of Toronto. After years of
guitar and woodwind lessons, Daniel and his
brother Robert decided to open a recording
studio. When all the local banks refused their
loan applications, they borrowed five thousand
dollars from their mom and rolled tape in the
family's cellar. With little competition, the un-
derground studio became ““one of the major re-
cording centers in Ontario,” and by 1980 the
brothers saved enough money to open the 24-
track Grant Avenue Studio in Hamilton.

Although Toronto had a modest punk scene,
Lanois recalls that the music “kinda went by
me. | was just doing something else at the
time. ] didn’t see myself going to the local club
and butting my head against the stage while
somebody was pissing on my back.” Instead,
Daniel and Robert spent most of their time
baby-sitting VU meters for local country and
bluegrass bands. Then a demo they made with
an experimental band from Toronto was some-
how forwarded to Brian Eno, who called to
book time at Grant Avenue to produce Plat-
eaux Of Mirrors for pianist Harold Budd. Was
Lanois awed by a visit from the Pope of Pro-
gressivism? “] remember telling my brother,
‘Let’s make sure we get cash up front from this
guy, ‘cause we've never heard of him,’” Daniel
laughs.

Lanois was quickly initiated to Eno’s notori-
ously odd studio habits. “The first day, he
brought in a string of bells and said, ‘I want to
put these throughout the record.’ So we set up
two microphones and he proceeded to walk
throughout the studio with the bells for about
an hour. As it turned out, we never used the
bells. It was just an exercise to put us in the
right frame of mind.” At first, Lanois thought
of Plateaux as “badly recorded piano tapes.”
But he quickly demonstrated that his talents
weren't limited to Canadian bluegrass. While
producing Budd’s LP in Hamilton, Eno also
began his ambient record O» Land, on which
he credits Lanois with contributing “encour-
agement and suggestions at the right times.”

While Lanois’ sister Jocelyn was playing bass
in Martha & the Muffins, the Toronto band
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scored an international hit with “Echo
Beach.” Coincidentally, the Muffins also
included guitarist Michael Brook, who
had played with trumpeter Jon Hassell, a
frequent collaborator of Eno’s. Daniel
produced This Is The Ice Age and Danse-
parc for the Muffins before his sister and
Brook left the band, which continued as
M&M. Lanois produced Mystery Walk
for the truncated group, which had a
number two dance hit, “Black Stations/
White Stations.”

Lanois’ growing reputation brought
Jon Hassell to Ontario to record Dream
Theory In Malaya, which featured in-
strumental contributions from Eno and

Brook. By 1983, Eno and Lanois had de-
veloped what has been called “the Hamil-
ton Sound,” an extension of ambient
music which Eno has likened to aural
landscapes; “a kind of mwsic...with a
sense of place and with a sense of some
kind of psychic environment that one
might choose to find oneself in. And it
was also to do with the quality of feeling
alone in a place.” 1983’s Apollo sound-
track formalized the Eno/Lanois partner-
ship, with Daniel credited as co-pro-
ducer in addition to composing many of
the instrumental pieces. The Hamilton
Sound continued to evolve on two rec-
ords released last year, Michael Brook’s

PA-30B Amplifier

At 30 watts a side, The
TASCAM PA-30B is not
the biggest monitor amp in the
world. So it's determined to be the best.

That's why it's got the kind of bullet-proof design that
lets you lay a screwdriver across the outputs without frying
the insides. And why you can mount it in any position,
including upside down and backwards.

Sure, the PA-30B is a bit compulsive about being the
best 30 watt amplifier you can buy. But what did you

expect? It's a TASCAM

7733 Telegraph Road, Montebello, California 90640 « Telephone: (213) 726-0303

OVERACHIEVER.

TASCAM

TEAC Professional Division
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excellent Hybrid and Voices by Roger
Eno (Brian's younger brother).

“l learned a lot from Brian,” Lanois
confesses. One of his favorite Eno
maxims is that ‘“restrictions can be
strengths.” Thus, the challenge of evok-
ing a strong emotion on an instrumental
record without benefit of lyrics forced
Lanois to experiment with outboard ef-
fects, playing the studio as he would a
guitar. But these treatments, he cau-
tions, are “not the sort of thing you goin
the first day and dial up.” Lanois is defen-
sive about his collaborations with Eno.
He doesn't like the “ambient” designa-
tion (“It was probably a good term eight
years ago”); considers On Land an un-
acknowledged milestone; objects to hav-
ing the LPs likened to New Age music,
which he finds lacking in the requisite
ambiguity; and believes that the descrip-
tion of them as “wallpaper music” is “un-
educated.”

“When you listen to the radio, the
songs and the commercials all sound the
same. When you walk up and down the
aisles on an airplane, all you hear from
people’s earphones is ‘tch-tch-tch,’”
Lanois says, clicking out a backbeat as
his voice rises for the first time. “Now, if
there’s anything to bitch about, that’s it.
Are we stupid? Is everyone making the
same record? To slag some poor bugger
for doing something different, especially
Brian Eno. People should be giving this
guy money to build a new empire or
something.”

The admiration is obviously mutual.
When U2 called Eno to Dublin in '84 to
produce The Unforgettable Fire, he
brought Lanois along as co-producer. In
one of the many videos for “Pride (In
The Name Of Love),” Lanois can be
seen slapping bongos, which are inaudi-
ble in the mix. “I'm a closet percus-
sionist,” he explains. “I usually try to
sneak it in on every record. I find it's
good for developing a rapport with an
artist; if you're playing something,
you're accepted as a band member. If I
get stuck for ideas, I pick up a drum and
it’s a form of therapy.” In contrast to
Steve Lillywhite’s hyperbolic sound, The
Unforgettable Fire was a very chaste
production. “I don’t necessarily think
that great sonic records are the truly
great records. I have to admit that I'm
put off by a lot of modern production. I'm
very tired of the backbeat—when people
get scared of what they want to do and
say, they just turn up the snare drum.
There are a lot of immature approaches
that have become standard fare for no
particular reason other than people who
don’t know any better.”
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CHECK OUT THE FINEST BASS AMPS IN THE WORLD AT YOUR NEAREST TRACE ELLIOT DEALER
YOU’LL REALISE WHY YOU SHOULD ADD YOUR NAME TO OUR ILLUSTRIOUS USER LIST:

Mark King (Level /A.Z) Simply Red

Mike Rutherford (Genesis) Stranglers

Pino Palladino (Paul Young Band) Frankie Goes to Hollywood

Dee Murray (Elton John Band) Big Country

Rick Ford (Joe Jackson) Go West

Phil Collins Band Wham!

Nik Kershaw Band The Kinks

Tears for Fears Saxon

Style Council The Fixx
} Spandau Ballet !

Mike Oldfield And many more fine British Bass Players
; P.S. SOME DISCERNING U.S. PLAYERS ARE ALSO GETTING THE MESSAGE:

Mike Porcaro (Toto) R.E.O. Speedwagon

Don Johnson (Earl Thomas Conley) R.EM.

Bob Wackerman (Maynard Ferguson) Your name here?

Soundwave Int. 23950 Craftsman R’ Calabadas, CA 91302 U.S.A.
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The new U2 album was recorded in
bassist Adam Clayton’s house, in the
hope that the comfortable surroundings
would add “warmth and life” to the ses-
sions. Lanois predicts that “the days are
numbered” for the recording studio. The
new songs were also recorded “in a bit
of a huddle,” with Eno on keyboards and
Lanois on guitar or percussion. “We
have a few ground rules,” Lanois says.
“We decided to rediscover the guitar on
this record, so there will be fewer treat-
ments. We want it to sound like it wasn’t
overdubbed. And we’re using some
classical horns, like one might have
heard on Sgt. Pepper. There’s dreamy
stuff, but you can also expect to be
knocked out of your seat.”

The dreamy side of Lanois’ resume
convinced Peter Gabriel to have the
Canadian co-produce the Birdy sound-
track, which led to the So album. “I was
not a Genesis fan,” Lanois admits. “But
if you don’t know everything about
someone’s background, you have a
fresher view of it all.” Lanois partici-
pated in pre-production sessions for So
as one of the Three Stooges, with Gabni-
el and David Rhodes, working in a make-
shift studio on Peter’s farm in Bath. “The
songs were still very much scratch ideas
when | came in. You might say I was a
composer chaperone for six months. We
had the back room of his studio set up.
He’d blare his keyboards and his rhythm
box, and the environment was kinda like
a punky club, a rocom you went into to do
some hollering.” Nonetheless, So was
Gabnel’s most subdued work to date.
“I'm not really a rocker at heart,” Lanois
shrugs. “I love a beat, but my intuition
would not cause me to plug into a Mar-

continued on page 92

LANOIS PATOIS

eing a big-league producer has its

benefits, not the least of them

being access to top of the line

gear. Lanois appreciates SSLs for

mixing and Neves for recording.
He’s partial to AMS digital reverbs and
the EMT 250 plate. Daniel likes Neumann
U-47s for vocals, and isn’t above using
one on a floor tom if it belongs to someone
else. But wait—not everything costs an
arm and a leg. He also uses the DeltalL.ab
DL2 digital delay and that classic Roland
Space Echo. Lanois admits being partial to
old amps—especially old Fenders with
tremolo. Last and perhaps most impor-
tant is the amazing Suzuki Omnichord—a
little plastic autoharp gizmo with buttons
for major, minor and 7th chords, available
at your local Toys R Us. No top-notch pro-
ducer should be without one. — Will Hunt



“Testdrive the
Digilech PDS1550.

The DigiTech PDS 1550 does
something no other pedal in the
world can: switch instantly be-
tween two independent, program-
mable distortions with delay. At
the tap of a foot.
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(TANLEY CLARKE
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Where has music like this
been all your life?

Once you find Stanley Clarke’s “Hideaway’" you'll never
want to leave.

*Hideaway"is the only place to find Stanley Clarke’s
original“School Days” band, with special guests including *
Herbie Hancock, Angela Bofill, June Kuramoto of
Hiroshima and more.

“Hideaway” is far from anything you've heard before.
Ask someone who's been there.

GENIUS FOUND! IN STANLEY CLARKE'S “HIDEAWAY.” :
On Epic Records, Cassettes and Compact Discs. /@@’

Produced and Arranged by Stanley Clarke. “Epic.” g are trademarks of CBS Inc. © 1986 CBS Inc. FREE CDs FROM CBS!!! Get details at your favorite record store.



JOCK BAIRD

RONALD BELL

The Producer as Mad MIDI Scientist: Kool & the

Gang’s Secret Weapon

By Jock Baird

NO ONE WHO LISTENS TO KOOL & THE
Gang's recent records or reads their inter-
views can avoid the Goodie-Two-Shoes Fae-
tor. I mean, compared to spokesmen Robert
“Kool” Bell (named for his legendary equanim-
ity) and James “JT” Taylor, the Smurfs sound
like Satanists. And yet, behind that safe-as-
milk facade is coming some undeniably in-
teresting—if occasionally schlocky—music. So

what’s the deal? There's
got to be something more
exciting and risky going on
here, something perhaps
related to the band’s jazz
roots and now classic mid-
70s career as party pur-
veyors. No way could two
guys with personalities
like overcooked pasta be
the whole story.

No, America, it’s not.
Behind Kool & the Gang
lies a vast. mysterious
production empire, tucked
away in an unassuming
Livingston, New Jersey
suburban horne. This shad-
ow government is called
the IBMC, or Itty Bitty
MIDI Committee, and it’s
run by this man, Ronald
Bell, known to friends and
family as Khalis Bayyan.

“We're translating
musical ideas into
computer language
and making them
sound like they‘re
meant o, instead of
stiff and synthetic.’

Yes, Ronald is Robert/
Kooi’s brother; and as sax player has been with
the band from the beginning. Excepting lyrics,
he is the principal writer of the band’s extraor-
dinary string af 80s hits. He has produced the
last two Kool & the Gang LPs, In The Heart
and Emergency, as well as their just-released
Forever, on which he plays virtually all the in-
struments. But most importantly, Ronald Bell
is Kool & the Gang's secret personality. He's a
funky jazz mad scientist, Coltrane meets Mr.
Wizard, Soul Train meets micro-chip. He is
funny, radical. skeptical, an excellent horn and
keyboard musician, and clearly smart as hell.
Ronald Bell is not safe as milk.

Bell’s Itty Bitty MIDI Committee is not so
Itty Bitty anymore. The IBMC has grown in its
three-and-a-half-year existence to more than a
dozen producers, programmers, engineers
and musicians (Bell: “the proper word would
be geniuses”); the house is buzzing with activ-

ity. Devout Muslims, IBMC members all pray
in an oriental-carpeted room off the kitchen,
and drive a fleet of rented black BMWs parked
outside. Each specialist has his own research
room, including an Apple-equipped DX prog-
ramming room (with Fairlight standing by), an
Emuiator-packed sampling room, a writing
room, a basement demo studio/vocal booth, a
state-of-the-art first-floor monitor/mixdown
room where the new album was laid to tape,
and the heart of the operation, a second-floor
sequencer/keyboard complex that includes
nearly every synth and sequencer known to
humanity. All the rooms are wired together
with snakes, sync lines and Dr. Click boxes
(with a videocam handling communications).
Here the IMBC continues its prime directive,
“studying this MIDI situation.”

Among Bell’s principal lieutenants are Ken-
dall Stubbs (a top engineer recruited from
Compass Point Studios when Kool recorded
Emergency there), engineer Ibrahim Duarte,
DX specialist Randy Webber, computer-head
Alex Williams, and sampling-man Jason Miles.
Bell is clearly first among equals, a chairman
full of quotations, but in explaining his sticcess,
he passes around the the credit by regularly
breaking into a rap-mantra based on the com-
miteemen'’s names: “Kendalization, Ibreality,
Webber-matic, the Woodapple....” If Bell is
Kool's secret weapon, he readily admits “my
secret weapon is IBMC, which is a pow-
erhouse. They have a fresh outlook, and
they’re willing to try things that people who are
into a set mode of things wouldn't try.”

This means Bell and his IBMC cohorts are
exerting a steady change on Kool & the Gang’s
musikc, away from some of its most cloying
Goodie-Two-Shoes propensities, but that
change won’t be made overnight. After all, Bell
has already accomplished something extraordi-
nary, convincing the band to let him replace
their recorded parts with sequenced synthe-
sizers, drum machines and samplers. How did
he manage such a feat?

“We understand their interpretation. It’s just
digital processing. The IBMC takes their tapes
that they make at home or wherever, and
translates everything on them to MIDI se-
quencers, getting as close as we can to acousti-
cal reality. The Itty Bitty MIDI Committee is
basically translating musical ideas into com-
puter language, and bringing it out to sound like
what they're really meant to be, instead of
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sounding like stiff, synthetic computer
music.”

So what we thought was a band on
much of Emergency and all of Victory is
just Ronald Bell playing everything into
sequencers? “Yeah, that’s me. Actually,
I've been the main writer for all these
years. I've been underrated. But I've
done most of the work—the major work.
And actually all the production before
that as well. All the songs and the ar-
rangements. You don’t have to print
that, but it’s true. That’s the way it’s al-
ways been, from the beginning.”

Ever since the first drummer got re-
placed by a LinnDrum, this has been
going on in studios, but this situation
seems unique in its absence of resent-
ment from the replaced parties. “It’s still
a unified effort,” explains Bell. “There
used to be resistence: When we were
doing the In The Heart album, they
wouldn’t even let us put a drum machine
on because they were against it at that
time. It was new to them: ‘Hey, what are
you doing, you're taking my gig!’ But
now they understand technology. In
other words, they know if they have to
be on one TV show in New York at two
o’clock and on another one in L.A. six
hours later, they know enough to get on
a jet and not try to drive there.

“All we're doing is translating to MIDI
what would normally take studio time.
Regular recording just takes too long.
You go into the studio, it takes two days
to get a drum sound, hours to dub in
parts, two weeks for the guitars, the
horn player does fifteen solos, right?
That’s time and money spent. Using this
system, we recorded our new LP in three
hours, every instrument—not counting
vocals—that you'll hear on this record.”

Ronald Bell was indeed a founding
member of Kool & the Gang, as it
evolved in the 60s from the free-wheel-
ing Jersey City-based Jazziacs to a more
polished instrumental progressive en-
semble. “We were doing very creative
music before we made our first commer-
cially successful album, Wild & Peaceful.
The peaceful side was more jazz, while
the front side of it was commercial,
songs like ‘Jungle Boogie,” ‘Hollywood
Swingers,’ and all that. They were tunes
we made up in the morning and recorded
that mght. We just thought we'd throw it
up, good luck. The next album after that
was The Light Of The World, and we
went back to our music. And it didn’t sell.
We said, ‘Okay, open sesame. We went
full disco. We survived the disco era.
And then we decided this was just a bus-
iness, let’s make some money off it, be-

cause we had families and things. So we
learned the art of making commercial
music. We came up with songs like
‘Ladies Night,” “Too Hot,” ‘Hanging Out,’
and then ‘Celebration,’” where we really
caught the pop market.”

The production midwife of Kool & the
Gang’s 80s rebirth is generally thought
to be Deodato—he is specifically cre-
dited with suggesting they hire James
Taylor—but Bell maintains the change
was something the band had already de-
cided on when they hired Deodato. “We
had already done some studying when
Chic had ‘Freak Out’ and a couple of
other things, and we had already decided
we needed a singer, just about the time
JT came along. Deodato is one of the
best arrangers around, and what he did
was arrange the sound we had already
decided on. We really didn’t need a pro-
ducer—there are enough producers in
Kool & the Gang to produce eight other
groups—but they thought we did. I say
‘they,” as they know who ‘they’ are: the
business side. We went along with it. We
learned a great deal from it about in-
teracting with people’s ideas, under-
standing how they work. And then to
come to know how we want to work.”

It was not until four Deodato-pro-
duced albums had passed that Bell was
given the producer’s chair for In The
Heart, but if he had an agenda, “echoes
of the Deodato school” kept the sound
fairly conservative. But with last year’s
Emergency, a bit of an edge was coming
back into the band’s sound, particularly
on the guitar-drenched “Misled” and the
LP’s title cut. The band that was deliber-
ately holding something back was giving
us more of it, but only in measured
doses. “You're right,” Bell nods. “We
give it alittle bit at a time. You don’t want
to grow too fast, give the audience too
much of a radical change. It would be too
drastic.”

Still, it may take something a bit more
drastic to keep Kool & the Gang from
creeping Lionel Richie-ism. “I know
what you mean,” Bell nods thoughtfully,
and then cues up the final mix of their
new single “Victory.” It is indeed more
punchy thanits predecessors, with more
than a hint of Earth, Wind & Fire. “We
were just talking about that,” laughs
Bell. “In fact we know which part that is!
Okay, now take this music you just
heard. Does that sound like it’s going
away from what was becoming sterile?
That’s what we were afraid of. That’s
why we said, ‘We must now say good-
bye.””

Are we to assume, then, that Bell was
behind the change embodied on “Mis-




led”? “Yeah. That’s what it means, mis-
led, go the other way. Let’s go back to
where we really want to before we get
into no place to go, like stenlization.
Kool & the Gang’s not going to become
that. ‘Misled” was the perfect marriage
of rock 'n’ roll and funk. The song itself
brought attention, but lyrically it didn’t
come clear, because it wasn’t under-
stood. It doesn't fit in to the universal—
it's just a new concept.”

But although Bell is afraid of steriliza-
tion, he has no such fears of simplifica-
tion. In fact, reducing music to its small-
est possible denominators is the basis of
what he calls the Microbar concept, the
cornerstone of the IBMC method:
“Most people look at a sequencer and
say it’s just a big tape recorder, but it
isn’'t. Computers allow things to go
micro-seconds faster, into the speed of
thought, which we're at now. Musical
ideas can be translated in split seconds,
instead of taking 240 bars of a song on
tape and taking forever to rewind, you
take that and condense it into a microbar,
whatever the definitive of what the song
is. You work with odd bars, one bar, then
two bars, then three bars. Anything over
five bars is too much. It actually is, be-
cause there’s only five tones, five
chords—or really just three.”

Three chords? Does Bell mean one,
four and five? “That’s it,” he laughs.
“Something else?”

But Kool's music certainly uses more
than three chords in their songs.... “No,
not really. In reality, there’s only three
chords. The others are only relatives. C
minor takes over from B-flat major, be-
cause there’s no such thing as minor.
That's one thing Deodato taught me. He
says, ‘There’s no such thing as minor,
everything is ascending.” And when he
said that, I said, ‘You're right!” And he
said. ‘I'm wbsolutely right.” And he is ab-
solutely right.”

What about a song like ‘““Too Hot”?
That’s a minor descending. *“You would
say that’s minor, but that’s major, that’s
‘My Funny Valentine." It's just an ancient
way of looking at it, a svstem that’s
taught in acoustical instruments. Yes,
the bass line is descending, but it’s as-
cending in terms of oval shape, in terms
of getting away from that gravitational
pull of relativity outside the earth’s at-
mosphere.”

But what about dissonance? In Bell's
three-chord scheme, there are no pass-
ing chords, no atonality. “See, we take
that out. That’s where I come inand take
out all that confusion. It doesn’t go there.
You can make dissonance, but we don’t
want that. Thdt s where we are, that’s

CLEARAS A BELL

e use it all. We have

everybody’s product,” notes

Bell of his Quiet Sound

studios. and that’s no exag-

geration. The master mixing
room has an AMEK Angela console
patched into an MCI JH-24 24-track deck.
Digital mixdown is done on a Sony DBV-
800 processor run into a U-matic %-inch
VCR, while analog mixing is handled by an
Ampex ATR-5000. Ampex 456 tape is “all
we use.” Main monitors are a brand new
pair of Ramsas and some Urei 809s, with
Yamaha NSI10s as mini-monitors. Power
amps are also by Ramsa.

Outboard gear includes AMS RMX-16
and DMX-1508S delay and reverb, Lexi-
con 224 reverb (with Larc) and PCM-70
multi-effects, Yamaha REV-7 reverbs,
SPX90 muiti-effects (which the IBMC
raves about) and a D-15 delay. There’s
also an Ashley graphic equalizer, a Korg
SDD-2000 used mainly to delay triggers
for punch-ins, and a whole bunch of Dyna-
mite compressor/limiters.

The former rec room basement studio
includes a Fostex B-16, Urei 8I3B
monitors, an ART 1A reverb, a Yamaha R-
1000 reverb, dbx NX40 noise reduction, a
Linn 9000, a Roland MKS-20 digital piano
and a set of DDR-30 drums, a Seymour
Duncan amp and two Neumann U-87 con-
denser mikes for recording both vocals
and samples. There’s also a batch of
Shure SM57s on hand. A Kamlet MIDI
switching box directs traffic.

Bell and the boys are probably most
loyal to the Yamaha DX series—they have
several DX7s, a DX5, a DX21, acouple of
TXi16s, and even a DXI1, which Bell de-
scribes as a dinosaur and now lives in the
writing room. Programmer Randy Web-
ber uses mainly DX-Pro software on an
Apple lle, although Passport Polywriter is
sometimes booted up.

The sampling room has two Emulator
Il + s and an E-max, with an SP-12 nearby
(“the E-mu stuff works better together.”)
A Soundcraft 200B mixer maintains order.
Next door is the main sequencing room,
with a Linn 9000, Roland MC-500 and
MSQ-700, and Yamaha QX1 in constant
use, patched through two Yamaha
RM2408 mixers. Monitors are Cerwin-
Vegas. The master keyboard is a Yamaha
KX88, and slave synths include two rack-
mount Roland Super Jupiters and more
MKS-20s and DDR-30s, an Ensonig
Multi-Sampler, a lowly Casio CZ101 and an
Oberheim Expander. Somewhere in there
was also a Yamaha RX11 drum machine.

Upstairs outboard gear includes a pack
of REV-7s, Roland SRV-2000 reverbs.
and more SPX90s and PCM-70s, all cho-
sen for their MIDI capabilities. Kamlet
and JL Cooper MIDI boxes switch and
split, while Garfield Dr. Clicks and a Mas-
terbeat (“it’s fantastic!”) sync every room
together.
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where we are deposited by life.”

This sounds a bit like medieval church
efforts to ban the so-called “devil’s inter-
val,” aflatted fifth. “Yeah, the dark stuff.
Right, we take that out. We want the
music to be clear as a bell.”

But given Bell’s jazz background, isn’t
he taking too much out? “Even in great
jazz, you take that out. [Coltrane’s]
‘Giant Steps’ is exactly what it says,
giant steps. [Hums if] | mean, these are
perfect intervals. It’s like scrolls of music
Trane left here—it’s perfect music.
Miles, and Wynton Kelly, the classical
jazz, the real clear ones, the ones you
still hear today, all the way down to Bee-
thoven. It’s all the same, all clear. The
rest of it is like organic, something that
1s still trying to evolve itself into the crys-
talization of what it is becoming. Ascend-
ing. So when we go through hit or miss,
the next time I won’t put that chord in
there. That’s why the song ‘Joanna’ is so
clear, because all that other stuff is gone,
it’s all the way down to the whole, and
the whole world, from babies to men to
old ladies say, ‘Yes, that’s i#!”

And yet like food, too much refine-
ment may actually be removing some
nutritive fibre out of Kool & the Gang’s
music. After all, a lot of the charm of
their early-70s funk was a kind of splen-
did murkiness. “I like that too,” Bell
smiles, “and that theme. A lot of people
missed that era of our music. But to go
back to that world would be going back-
wards, because we’ve done that already.”

To dispel lingering doubts about his
three-chord concept, Bell goes upstairs
and parks down at a DX7. It quickly be-
comes apparent that he’s not talking
about making every song “Louie
Louie”—by putting those three chords
against different bass lines, Bell evokes
a very sophisticated sense of tonality. He
then turns to a Linn 9000 and begins ex-
plaining his Microbar concept.

“The 9000 suffers from too much in-
formation—like the song says. You put in
too much information and it walks out the
door——you say, ‘Hey, where you going?’
What we’ve done is to reduce the
amount of information. Instead of twenty
bars, do two. First bar, second bar, that’s
enough.” Bell laughs delightedly. “Be-
cause it’s actually enomwgh! Take that,
copy, insert, merge. How many times?
How many times do you want it? Done.”

But how does Bell keep all these repe-
titions from becoming boring? “Once you
get it laid out like you want it, you refine
it, add to it, give it a little more flexibility,
so it doesn’t sound like a machine.”

I know, 1t sounds like a prescription

continued on page 80
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The release of “the dancing, hypnoti-
cally involving” (N.Y. Times) Sextet
and Six Marimbas marks Steve
Reich’s first compositions for percus:
sion ensemble since the classic Music
for 18 Musicians. Monesuch (79138)

photo credits: {clockwise: from left: Clive Barda, George Chirnsee, Carolyn Schultz)

NONESUCH RECORDS.

J O H

ZORN

On THE BIG GUNDOWN, “the Lower
East Side's reigning musical thinker"
(Vogue) reworks the music of Italian
film composer Ennio Morricone (7he
Good, The Bad and the Ugly, Once
Upon A Time in the West). “Like
Bernard Herrmann's work for Alfred
Hitchcock, Nino Rota’s for Fellini, or
John Barry’s for the James Bond mov-
tes, Morricone’s writing for Sergio
Leone marks one of the pre-eminent
composer-director collaborations...
Zorn's foxy, intrepid arrangements
latch onto the soundtracks only to
crack them open!’ (from the liner
notes) Nonesuch/lcan (79139)
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PLAYS
DUKE ELLINGTON

The first American recording from one
of the most acclaimed jazz ensembles
of the decade. They “breathe life into
the entire jazz saxophone tradition.’
(Robert Palmer, N.¥. Times)

Nonesuch (79137)

STANDING APART FROM THE SLAGHEAP OF GUTLESS CONFORMITY.”

© 1986 ElektrolAsylum/Noresuch Records, a Division of Warner Commun catrons | a

(Chicago Tribune, 1/16:83)



BARRY MARSDEN

TONY VISCONTI

| The Producer as Compulsive Consumer:
Bowie and Other Brit-Royalty

By Richard Buskin

“I'M ONE OF THOSE PEOPLE WHO JUST
prefers to buy things all of the time, rather than
rent them. I don’t mean to sound like Harry
Flash, but I'm just a sucker for a concept! If
someone sits down and sells me a concept, Il
just think I have to have one, how can [ live
without it?”

Some of the hardware that Tony Visconti—
studio owner, producer extraordinaire and bon
vivant—finds it difficult to

“I'm proud of the fact
that I’ve often been
the first one to take
the risk of buying a
piece of equipment |
that a lot of people
are now using.”
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|

| live without has gone on to

help him make sonic his-
tory, so don’t ask him to
join Compulsive Shoppers
Anonymous.

“I'm very proud of the
fact that I've often been
the first one to take the
risk of buying a piece of
equipment that a lot of
people are now using. [
was the second person in
Britain to buy a harmoniz-
er—the Eventide 910. It
was 1977, and David
Bowie phoned me up to
tell me he had this idea for
recording the album Low.
He told me it might be a
total disaster, because it
would be concerned with
‘minimal music.” He had
been having talks with
Brian Eno, messing around
with synthesizers and wanted one side of the
record to be instrumental. He asked me if [ was
interested and I said ‘Fine!”’

“[ introduced him to this little harmonizer
gadget that | had bought. He asked me ‘What
does it do?’ and I said, ‘Well, it messes with the
fabric of time!” That impressed him so much
that he said ‘I love it, bring it along!’ What I ac-
tually was referring to, of course, was the way
that it raises and lowers the pitch without rais-
ing and lowering the speed of the tape. In 1977
this was a bizarre concept. [ had already been
experimenting with the drop-off of pitch, when
you de-tune the harmonizer and feed some-
thing like a snaredrum into it and feed back, so
it sounds like a motorbike in reverse. That
sound is now as obvious as the nose on your
face, but when we first used it on Low in 1977
top producers were phoning me up for months
afterwards and asking how I got that sound.

“I've still got the Eventide 910, and it's so
popular that some people come here especially
to use it! Those early models were very incon-
sistent, but now with an AMS you can trigger
perfectly and get the same drop-off every time
you whack the snare. On those old harmonizers
you’d never know what each snare beat would
sound like, and if you just listen to the opening
three snare shots on ‘Sound And Vision’ you'll
see what [ mean!”

Tony Visconti was raised in New York, and
entered the music business playing with a band
called Mike Dee & the Dukes, making his first
recording at the age of fifteen. Towards the end
of the 60s, after working as an A&R man at
RCA, he traveled to England and joined Essex
Music as a producer, working with the likes of
Joe Cocker, Procol Harum and the Move, prior
to forming his own production company—
Good Earth Productions—in 1974. Realizing
that he could recoup much of the money spent
on recording by purchasing his own studio, he
acquired a 16-track establishment in West Lon-
don before buying Zodiac Studios in Soho, Cen-
tral London, in 1976, and changing the name to
Good Earth.

Over the years, while his native accent has
been flavored with a very subtle, but neverthe-
less noticeable, London slant, Tony Visconti
has worked with the likes of David Bowie, Paul
McCartney, U2, Thin Lizzy, Iggy Pop, T. Rex,
the Stranglers, Bonnie Tyler, the Moody Blues
and Dexy’s Midnight Runners, and he con-
tinues to stock Good Earth with new technol-
ogy that he feels may be beneficial to both his
clients and himself.

But gear salesmen, beware—Visconti won’t
buy everything. He prefers equipment that is
straightforward to operate, for although he isa
qualified engineer as well as a producer he is
not overly obsessed with complicated gadget-
ry, emphasizing that machinery is in his studio
to serve both his clients and himself rather than
be simply admired. “I'm an enthusiastic pro-
grammer, so | like the shortest period of time
between my idea and the realization of it. I
want that idea down on tape as soon as possible
after 've thought of it, and so if a machine is
going to take up an hour of my time to program,
forget it! Allin all I like machines that are fairly
immediate in their response and don’t tie your
fingers in knots in the process.”

Tony’s fave rave of the moment is the Publi-
son Infernal Machine 90, which boasts twenty-
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one seconds of stereo sampling as well
as a host of goodies. “With the Moody
Blues, who do these massive group-voc-
als, who use about twelve tracks for a
chorus and then feel oo exhausted to do
another chorus, [ sampled everything in
stereo into the Publison. I just love that
machine. It’s MIDI-addressable, you can
divide up the twenty-one seconds and
assign certain samples to certain parts of
the keyboard, it has digital delay, pitch-
change and about sixty usable reverb
programs. Between that, the Lexicon
and the Quantec, I have got about three
hundred rooms at my fingertips, so who
wants to get into programming?”

Visconti is no prisoner of his high-tech
toys, though, as evidenced by his jour-
ney a few months ago into the heart of
the English Sussex countryside in order
to lend his expertise to the latest album
by Paul McCartney, at the latter’s own
recording complex. He was required to
orchestrate and conduct on the ballad
track “Only Love Remains.” “It was
wonderful. It was really a bit like the
Magical Mystery Tour: A bus load of vio-
linists came down' to Sussex from Lon-
don, and in the morning while we were
rehearsing they wére being feasted on a
cold buffet in a local motel!

“On the backing there was Graham

And in left field...

GREETINGS FROM

TIMBU

featuring

“The Future's So Bright,
I Gotta Wear Shades”

IRS-5739

Wood on drums, Simon Chamberlain on
synthesizer, Eric Stewart on guitar, Paul
on piano and me conducting. When the
violinists arrived at about two-thirty, we
were fully rehearsed, and doing the live
take really was a wonderful, wonderful
experience. Paul was about six feet away
from me to my right, and he played and
sang every take perfectly. It's at times
like that you get to appreciate why Paul
McCartney is Paul McCartney! The guy
is a bloody genius! He does everything
not only correctly, he does it with soul,

so for all of the criticism that comes down
on his head you cannot deny that the man
is from start to finish a total professional,
more than these moody people who can
only sing when they’re inspired.”

Of course, not all great vocalists are
recorded the same way. Especially David
Bowie: “In one of the films that Bowie
did, his voice had to age during the
course of the picture. We wanted it to
pick up his voice live but not the voice of
the actress he was working with. So [
came up with this crazy idea of putting a
C-Ducer—a strip of tape with a built-in
microphone—around his neck, and he
wore a scarf over it. That then went
through my harmonizer, and we varied
the pitch so he could speak in his normal
tones and his voice would come out
higher or lower. At the same time it
wouldn’t pick up the actress’s voice. We
had certain problems, such as it picked
up his pulse so you could hear his
heartbeat, and also if he didn’t shave you
could hear a scratching sound from the
bristles as he turned his neck! But in the
end we overcame these hitches.”

This brought Visconti around to the
subject of microphones in general and
the little matter of sibilance, something
which obviously gives rise to the need
for different mikes for different types.
Tony, whose own collection includes
AKG, Beyer, Crown, Sanken and
Neumann, (of which two valve U47s
were featured in Let It Be), thinks that he
may have a simpler solution: “I find sibi-
lance is always a dental problem so if [
had my way rather than use a correct
mike I would have three months’ work
done on the person’s mouth!

“Everyone’s different: For some
reason, John Lodge of the Moody Blues
sounds literally brilliant on the Sanken
CU-41—my favorite mike—but Justin
Hayward doesn’t; his mike seems to be
the Neumann 87, there’s no other one
for him. Now he is very sibilant. Another
artist whom I worked with years ago—
Ralph McTell—has two front teeth that
always produce a whistle. There again
Bonnie Tyler has very low sibilance, so




you’ve got to peak her voice up. Elaine
Paige, on the other hand, [UK star of
Euvita and Cats, and recipient of three
platinum albums] is best suited to the
AKG 414, a beautiful, beautiful hi-fi
mike. I've got two of those, but I’d like
to own eight. I would mike up an entire
string section with those, for instance,
because they are so lean and represent
the high-end of a program beautifully.

“On toms, I'll use a Shure Unidyn,
whereas I'll combine the Shure with a
U87 condenser mike on guitar amps. You
go into any British studio and on average
you'll find more condenser mikes than
in any American studio—traditionally
American technique is to use dynamic
miking on rock sessions. I learned the
advantages of that the hard way by losing
many a good mike capsule when putting
Neumann 87s, for instance, on tom-
toms; they give out a glorious sound, but
hardly last a week as the sound pressure
is simply too much.

“My favorite snare mike is the Beyer
M160—a dual-ribbon mike—which
rarely lasts a session. But if your drum-
mer’s really hot and you know he’s going
to do it in a few takes, I will risk putting
my M160 on the snare drum, as by virtue
of being a dual-ribbon it’s beautifully rep-
resentative of both high and low frequen-
cies. There’s only one artist in the world

GOOD EARTH GEAR

isconti swears by his Solid State
Logic SL4048E 48-channel pri-
mary studio computer with total
recall. His main monitors are
Eastlakes (with JBL and Tad
components) driven by two Studer A68
power amplifiers. His small monitors are
Yamaha NS10Ms, Auratones and “Ear
Openers.” Tape machines consist of two
Otari MTR-90 24-tracks (synchronized
by a BTX Shadow); Otari MTR12 Y-inch
(30 or 15 ips or 7' ips); Studer A-80 Y2-
inch (30 or 15 ips); Studer A-80 Y4-inch
(30 or 15 ips or 7Y ips); Sony PCM F1
digital; and two Studer A710 decks.
The mass of outboard equipment in-
cludes a Publison Infernal Machine 90,
Lexicon 224XL, AMS 15-80s Stereo DDL
and harmonizer, Quantec room simulator,
EMT 140 echo plate, EMT Gold Foil
(240) echo plate, Delta Lab DL2 DDL &
DL1 DDL, Eventide “Instant Flanger,”
MXR autoflangers and autophasers, two
Drawmer dual noise gates, two Urei 1176
compressor/limiters, Audio and Design
“vocal stresser,” Audio and Design stereo
limiter, two Allison Gain Brains (NK1),
two Allison Kepexes (MK1), “Scamp”
rack with expander/gates, Orban 3 chan-
nel de-esser, Trident and Audio Design
equalizers, and a Bokse SU-8 Universal
Synchronizer.

who suits that mike as a vocal mike, and
that’s Bowie. He always complained to
me that his voice was too thin, which
most singers do anyway; most people,
especially men with a big frame, use
their cavities as resonators, and hear
themselves as a ponderously god-like
figure with a really boomy voice. until
they hear their playback and think they
sound like a wimp! That’s everyone’s ex-
perience, but Bowie actually wanted me
to do something about that. He’s also got
a terrible, terrible sibilance, another
dental problem, and as the M160 is not
as responsive to high frequencies as it is
to lows it is a lot kinder to it. He sounds

ECM 1327

829 466
PAUL BLEY
Fragments

Fragments finds Paul Bleyin
a unique and stimulating mu-
sical context—with Bill Frisell,
John Surman and Paul Mo-
tian—yet the music retains the
approach to improvisation
and space that has long been
associated with his work.
Produced by Manfred Eicher.

ECM 1326
829 563

clear and warm with it, and [ used that
microphone throughout the Young
Americans sessions of which about
ninety percent were done live.

“He insisted on being in the room with
the musicians playing flat out. so we had
a special setup there which consisted of
an M160 right on his mouth together
with a whacky idea—which worked—of
having another M160 about eight inches
below. He was told purposely to just sing
into the top one, and although both the
bottom and the top ones were picking up
the band, they were directly out of
phase. That was the trick. The band was

continued on page 92

JON HASSELL
Power Spot

Acclaimed for his highly influ-
ential musical conception,
Jon Hassell's ECM debut,
Power Spot, pulsates in a
primal yet contemporary
manner. Produced and engi-
neered by Brian Eno/Daniel
Lanois.

ECM 1320
829 280

LESTER BOWIE'S
BRASS FANTASY
Avant Pop

Avant Pop is a fresh, upbeat
recording featuring Lester
Bowie’s characteristic wit
alomg with Brass Fantasy's
diverse material. Produced
by Manfred Eicher.

Available on Compact Disc,
LP and Cassette

Now on Compact Disc for the first time:
Pat Metheny Group TRAVELS

Keith Jarrett STANDARDS LIVE
Keith Jarrett STANDARDS VOL. |
Marc Johnson BASS DESIRES
Oregon CROSSING

Pat Metheny
Pat Metheny

NEW CHAUTAUQUA
REJOICING

John Abercrombie CURRENT EVENTS

ECM Now Distributed by PolyGram Classics
810 Seventh Avenue, New York, NY 10019

1986 ECM PolyGram Classcs
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MICK JONES
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By J.D. Considine

ON THE WHOLE, FOREIGNER’S MICK
Jones looks more like a manager than a rock
guitarist. Perhaps it’s the way he dresses, for
his taste in clothes is casually expensive, run-
ning to open-necked silk shirts and loose, robe-
like jackets; on the other hand, it might be his
physical appearance, which tends toward well-
tanned corpulence instead of the wraith-like
pallor of most rock guitarists.

cer as Strongman: Fore
Halen, Bad Company
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Or maybe it’s just his manner, that combina-
tion of quiet confidence and expensive elocu-
tion that doesn’t seem to jibe with Marshall
stacks and ear-splitting power chords. Forget
the “Jukebox Hero” routine—Mick Jones
comes across as a take-charge kind of guy. the
sort of strongman you wouldn’t want to have to
negotiate against.

Which, perhaps, explains why Jones is be-
ginning to move into production. Mind you,
he’s not exactly a stranger to the field, having
shared production credits on each of
Foreigner’s five albums. Lately, he’s begun to
seek work elsewhere, and hasn’t done badly
for a beginner. His first production credit came
with Van Halen’s 5150, a quiet little project that
shot straight up the charts, while his second
project was overseeing a revamped Bad Com-
pany for the album Fame And Fortune.

Not a bad start, is it?

Jones unleashed a satisfied chuckle before
pointing out that there are indeed disadvan-
tages to starting out at the top. “I'd certainly
be spoiled working with anybody else in the
near future,” he confessed. “I got a lot of satis-

cn
®

faction out of feeling our relationship begin to
make sense, getting to know Eddie and Sammy
and everyone. For part of the time, I started to
feel I was in the band. It was a great feeling.”

He paused for a moment, then added with a
smile, “But it was nice, once I got finished with
the album, to know that [ didn’t have to go on
the road.”

Considering that Jones had just gotten off a
grueling tour with Foreigner when he arrived
at 5150, Edward Van Halen’s backyard studio,
it’s not hard to understand his relief. In fact, as
he explained it, finishing the Foreigner tour
was part of what delayed the Van Halen album.

“I was still on tour at the time, and they were
in a hurry to get started, so a certain amount of
it was under way when | joined the project.”
How did the pairing come about in the first
place? “We bumped into each other last sum-
mer, just vaguely had a chat. Sammy and Eddie
came to a party [Foreigner] had after the Gar-
den show that we did last year, and, just barely
above the noise, said, ‘Yeah, we gotta get to-
gether.’ I didn’t know what we were going to
talk about particularly at that point.

“A couple of months later, I sort of heard that
interest had been shown in me perhaps work-
ing with them. | was on tour, and they asked
me to come out and listen to some stuff. They
played two tracks, maybe three, and [ just sat
there, blown away. It sounded like it could be
pretty good, that it might really work.”

Still, Jones admitted that he doesn’t think
either side “knew why we wanted to work to-
gether, exactly. It’s just that we thought some-
thing good would come out of the collaboration.
Just helping to achieve the album was the main
thing I did, just helping them to do it, and learn-
ing myself what it is like to be involved in some-
body else’s world.”

The first part of that meant coming to terms
with 5150 itself. Unlike most modern studios,
which try to take every technological advan-
tage possible, Van Halen’s workplace is essen-
tially a demo studio run amok. As Jones de-
scribed the place, only Donn Landee under-
stood the electronics well enough to keep
things working, and that made cooperation es-
sential.

“Just through experimenting on different
tracks, Donn and I found that we developed a
sort of relationship,” Jones said. “In the mixing
stage especially, we exchanged ideas about
sound and that sort of thing that he, having
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Carlos Santana—

“The Paul Reed Smith has a
fremendous edge to it. . .it's a
fast, ballsy, powerful
instrument. . .it's like @
Maserati.”

Al DiMeola~—

“In my opinion, Paul Reed
Smith has created the
ultimate solid-body electric
guitar.”

Howard Leese—
“My Paul Reed Smith is
priceless to me, nothing else is

even close. It is the first guitar
I've played that has a perfect

vibrato system. .
stays in tune.”

.it always

SEND $2. FOR FULL COLOR BROCHURE

GET INVISIBLE
AND BE SEEN.

MODEL KB3
24" Tnple Tier
Keyboard Stand
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Streamline your stage
presence with our NEW
Triple Tier Stand! Enjoy

stiff, vibration-free sup-

port from Invisible’s
patented lightweight
steel tension system.
The stand sets up in seconds

and is compatible with Invisible’s

complete line of accessories.
Send for a free catalog and see

[INVISHELE

Invisible Modular Stand Systents
P.O. Box 341, Accord, MA 02018-0341
617-871-4787

been working with the same producer
for several years, hadn’t thought of. I
don't think of myself as a sound
specialist; [ like to discover things, play
it by ear. So it's just suggestions of
things, some things I'd tried before,
some things I'd never tried before. And
some things he hadn’t tried.

“One of the refreshing things about
the Van Halen album was the basic equip-
ment we used,” he added. “Like the
1969 Urei board, which I'd never seen
before. The un-sophistication of the
whole project was refreshing.”

Technology, it seems, is not one of
Jones’ strong suits. “I like to keep aware
of certain things, at least keep abreast of
things,” he said. “But [ haven’t really
found myself in need of very much of it,
and when I've used it, I've felt that there
are still ways to achieve your goals with
a limited amount of equipment, as op-
posed to having a tremendous amount at
your disposal, and getting drowned out
by the technology of the whole thing.”

Consider, for example, his approach
to vocals. After hearing me tell of a friend
who’d spent hours with a top-line Lexi-
con one day trying to duplicate the vocal
sound of Foreigner’s 4, Jones assumed
his cat-who-ate-the-canary grin. “I can’t
remember what I did,” he said, trying to
look innocent but ultimately breaking
into a laugh.

“No,” he said, calming down, “to dis-
pel any myths about that, I've been very
fortunate to work with some great en-
gineers. I know what I want to hear; I
don’t always know how to get it.

“It’s a question of trial and error very
often, but I like usually to try to use the
most acoustical type of effects. In other
words, you very rarely hear any of Lou’s
[Gramm] vocals coming directly through
any kind of effect. I like to get it with a
tape delay—a proper tape delay—and
then alter that in certain ways, usually by
doubling the vocals, or by eq. Almost
never through an effect, through a Prime
Time or a Lexicon. I like to use those
things to enhance the general, overall

continued on page 82

FOREIGN PARTS

ick’s favorite outboard gear in-
cludes a Lexicon 224 XL,
Quantec room simulator, Lexi-
con 200, Publison Infernal 90,
AMS digital delay and reverb,
Lexicon Prime Time, Yamaha REV 7,
SPX-90, and Roland Dimension D. He's
interested in the SynthAxe, plays the
Synclavier occasionally, has a pre-produc-
tion studio built around the Akai MG1212
mixer/recorder.
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Introducing a touch-sensitive system
that’s not out of reach. It has 64 RAM memories

You haven't gotten this far in your
career by making compromises.
That's the whole idea behind Casio's
new line of professional products—
uncompromising performance.

It's also why we created a whole
new division to help you get the
most out of it.

And there’s a lot to get. Our
CZ-1($1,399) is a full-size, 61-key
synthesizer with programmable touch
sensitivity. Initial touch, or velocity,
can be programmed to control
pitch, imbre and volume; while after
touch can be adjusted to control
modulation depth and volume.

which are loaded at the factory with
a powerful assortment of PD
sounds, or can hold the same num-
ber of sounds of your own creation.
(You can still recall any of the factory
presets at the touch of a button—
even if you have written over them)
Our optional RA-6 cartridge
($89.95) can immediately access
another 64 sounds, for a total of 192
sounds in alll

In addition, the CZ-1 has a
new Operation Memory, which holds
64 key-splits, tone mixes and other
combinations for instant recall in the
heat of performing. The key-splits

and tone mixes themselves now have
added features to give you more
flexibility, such as separate stereo
outputs, independent detuning and
octave shifts.

Of course the CZ-1's MIDI
is advanced to the max—an 8-note
polyphonic, mdulti-timbral system,
which allows you to assign the 8
voices in any combination over the
16 channels of MIDI for all your
sequencing needs.

And so you can easily keep
track of all your sounds, the CZ-1 lets
you name them yourself and shows
you which ones you're using on its
bright, back-lit alpha-numeric display.

Strapping on our AZ-1 ($549)
41-key, full-size MIDI keyboard con-




troller is an easy way of adding mobil-
ity to your abilities. It's battery powered,
louch-sensitive and will support all
128 program changes, even over
two MIDI channels. The AZ-1 can be
used to control any function of any
MIDI instrument on the market by the
use of ten controllers, five of which
are user-definable. This allows you to
customize its performance to match
your set-up, no matter how your
gear changes.

Adding drums to your system
S as easy as plugging in our RZ-1
($649) sampling drum machine. It
comes with 12 PCM presets, each
with its own line output and volume
slider, for ease of mixing.

When you want to add your
own sounds, you can record up to
four different samples at a 20 kHz
sampling rate, with a .8 sec total
sampling time. And to make your
search for just the nght sample eas-
ier, it comes with an audio tape of
91 drum and percussion sounds.

The RZ-1 has a 100 pattern/
20 song memory and is one of the
only drum machines on the market
whose memory can accept dynam-
ics from a MIDI keyboard or drum
pad. Other featuras include real or
step-time recording, auto-correction
up to Yes of a beat, and tape or
MIDI storage of your pattern or
sample data.

Whatever system you're using,
our TB-1($89.95) MIDI switching
thru box, will keep it neatly wired with
two inputs and 8 switchable thru ports.

Even if price were no object,
our new professonal line would be
atough act to improve on. As it
happens, though, it's the first touch-
sensitive system that's not out of
reach.

If performing is your life, you
owe it to yourself and your audience
to check out our performance. It's
definitely noteworthy.

CASIO

Where miracles never cease

Casio, Inc. Professional Musical Products Division: 15 Gardner Road, Fairfielc, N.J. 07006 New Jersey (201) 882:1493, Los Angeles (213) 803-3411




HOME DIGITAL!

Affordable New Encoders Which Turn VCRs into

Digital Mastering Decks
By Freff

EVENIN LATE 1986, THERE ISSTILL THE
very real possibility that you've never heard of
the Sony PCM-501ES, or such brothers-in-cir-
cuitry as the JVC VP-100 and the Sansui PC-
X11. Digital audio processors, while not a se-
cret, have not exactly been shouted about from
the rooftops, either. But they deserve to be.
And as a convert of nearly a year’s standing ['ll
do anything in my power to make certain every
one of you gets a shot at joining me in this brave
new (and eminently affordable) world of audio
thrills.
The key word in “digital audio processor” is

“digital.” As in digital recording, digital synthe-

salesman telling me that this was no fluke, but
a Sign of Changing Times: in response to audi-
ence demand Sony had shipped a year’s supply
into the States.

Year’s supply? Hah! They deserve to sell out
in amonth, They very well may. So my best ad-
vice to all you home-recordists and demon
demo-makers is that you get out there and get
one. Now. (You can read the rest of this article
on the way.)

Caveat: There are a few tradeoffs.

In basic terms, here’s how the deal works.
You buy a digital audio processor, pair it with a
decent VCR (or two, for digital copies and the

The potentSony PCM-
501ES: You mean for
$750 you can turn a
decent videocassette
deck into a Compact-
Disk-quality mix
down machine? Yes!

68

sizers, digital compact discs. . .all slightly differ-
ent but related technologies based around the
concept that—if you do it fast enough—even
extraordinarily complicated sounds can be ac-
curately represented by a simple pattern of 0’s
and 1’s. Furthermore, you can do so without
99% of the problems that bedevil analog sound
recording and reproduction, like wow, flutter,
rumble, tape hiss, channel cross-talk, pre-
echo, low dynamic and frequency ranges, gen-
eration loss...Sound good? Well, yes, that’s
precisely the point. Digital does. As anyone
who has listened to a well-engineered compact
disc on a halfway decent stereo knows.

First punchline: Would you like your master
mixes to be CD-quality? Or do sound-on-sound
dubs without grinding earlier tracks into the
sonic dirt? That’s what the combination of a
digital audio processor and a decent VCR can
do for you.

Second punchline: getting there will cost you
less than a DX7. Even a DX7 on sale.

The nicest thing these eyes have beheld in
recent times was when | walked into Manhat-
tan's Martin Audio/Video and saw a Sony
PCM-501ES digital audio processor inside the
sales case. The nicest thing I've heard was a

sound-on-sound game), and plug the processor
into your system in place of the two-track or
cassette deck you would typically use for mix-
down. During recording, the audio signal you
send to the processor is automatically filtered
to remove frequencies greater than half the
unit’s sampling rate (which prevents aliasing
noise), sampled many thousands of times a
second (which turns the analog signal into 0’s
and 1’s), analyzed and error-coded and shuffled
seventeen ways from last Sunday (which turns
it into a clever imitation of a standard NTSC
video signal), and then sent to the VCR to be
recorded onto videotape. That's a critical
point, and worth remembering. With a digital
audio processor the sound is recorded on the
tape’s single wide video track, nof the two nar-
row audio tracks—as far as the VCR is con-
cerned, you're just sending it another TV pro-
gram. On playback the process is reversed:
Circuitry in the processor reshuffles the 0’s
and 1’s to make up for the time-slicing and
time-compression that was necessary to get
them onto videotape in the first place, corrects
for errors and tape dropouts, and converts the
digital data into analog audio, splitting the signal
back into left and right channels and filtering to
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remove any digital artifacts (such as false
harmonics and noise) that may have been
accumulated in processing.

The result is great sound, with a
dynamic range like nothing you have
ever heard in your own studio, and the
capacity to make direct digital-to-digital
transfers with zero generation loss. In-
struments that can be recorded direct lit-
erally couldn’t sound any better, not
even in the best recording studio in the
world. And instruments that have to be
miked...well, best use quality micro-
phones and brush up on your placement
theory, because a digital audio processor

is going to hand everything back to you,
including the stuff you do wrong. My
studio is a one-room affair. Since getting
the Sony PCM-501ES my life has be-
come a quest to obliterate every creak,
squeak, rattle, pop and sympathetic vi-
braion in the place. Do you want to know
what my noise floor is now, for micro-
phone tracks? The transformer hum from
the dbx 180 noise reduction units. It’s so
quiet a sound that a whisper will obscure
it; but crank up the playback from a
PCM-501ES and there it is. I find myself
in the position of having to design an
acoustic baffle for my noise-reduction

% and accessofees are easy to
10 g the stand your brand |

70"

Prot firtings adjust to any angle  even o
§ Your back 1 against the wall
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gear. Is that ironic, or what?

That incredible clarity is tradeoff #1.
If anything in your audio chain is below
par, be it a synth with some high-fre-
quency distortion or a grainy DDL or an
echo bus on your mixing board with
crunched headroom, you are going to
hear it. And, eventually, be irritated by
it. (I speak from expenience.) A corollary
is that mediocnty can be as irksome as
outright badness. More than one synth
voicing or sample that sounded fine when
obscured by a slight mist of tape hiss has
been revealed for the lifeless clunker
that it was, especially when placed side-
by-side with the timbral complexity of a
digitally-recorded acoustic instrument.

Both these problems can be solved
with some thought, sweat, imagination
(for improving sounds), and money (for
hardware replacement or modification).
But you’re just going to have to live, at
least for a time, with the tradeoffs that
result from using videotape for a record-
ing medium.

First, there’s the matter of dropouts.
Digital audio processors are deliberately
designed to handle a lot of data errors
and missing information without hiccup-
ing—the current generation of the tech-
nology is particularly good at this—but
there are limits. When those limits are
exceeded you don’t get steady, hissy,
analog-type noise: you get sudden, ab-
rupt, unmistakable glartches, and a more
unpleasant sound is difficult to imagine.
Commonest cause of the glartches?
Tape dropout, i.e., flaking of the wvid-
eotape caused by friction between tape
and the VCR’s rotating head. (That stuff
is moving at a rate equivalent to 18 feet
per second, which makes the average 15
ips tape deck seem a little tame.) To fight
the glartches, do any or all of the follow-
ing: Buy the highest-quality videotape
you can, buy the highest-quality VCR
you can (in terms of tape transport), run
the VCR at its highest speed, tweak the
tracking optimization control on the dig-
ital audio processor, and—if your pro-
cessor offers you the choice—record
using the 14-bit mode.

Tradeoff #2 is that there is no such
thing, in this setup, as a separate
monitor head. Recording becomes a
two-step process: You do a take, then
you listen to it. If a dropout happened to
occur you'll just have to grit your teeth
and try again. (Or maybe not. Some-
times you'll hear a glartch because of a
dropout during playback, as opposed to
one that happened during recording. In
my experience those don’t necessanily
repeat; apparently because tape in the

continued on page 92




MIDIVERB .. as in Midi Controlled Reverberation.
Dighal Reverb ... The Real Thing. ]
63 preset progrars that cover the spectrum of recording and
performance reverb effects. From 2 seconds to 20 seconds,
smooth and lush.
Reverse Reverb and Gated Reverb.
Biight programs (10KHz response)
lo dark and deep boltormed programs. Small rooms to enormous
aircraft hangars. Controlled by the front panel or through MIDI patch
change adala. Stereo in, full stereo out .. . wide and spacious. Dry-
reverb mixing for stand alone operation or with the sends and receives
of a console. Perfect for multiple reverb setups and small home
studhos ... You can finally cons:der owning more than one digital
reverb . .. because the best part is the price .. .
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SOFTWARE CITY

New Mac Sequencers from Opcode and Mark

of the Unicorn
By David Barnett

THE WORLD OF MIDI, ESPECIALLY MIDI
computer software, has grown incredibly over.
the last few years. There was a time when it
was a challenge to find a product that did what
you needed to get done. Happily those days
have passed, and today’s music world is
flooded with more and more gizmos that seem
to do more than we ever could have imagined
in the first place! The challenge is no longer to
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find anything that works, but to find the thing
(synth, computer, software, etc.) that does
what you want to do the way you want todoit.
Two pieces of MIDI software for the Apple
Macintosh computer, Performer from Mark of

MIDIMAC sequencer. the Unicorn and the MidiMac Sequencer from
& File Edit Record Keyboard MIDI Options Help &>
KEYBO ARD SPEED NOTES I
Normal ‘J =120 | 5244 Idie

Tutorial Music

E[(J===—== Seq H: Solo

SEQUENCES : (type letter to play)
A Intro

8 Glissando

C9 chord D D9 chord
Verse F Chorus
G “The Song” H Selo
Z End
EMPTY SEQUENCES :

J K L MNOPO QRS STU

SYNC |o INIT TEMPO BAR Sequence Loop
Speed 4 Beats orf

RecMuteSolo MIDi

Loop Bars

111 Verse of: 2 :] Channel 1
2| Solo o] B Channel 1
3k (ernpty)

4 (empt

Sequence H, Track 3

START EDIT COUNTER PUNCH OUT Seq B: Glissando
at{Unit | Bar PBeatl Bar at|Unit B 00P ORDER RHYTHM DURATION
110 1 1 S 1(0 off Alternate Even Percent
Set ) [Units/Beat | ( Set ) (Clear Jilil SYNC |0 NIT TEMPO = -
96 Speed
[ 1 } == — 1 68-97 %
5 M b |
( ewind ) ( Play )( F_F )( Check ) Chanmel 1 J = ——

Step
Record

=)

=)

<Tab> <comma>

<Return>

72

Opcode, are good examples of similar though
contrasting products. Both are strong pack-
ages, yet they handle music in two distinct
ways. One keeps the music in a linear format.
One file, one composition. The other can store
independent music segments in one file, to be
assembled or re-ordered at will. It is up to the
user to determine which works the best.

Performer

Performer is a full-featured MIDI recorder,
with extensive access to the MIDI data, both
through a wide variety of filtering functions and
through the raw data itself. The operation of
the program is patterned after the operation of
an actual tape recorder. The primary controls
are laid out in areas on the screen, called “win-
dows” in Mac parlance. One window encloses
the tape controls, with on-screen buttons for
Play, Record, Rewind, etc. Another acts as a
glorified “tape counter,” used both for keeping
track of where you are at any moment, but also
for setting a time “region” for edit and filter
functions. Another is the Metronome, another
a Track Sheet. All very recognizable.

The tape recorder analogy holds when you
start recording your music. You hit Record and
start playing. The tape keeps running until you
hit Stop. Your piece is kept in one long song file,
an electronic piece of Ampex 456. The only
way to edit the structure of the piece is to get
out your electronic razor blade, and get into a
splicing state of mind.

Using the counter, you establish a start and
end point for your splice, cut the section, and
paste it back in somewhere. There are a few
choices you have to make when planning this
procedure. If the segment is supposed to pre-
cisely replace another section of the piece,
then just define the start point and paste away.
The original music will be gone. If you want to
overlay, or overdub, the segment on other
music, then use the Merge command. If the
segment is to be inserted into the piece without
losing any music, you must first slide all the
music after the insert point through time to
leave enough blank “tape” to insert your splice
on. If you want to hear an alternate arrange-
ment of your composition, then you have to go
through the entire procedure again.

The linear design of Performer is fine for
people who know how their piece will sound
from beginning to end. If, on the other hand,
you enjoy rearranging your music and hearing
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This little mike gives your talent a big hand.
Because it insures that your vocal sound comes
through intact. The carefuily-tailored response
curve anticipates typical sound systems and
hall acoustics With an ATM5R the audience
hears more YOU and less microphone.

With its advanced cardioid construction, the
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you, so that you can concentrate on your
performance.
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variation after variation, then a modular
sequencer would be your choice.

MidiMac Sequencer

Opcode has designed their sequencer
program to be extremely flexible about
combining segments of music. A single
file can actually contain twenty-six sepa-
rate segments, which can either be a
complete piece, or building blocks of a
larger composition.

Each segment, or sequence, is a to-
tally distinct unit to start. Each sequence
is assigned a letter name, A to Z, hence
the 26-sequence limit. To record music

in a sequence, tape recorder-type sc-
reen buttons control the action. Each se-
quence is made up of tracks assigned to
a MIDI channel. It is possible to merge
tracks into one Multi-MIDI track which
can play out over multiple MIDI chan-
nels.

Once a sequence is entered, then the
fun begins. The easiest way to play a se-
quence is to simply hit the sequence’s as-
signed letter on the computer keyboard.
It will immediately start playing, and if
any of its component tracks have loops
assigned, they will loop continually. This
is a great way to try out different ar-
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OP-4001

MIDI interface for PCs and compatibles, with expanded sync features

PATCH MASTER

network orgamzer and universal patch libranian

SEQUENCER PLUS

65-track total MIDI recorder/editor/arranger

CONVERSION PLUS

SEQUENCER PLUS/PERSONAL COMPOSER songfile converter

For complete literature, technical specs, or the name of the dealer nearest you
contact Voyetra Technologies, Dept. E, 426 Mt. Pleasant Avenue,
Mamaroneck NY 10543, or call (914) 698-3377.

426 Mt. Pleasant Avenue, Mamaroneck, NY 10543
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rangements of a tune. Assign the verse
to sequence “A,” the bridge to “B,” and
so on. Then you can trigger the se-
quences in any order by hitting their let-
ter keys. In addition, you can use your
synth keyboard to trigger sequences
with transpositions. When a sequence is
playing, hitting the “D” above middle
“C” will start the sequence a whole step
up from where it was recorded. Once
you have an arrangement that pleases
you, then you can assemble it in a “con-
ductor” sequence. This conductor se-
quence contains no music data at all, only
sequence calls. If you want a new ar-
rangement, just construct a new conduc-
tor sequence. Each can be saved as one
of the 26 sequences in a song file. [Sea-
soned C-64 users will note this system first
appeared on Dr. T’s Keyboard Controlled
Sequencer.]

All Things to All People?
There are many other features that Per-
former and Sequencer share, including
step time entry and various sync op-
tions. They also both have the ability to
export information to notation software
for high-quality printout of the music. Of
course they both have features the other
lacks. For instance, Performer can be
told to quantize a 5- against 7-tuplet, or
any other tuplet for that matter. It also
has excellent filter functions, such as
copying only the bottom note of a piano
part to construct a separate bass track
with. Opcode’s Sequencer has a “‘gener-
ated” sequence mode which acts as a
super-charged arpeggiator. With care it
can generate some stunning effects. Re-
directing MIDI output can be done with
a few global commands, saving the
changing of MIDI output assignments in
every track of each sequence.

Given all that, the final decision on
which to use will probably depend on
how you record your music. If you have
the entire piece composed in your head,
ready to be played straight through top
to bottom, then Performer, with its abil-
ity to fine-tune individual performance
parameters, is the obvious choice. On
the other hand, if you think of a studio as
a workshop, the MidiMac Sequencer will
give you the power to repeatedly tear
down and rebuild your music on the con-
ceptual level, while modestly insulating
you from those annoying bits and bytes
of the MIDI code.

In conclusion, when you are ready to
put out your hard-earned cash for a
music program, first carefully analyze
what you plan to do with it, and find the
software which most closely matches
your style of working. W
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Synthesizer

B8-voice polyphonic and polytimbral
32 synthesized and sampled
waveforms

40 internal. 80 cartridge programs
B80-character lighted display

Each voice features:

3 digital oscillators

3 multi-waveform LFQ's

If you're interested in a high-performance synth, it’s time to test drive an Ensoniq 4-pole analog filters
ESQ-1 Digital Wave Synthesizer. It puts 120 sounds at yvour fingertips as fast as you 15 routable modulation sources
can switch it on and plug in a cartridge. Dut that's only the beginning. 4 complex envelope generators
In addition to standard synthesizer waveforms, the ESQ-1 features complex multi-
sampled waves for a total of 32 waveforms on board. Each of the ESQ-1's 8 voices Sequencer
uses 3 digital oscillators with the ability to assign a different waveform to each

A 5 .7 h . 8 polyphonic tracks
oscillator. That’s thousands of distinet sonic possibilities. Auto-correct, auto-locate. step edit
The ESQ-1 is simple to program because 't lets you see what’s really going on inside. Internal storage— 2400 notes

Its 80-character lighted display shows ten programs or parameters simultaneously. Expandable to 10.000 notes

So vou'll spend less time writing down numbers and more time laying down musie.

A built-in 8-track polyphonie sequencer makes the ESQ-! an ideal MIDI studio. MID!

Each track ean play internal voices, external MIDI instruments, or a combination of Poly. omni, mulfl and mano modes
both. And each track ean be assigned a separate program and MIDI channel. Like MIDI Overflow Mode for slaviag unils
any good studio, the ESQ-1 can auto-correct timing, auto-locate passages and balance 8 simultaneous polyphonic channels

MIDI remote programming

individual tracks during mixdown. 1
R . . MIDI guitar controller compatible
You can build songs made up of 30 different sequences and store them internally,

externally on tape or on 3.5” diskettes using the Mirage Sampling Kevboard or

Multi-Sampler.

If controlling other MIDI instruments is on yeur list of priorities, the ESQ-1 puts yvou
in the driver’s seat. It supports poly, omni and mono modes along with Ensoniq’s
multi 2nd overflow modes that extend the MIDI capakility of the ESQ-1 far bevond
ordinarv synths. You won’t ever have to lcave the comfort of its 61-note weighted,
velocity sensitive keyboard to play any MIDI instrument in your setup.

Comparable high performance digital waveform synthesizers and MIDI sequencers
can easily exceed the legal limits oif your eash on hand. But the good news is that the
ESQ-1 comes from Ensoniq—at a sane price of just $1395. For a glimpse of
techno'ogy that’s earned the name “advanced”. put an ESQ-1 through its paces at
your authorized Ensoniq dealer foday.

Althaugh you should always lasten your seat belt when p'aying the ESQ-1, you don t have to wear a helmet or obey the 55mph
speed limit. ESQ-1 and Mirage are trademarks of ENSONIQ Corg.

ensonial

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




“Thunderbolt”: the
beefy bass section
of Electro-Voice’s
Manifold Technology
reinforcement
system, the MT-4
(below) “Venus”:
the N/D dynamic
mike series
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DEVELOPMENTS

The Latest Word from the Ongoing World of
Studio and Reinforcement Technology

By Jock Baird

THE WORLD MAY NOT NEED AN IM-
proved dynamic microphone or a new rein-
forcement system, but in an industry which
puts such a heavy premium on technological in-
novation, these can be important indicators of
a company’s health and welfare. Thus did Elec-
tro-Voice under president Robert Pabst em-
bark on two top-secret projects with code
names right out of lan Fleming: “Thunderbolt”
and “Venus.”

Thunderbolt involved the age-old problem of
getting more concert
sound out of less cabinet
space. Obviously an are-
na reinforcement situa-
tion needs more than one
set of drivers on each
side, but could multiple
drivers share the same
cabinet without a big
frontal area? Wouldn't
that create all kinds of
horrendous phase can-
cellations and frequency
gridlocks? Thunderbolt’s
head engineer David
Carlson elected to use
something he called mani-
fold technology, which is
essentially the same thing
as your car’s intake and
exhaust system: One big pipe carries gas and
air to several cylinders for combustion, then
several more pipes carry away the fumes link-
ing up to form one exhaust pipe.

Here the idea was to gang up multiple driv-
ers and have them share the same exit, still
creating the same sound pressure levels, as if
each driver were pointing the same way, but
taking advantage of a tighter pattern control.
The E-V engineers came up with a four-way
system, with all four frequency divisions using
four drivers—hoo boy, thirty two drivers in
two 3-foot x 6-foot stacks. Last March, they
brought the system to the AES show at Mon-
treux and cranked it to 130 decibels with no au-
dible distortion, causing something of a sensa-
tion. Carlson also claims the bass cabinet is ac-
tually more efficient at the bottom end than a
folded horn design. Now named the MT-4, the
system will hold court again at the Los Angeles
AES show in November, joined by “Venus.”

Venus was code for the next generation of
dynamic microphones for Electro-Voice, who
have hitherto put their research muscle into

condenser mikes. Venus project head Al Wat-
son felt it was time to look at more powerful
magnet matenials, and fell upon the rare earth
element neodymium, which despite across-
the-board magnetic advantages, was not com-
mercially available. In fact, they were unable to
even get a piece of the alloy they came up with
for months, causing them to build more exten-
sive computer models and holographic analysis
than most product designers. The more pow-
erful magnet material, dubbed N/DYM, fa-
vored all kinds of interesting changes, espe-
cially the use of a larger voice coil and dia-
phragm. That gave noticeable improvements
in sensitivity, signal-to-noise ratio, high-end
and transient response, with less feedback and
distortion.

The Venus team also had to redesign the
geometry of the magnet and case, since the
magnet itself was considerably smaller. While
they were at it, they went ahead and renovated
the shock mount system (even the handle) and
tossed in some pre-entrance acoustic equaliz-
ers. The resulting N'D Series will probably find
its core use in concert reinforcement, but
there’ll be plenty of studio advantages too. The
top-of-the-line N'D757 costs about a hundred
bucks less than its model number, with 457,
357 and 257 models. Then there are the N/
D408 and 308, which are mounted on a yoke for
tighter instrument miking. It's more than pos-
sible that E-V’s N'DYN alloy will find other ap-
plications in the audio industry, and that’s the
kind of market leadership that makes the big
price tags for research offensives like these
worth it.

This month’s next new
technology entry is not
brand-new—the Axxess
MIDI Mapper first ap-
peared about six months
ago—but a new revision
has just appeared that of-
fers a good excuse to talk
about it. Why would you
need a mapper, espe-
cially a $900 one? What
does it do, exactly?
Pretty much everything Otari goes

you ever wanted a MIDI digital: the 32-track

system to do. For in- DTR-900
stance, it will split and
layer your keyboard,
sending different zones
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When it comes to sound, some
people get a little funny about the
pomnt blank truth, in that they don't
want to hear it

They've come to expect that low
end bump around 200 Hz because
it makes the kick drum punchier, or
they like the phase irregularities of
the typical tweeter because the
highs are all tstst.

At Fostex, we believe that truth is
stronger than ficton. That's why we
made the RM-Series. Point Source.
Phase Coherent. Near Field.

They are reference monitors. They
tell you exactly what you have and
let you hear precisely what you're
doing. Period. With neither
apologies nor pamperings. Just the
point blank truth.

What's more, when you mix with
RM-765s or 780s, tape playback re-
mains relatively the same from
studio mains, © home stereo to car.

How many times have you heard
just the right sound on a mix, only
to find a completely different sound
when you hear the tape on other
MONItors?

When you work with sound, you
need a truthfut reference. One that
lets you hear the misses as well as
the hits.

We encourage you to audition
these Fostex reference monitors with
a known source. Because we're
confident that you'll know the truth
when you hear it.

Point Blank.

Pro Sound Division
15431 Blackburn Ave.
Norwalk, CA 90650
(213} 921-1112



to different channels. You can set a vel-
ocity threshold to channelize MIDI data
depending on how hard you play—if you
hit hard, you'll activate a sharper piano
sample, for instance. It can rescale vel-
ocity information, or strip it off and make
it constant, turning it into a MIDI mixer.
It can turn one note into a ten-note,
muiti-channel chord (it has room for 880
note reassignments), and will even let
you use a controller to change the har-
mony of the chord.

The MIDI spec actually has thirty-two
possible continuous controllers, even
though most keyboards have just a pitch
and mod wheel, aftertouch, a foot pedal
and maybe a breath controller. The Map-
per allows you to do weird things like
make one controller control another
(called cross-modulating) in all manner of
combinations—it’ll slave up to sixteen!
They can send system exclusive
parameters, channel assignments, har-
monizations, and virtually any MIDI
message up to 17 bytes long. The Map-
per also lets you assign the MIDI spec’s
32 MIDI switches, as well as any note-on
on the keyboard and even some common
panel buttons. There's room for 128 dif-
ferent maps, and 64 chain map chains.
And when a map changes, the last one is
“turned off, ” returning you to a standard
setup before the next map is initialized.
It's high-tech minimal: there are only
two menu buttons on the unit (available
as a rack-mount or stand-alone box) and
everything else is done on your
keyboard. This machine is definitely on
the new frontier, not just for onstage
keyboard performers, but for turning
MIDI studios into powerhouses.

Most of the rest of the pre-AES gossip
comes in the form of singles, bunts and
stolen basses. Mike activity seems the
most prevalent, with Sennheiser’s new
condenser MKH 40 P48 (cardioid) and
MKH 20 P48 (omnidirectional) leading
the pack. Sennheiser was particularly in-
terested in getting transducer noise out
for digital recording, and tried some new
approaches to the problem. They com-
bined a system of symmetrical transduc-
ers that used two stators (instead of the
usual single one) with a radio frequency
modulation design that replaces conven-
tional polarizing voltage schemes for
converting acoustical sound to electrical
energy. The MKH 20 and 40 each cost
$696, and are getting strong reviews.

Another condenser mike offensive is
from Yamaha, who used beryllium to
make a more rigid diaphragm-——the rare
metal’s enhanced rigidity gives the so-
called MZ Series a much-extended high-
end capability. Yamaha also developed a
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new damping and three-point suspension
system, and gold-plated the connectors.

The big-bucks world of digital multi-
track decks has a new addition from
Otari. It’s the 32-track PD format DTR-
900, complete with integral metering.
Don’t ask what it costs.... Inless rarified
price ranges, Fostex has taken the inno-
vations in its E-2 and E-22 mixdown
decks and applied them to the B-16 (ergo
the E-16) and a new Y4-inch 8-track with
10-inch reels, the $4300 E-8. What inno-
vations, you might well ask. Well, more
sophisticated transports, 2-position
auto-locate and auto play/repeat setups,
and reduced sync crosstalk. Fostex also
has a new computer SMPTE editing sys-
tem designed to be used with their 4030
synchronizer. It's called F.A.M.E., and
is so far only out on the Apple, with Mac
and IBM versions on the way.

Other renovations included Akai's
new version of the MG-1212, numbered
the MG1214. There are better faders and
mike inputs, more headroom and head-
phone output, and a jack to hook up to
any SMPTE synchronizer.... Tascam
also did some upgrading of their own on
their acclaimed Porta One 4-track cas-
sette recorder, adding two more mixing
channels, 4-channel record capability, a
stereo effects system and a special tape
sync fuinction. Tascam also has some
new pro cassette decks, the 112 and
112R (the latter has a 16-pin connector

Sennheiser MKH 20 P48

in the back to sync two decks together)
and even a CD player, the CD-501.
Mixer madness includes a new 16 x 2
rack-mount mixer from Biamp, the
Rackmax. For a surprising $1900, each
channel has 48-volt phantom power,
three effects sends, pre- and post-eq, a
solo system and full metering capability.
Perhaps not uncoincidently, it's a
hundred bucks cheaper than the new 16-
channel version of the Fostex 450
mixer.... With Series 200B mixers pop-
ping up in thousands of stage and studio

setups, Soundcraft has done yet
another version, the Series 200SR
specializing in reinforcement situations.
They come in 8, 16 and 24-channel sizes,
with each channel sporting 4-band eq,
four auxiliary sends, phantom power and

continued on page 44

APPLE’S llGS FACE-LIFT

ith all manner of Ataris,
Amigas, C-128s and IBM
clones taking the shine off
the old faithful but lately
less than competitive
Apple Ile, a viable update was long
overdue. Here it is at last, and what
an update it is! It’s called the Apple
11Gs, GS for graphics and sound, both
of which are improved by a quantum
leap. The sonic part of this is due to a
special chip made for Apple by En-
sonig—the very same 32-oscillator
job (with its own dedicated 64K of
RAM) that’s on the Mirage and the
ESQI1. The computer now has 256K
of memory, with another 128K of
ROM for the Macintosh-like operat-
ing system (complete with pull-down
windows) and communications chip.
There’s also eight expansion slots, an
interface for both 5Y-inch and 3V2-
inch disk drives, and joystick and
mouse ports. (What, no MIDI port?)
The Apple IIGs will retail for an
even grand (not counting monitor),
while an upgrade for a current lle (av-
ailable in early '87) will run you $500.
The IIGS will in most cases be com-
patible with existing Apple peripher-
als and software, of which there’s a
pantload, but software developers
are already adapting their existing
Apple programs to take advantage of
all these new improvements. One
product tie-in comes from Bose, who
adapted its RoomMate speakers to
work with the new Apple—they plug
right into the 1IGS’s stereo headphone
pin jack, sound wonderful, and cost
only $229. It’s a whole new ballgame
in Appleland.



'

Racing through the heavens at 186,000 miles per second is

; nothing for a beam of light. In fact, we take light for granted. Bu{
when this marvel of nature is harnessed and put to musical use, it's
worth noting. That's what K-Muse has done, with the PHOTON
MIDI CONVERTER. Instead of antiquated magnetic pickups or
switched frets, the patented PHOTON pickup emits a beam of
infrared light across each individual string, then transmits .and
converts the string’s frequency, amplitude and other parameters
into a MIDI signalifaster than the blink of an eye! Until now, guitar-
to-MIDI conversion has been slow, unpredictable and even unus-
able. But not with the PHOTON MIDI'CONVERTER. It tracks and
plays the way you do...fast! What's more, the PHOTON MID{
CONVERTER is only the beginning of a growing system which can

THE SPEED
OF LIGHT

PHOTOD

MIDK

be updated and expanded simply by plugging in a program
cartridge. And you don't have to buy a special, strange-looking/
strange-feeling guitar, either. The PHOTON light-emitting pickup
will mount on many of the standard guitars and basses on the
market today...probably even yours!

So if it's accuracy, response and reliability you're looking for,
try the PHOTON MIDI CONVERTER at your local music store and
experience the speed of light.

7 8954 Mason Avenue
q Chatsworth, Calif. 91311
RMTEE INC 818-998-7555




BELL v e

for the type of boring one-chord vamps
that are currently passing themselves off
as songs, but in Bell’s nimble hands,
madly chaining away his two or three
bars, there’s nothing boring about it. He
proceeds to build three extraordinary
song sections in the space of fifteen min-
utes, with no trace of machine feel.
Rather than building, say, an eight-bar
sequence, Bell will take his two bars and
loop them, then go right on to do other
tracks in their shortest possible repeat
schemes: The bass part may also be a

two-bar loop, the melody sixteen bars,
the drums four. He really is working at
the “speed of thought,” slipping in blank
bars of drum fills or stray repeats of a bar
to throw off our pattern recognition.
Bell and the Itty Bitty MIDI Commit-
tee have several other key concepts, in-
cluding “Rhythm of the Word,” a scheme
for developing song parts that are de-
rived from the same spoken rhythmic
multiples, and something they call
“Transparent Rhythm.” But perhaps the
most provocative discovery of the IBMC
is their banishment of the dreaded MIDI
lag (“It’s a drag”) using Omni Mode.

A

Face it. Musical instruments and sound
systems take as much abuse traveling
cross-county as they do cross-country.
Maybe more. Bouncing in the back of a
van, skldding across wooden stages
and concrete platforms dragg-
ed up and down stairways.
Dropped. Your equip-
ment needs protection
whether you're on the
road-or off.

ANVIL® has the perfect

tough case to crack...
on or off the road.

answer. ANVIL® “Professional Grade”
ATA Cases-laboratory tested and “Pro-
proven” for well over 30 years-are the
standard by which all others are judg-
ed. ANVIL® Forge® Hl Cases afford the
less rigorous traveling musician
many of those same benefits.
Whichever way you travel
to share your sound,
never forget. If it doesn't
have an ANVIL® .you

don’t have a casell

ANVIL CASES, INC., 4128 TEMPLE CITY BLVD., ROSEMEAD, CA 91770
(818) 575-8614
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They do their first recordings in Mode 3,
with each instrument listening on its own
channel, then they go back and zone and
map the sequences and the keyboards so
that the whole system can run in Omni,
or Mode 1. Bell claims this completely
eliminates MIDI delay. Like many of his
ideas, this technique mixes complexity
with a powerful simplicity. Does it work?
I dunno; try it on your own.

Perhaps Bell’s theories of Magnificent
Simplicity would be more impressive if
he hadn’t already admitted that the sys-
tem has proven financial benefits. After
all, isn’t this just a more sophisticated
way of watering down difficult or daring
music for public consumption? “No, no,
no, it works,” Bell reassures. “It’s really
arranging, making things in order. Most
of the stars in the universe don’t run into
each other, you don’t see the sun running
into the moon. You don’t see chaos in
creation until there’s a disturbance in it,
which is misunderstood a lot of times.
Thunder and lightning are really a gift,
you know. The ionization of the air and
the thunder say, ‘Run for cover, it’s going
to rain and replenish the earth.” But
thunder’s misinterpreted many times,
like an agony sound, almost like birth
pains, but it’s a beautiful part of the
whole. All we're doing is taking out the
part that’s misunderstood to get to the
crystallization, the Kendallization, the
Ibreality, the Weber-magic. Because our
early music was more struggling and try-
ing to get out of there to this point.”

Like the blues? “No blues, no blues. I
mean, blues is fine, but what the blues
artist was expressing at that time was
oppression. They just couldn’t say it di-
rectly—which a lot of times you still can’t
say, because you have to deal with the
commercial element. Especially for
those who write lyrics.

“What we're really talking about is the
art form. Suppose I'm going to make a
painting and I take a fresh bucket of
paint, and throw it all over that wall—
RRRRRRR. Then another——RRRRR.
And so on. And this is my next creation,
ladies and gentlemen! And you say,
‘Uhhh,” and the people say, ‘Uhhhh.’ Is
this art? Is this concern for the art form?
Okay, you can’t do that. So this time you
take a paintbrush and start to paint, paint
this color so it doesn’t run into the next
color. It’s the same picture, without it
being splattered over the wall, right?
Then you do it with tiles. It’s the same,
but it’s becoming more and more or-
ganized and clarified, until it gets to its
appointed state of clarification and that
will be the end. Close the book. Okay,
now let’s do something else. "M




The Latest
in Audio History

1877: The microphone is invented.

Developed by Alexander Graham Bell,
Thomas Edison and Emile Berliner,
it was patterned after the human
ear itself. The first of many attempts
to capture sound as we really hear
it—a goal that took more than a
century 1o realize.

1896: The first synthesizer.

Thaddeus Cahill's Telharmonium weighed
200 tons! A touch-sensitive keyboard drove a com-
plex labyrinth of motars, pulleys and alternators.

1924- The dynamic loudspeaker.

The design first developed by
Chester W. Rice and Edward W. Kellog
has changed very little over the years.
But today’s broad frequency bands
and increasingly complex audio
signals are challenging the loud-
speaker like it's never been challenged before.

1925: The vacuum tube amplifier.

The collective work of Edison, John
Flemming and Lee DeForest. Transistors
later came to replace tubes, but audio-
philes have never been entirely
satisfied with what they heard.

1958- The advent of digital.

H I Working at Bell Telephone
[ Laboratories, Max Matthews
1§ developed a computer pro-
+HJ-~ gram for creating and storing
- audio waveforms as digital
—HHEEEEEEEEEEE - data. Today, digital technology
1s widely available to musicians and consumers
through innovaticns like user sampling devices
and CD players. To hear the sound, however, it's
still necessary to translate it back into the analog
domain. And that's where problems develop.

1978: The BBE breakthrough.

When you put a power amp and a loud-
speaker together, something has always been
lost in the interface. That's where phase and
amplitude d:stortion develop, due to "miscom-
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munication” between amp and speaker. And
that's why amplified sound has never had the
dimension, depth and realism that the human
ear can hear all around it in nature. That is until
Bob Crooks rnade an 1mportant discovery—BBE.
BBE is the vital “missing link” between amplifier
and speaker. It analyzes the action of both—auto-
matically and on a continual basis. It applies the
phase and amplitude correctiion thats needed to
make the sound come through the way you and
nature intended it. The difference is easy to hear.
Improved low-end definition and punch. Cleaner
high-end transients. Better mid-range presence.
In short, unprecedented clarity.

1984: 5 o stage.

Major P A. companies like Stanal Sound and
Best Audio made BBE part of their touring sys-
tems. And when the entertainment industry

oH Yol
gathers for such events as the Grammies and the

Academy Awards, BBE is there, making sure the
sound is as special as the occasion itself.

1985: BBE in the studio.

Award winning producer Steve Levine
joined forces with the Beach Boys and teamed
them up with BBE for an all-digital recording
session for CBS/Caribou. “BBE 1s to digital
what equalizers were to analog” said Levine.
"l can't imagine ever recording without
BBE again.”

1986: BBE today.

Wherever sound is amplified, recorded or
broadcast, there's room for the BBE improve-
ment. Because at the end of the line, we still have
the loudspeaker that made big news back in
1924. Which is why you need BBE more than
ever. Visit your BBE dealer for a demonstration.
To find a BBE dealer near you call today toll-free
at 1-800-233-8346. In California, 1-800-558-3963.
And start making some history of your own.
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" B L. | the sound you've never heard”
Barcus-Berry Electronics, Inc.
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sound of the rest of the track.”

Jones puts an awful lot of emphasis on
the vocal mike as well. Curiously,
though, he can’t remember which mike
it is that he prefers. “I can't, to tell you
the truth. We did change once or twice
the last time.” A look of embarrassment
crossed his face. “It would be good for
me to remember these things,” he
added, laughing at himself. “I have them
noted down.”

In any case, the mike even outweighs
acoustic considerations. As Jones put it,
the room is “not really that important,
really. It's the proximity and the direc-

tion the mike is attacked at. Seventy-five
percent of the vocals on the last album
were done in the control room, with
headphones. That worked very well.”

The other major consideration for
Jones is the drum sound. “The basis of a
track for me is getting the drums right,”
he said. “I start from there—at all costs,
get the drum track right. And usually, it’s
a combination of sound and performance.
The basic drum sound has to be able to
stand right from the moment the tracks
are put down.”

Why? “The sound is part of the mood
at that point, and it has to be pretty
close. I mean, the snare drum has to
sound decent. You know that you can

NICKEL ST. STEEL

“These gauges allow the
maximum playability. The
piano winding adds a
brightness and depth”
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Great Strings for Great Players

embellish it, but as far as changing it
drastically, I don't really like to do that.
If, at some point, you feel that it’s totally
wrong, you might as well go back and do
the whole track over again.”

Because Alex Van Halen was using a
Simmons kit on 5150, along with a Tama
snare and Paiste cymbals, getting a
“live” drum sound took a bit of doing.
Jones claimed to have gone after an “am-
bient” sound, and when asked how that
was possible with electronic drums,
answered, “Well, you have them coming
through an amplifier in the room.”

He laughed, then added, “But that’s
Donn Landee’s familiarity with the way
the band is. It just so happens that the
room is an amazing little room, and Alex
spends a lot of time working on his
sound. | was amazed to see how con-
scientious he is about his sound. It’s just
flat out, a lot of it, but it’s also ambience
in the room, picking that up as well.”

Taking Landee’s lead, Jones made
much use of the Quantec room simulator
to round out the acoustics. But, he says,
the trickiest bit involved dealing with
microphone bleed on Alex’s tracks.

Mike bleed on a Stmmons?!?

“It's because they’re so loud in the
studio,” Jones said patiently. “You're not
just taking a direct signal to the board.
But Alex does play extremely loud. Too
loud for any normal human being, or any
seasoned sound person. It’s just so loud.
And right in his ears, too.”

Since then, Jones has been devoting
himself to somewhat saner projects,
ranging from Bad Company to Foreigner
to his long-rumored solo album. Bad
Company, though, was basically an
executive production job, with Keith
Olsen doing most of the day-to-day
boardwork. Jones got involved because
the band “kind of got together through
my instigation last year.” Before Boz
Burrell rejoined the fold, the working
name for the band was Kirke, Ralphs &
Howe, that last being unknown vocalist
Brian Howe. “He’s a local lad from my
hometown, Portsmouth,” Jones said.
“We're quite intrigued by this; it’s going
to sound really good.”

As for his other projects, it’s hard to
say which will turn up first. “This
changes from day to day,” he confessed,
“but really, I feel that I'd kind of like to
make the next Foreigner album the first
priority, and perhaps be preparing my
solo project while I'm doing that, which [
think I can do. Separate the two things
like that.”

And see what new offers turn up inthe
meantime. %
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The Ultimate MIDI Controller
For Your Keyboard System
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The Voyce LX-4 and 1L.X-9 MIDI Controllers

If you use more than one MIDI synthesizer, you Best of all, store all MIDI settings in memory for
need the power of a Voyce LX Controller to pull your instant recall during performance. The powerful LX
performance together. computer controls everything — all you do is play!

Imagine controlling 4 or 9 MIDI devices directly (Program memory may also be stored via MIDI/tape.)
from your keyboard. The +-channel LX-4 and The Voyce LX-4 and LX-9. At $395 and $595, it’s
9-channel LX-9 makes it a reality. Layer up to 9 what you need for ultimate MIDI control. See it at
synthesizers to create the fattest sounds heard from your Voyce Dealer today. For MIDI Guitar too!
one keyboard. Split your keyboard into 2 or 3 zones
and overlay a different set of synthe-
sizers on each zone. Change patch,
octave, and on/off settings for each O C E
synthesizer simultaneously. Filter §
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THE CLASH GOES B.ALD.

Joe Strummer and
Mick Jones
bury the hatchet

By Chris Salewicz

IN JULY OF 1985 BIG AUDIO DYNAMITE WERE AT
Sam West studios in London’s Notting Hill, recording their
first album. Mick Jones had assembled his new band after
Joe Strummer kicked him out of the Clash in ’84, and now
Jones was adding vocals to “The Medicine Show,” a song
that put the medical industry on trial. “We’re not choosing
themes like these to be deliberately controversial,” Jones
said. “It’s simply that in the 1980s it doesn’t seem very
relevant to write about moon/June.” Of course, everyone
knew that Strummer had accused Jones of being insuffi-
ciently radical for the leftist Clash, and maybe Mick was
trying to prove his old partner wrong.

When Jones was satisfied with his vocal, we adjourned to
the studio canteen with Don Letts, the Clash video director
turned B.A.D. member. Sipping tea and waiting for our fish
pies to cook, I asked Jones how writing songs with Letts
was different from composing the five Clash LPs with
Strummer. “At first,” he answered, “Joe and ] used to write
everything together. Then we wrote sitting in separate
parts of the same room. Then we got to the stage where we
were sending lyrics over to each other through our
manager.”

A year later, on June 26, 1986 (Mick Jones' thirty-first
birthday), B.A.D. was in Trident studio recording No. 10,

ADRIANBOOT L VAN HOUTEN/RETNALTD



B.A.D.company
with Don Letts
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Upping St., their second album. Joe Strummer was there,
too. “It’s good news seeing you here,” I told Strummer.

“I hope s0,” he replied. “We need some rock 'n’ roll.”

The story of how the Strummer/Jones team overcame their
feud is heartening for Clash fans, and maybe for anyone else
who figures that all good things come to an end and you can’t go
home again. The Mick/Joe reunion demonstrates that some-
times the good guys win.

The relationships between Mick Jones, Joe Strummer and
Bernie Rhodes—the original Clash manager—have always
been complex. A partner-in-crime of Malcolm McLaren in his
1976 efforts to overturn the British music industry, Rhodes had
helped with Jones’ idea of the Clash, for whom the guitarist pi-
rated Strummer from a pub-rock combo called the 101’ers.
Rhodes reputedly won the seminal punk group a financially ad-
vantageous contract with CBS—though as the deal called for
ten albums, it was hardly easy money.

Ultimately Jones and the verbose Rhodes were unable to
see eye to eye, and by the end of 1978 Rhodes was no longer
managing the Clash. Over the next two years the Clash had
their career cared for by a succession of people (writer
Caroline Coon, Peter Jenner and Andrew King of Blackhill En-
terprises, the notorious Kosmo Vinyl). It was a period of popu-
lar growth and public confusion over how a band reconciles
punk with stardom. At the beginning of 1981 Strummer de-
clared he was tired of the Clash being a rudderless ship: Unless
Bermnie Rhodes returned and took charge he was quitting.

It was Mick Jones, Rhodes’ most ardent critic and opponent
in the past, who went to see the diminutive manager and asked
him to return. Two and a half years later Jones was out on his
elbow on a trumped-up charge. To those familiar with the
Mafia-like intriguing in the Clash camp following the return of
the endlessly paranoid Rhodes, it was no great surprise.

At the Los Angeles US Festival in June 1983, the Clash re-
ceived $700,000 for their appearance. At a press conference
before the show, the group sat mute, seemingly shellshocked,
as Rhodes and Kosmo Vinyl answered questions with glib ex-
pertise. After the concert Rhodes told a friend of the group,
“Mick’s not going to be around much longer.”

Even Jones now admits that he was hard to work with at the
time. “Mick was completely unreliable,” said former manager
Peter Jenner. “He would never turn up when you needed him.”

Strummer—in an ongoing state of personal crisis, partly
from the weight of being Joe Strummer—went along with
Rhodes’ scheme to dump Jones. Strummer is a man who be-
lieves in notions of good and evil with a fervor usually as-
sociated with the Old Testament. His soul was rent to shreds
for having, as he now putsit, “stabbed Mick Jones in the back.”

But neither sat around moping. Strummer and bassist Paul
Simonon put together their new Clash and toured America.
Jones assembled Big Audio Dynamite, with Don Letts playing
Eno to Mick’s Bryan Ferry. B.A.D. was completed by drum-
mer Greg Roberts, keyboard player Dan Donovan and bassist
Leo Williams—who Jones met at the Roxy club when Williams
offered him some grass and sold him lawn clippings. Publicly,
Jones was not as tough on Strummer as Strummer was on him;
Jones said that he figured the real serpent in the Clash’s garden
was Bernie Rhodes.

As B.A.D. started to come together, Jones’ eyes took on a
distinct gleam of purpose. After a phenomenal B. A.D. concert
in Kentish Town, we sat down to talk over an Indian dinner. “I
like to think I'm working for good, for God,” Jones explained.
“After all, someone’s got to do it. It’s the opposite of the deal
with Faust; after all, God’s got a lot of strong troops, too. Most
people on this tour have some spiritual basis to their lives.” He

86

chuckled. “Apart from those that are completely morally bank-
rupt.” He turned serious. “Not many people get a second
chance like I've had. I see this as an opportunity to avoid mak-
ing all those mistakes again. [ won’t throw any wobblers this
time.” He laughed and added, “Though sometimes I'm still a
bit late. The thing is, I’'m realizing this time that the more I put
into it, the more I get out of it.”

In the summer of ’85, while Jones was working on the first
B.A.D. album, I ran into Joe Strummer from time to time
around his Notting Hill home. In early August he suggested we
go have a drink. We sat in the bar for three hours, getting
slowly drunk but skirting around the real issue. Then Strum-
mer made an announcement. “I've got a big problem,” he said.
‘“Hang on, ['ll have a piss and tell you about it.” When he re-
turned from the toilet he came straight to the point. “The thing
is,” Strummer said, “Mick was right about Bernie.”

A few days later he ran into Jones on the street. It was the
first time they’d seen each other since that August day when
Mick walked into rehearsal and was fired. Strummer told Jones
what he’d told me, and a sort of reconciliation was achieved.
“But,” Mick sighed, “it’s a bit late, isn’t it?”

Jones wrapped up work on This Is Big Audio Dynamite and
took his family to the Bahamas for a vacation. Strummer got on
a plane and went looking for him, intent on persuading Jones to
rejoin the Clash.

Plain speaking has always been one of Joe Strummer’s com-
mendable virtues, which is to say that tact has not. In Nassau,
Jones played Strummer the tapes of This Is Big Audio Dyna-
mite. Joe’s review: “I don’t like it, there aren’t any songs. You
need me.” Not the best way to re-establish a working partner-
ship.

Nonetheless, B.A.D.’s debut sold quite well, while the new
Clash’s Cut The Crap landed in the dumper. Strummer dis-
banded his new group, and Paul Simonon—the last of the real
Clash—returned to the painting career he’d abandoned ten
years earlier. Meanwhile the Strummer/Jones friendship con-
tinued to quietly strengthen; Strummer and Simonon made a
cameo appearance as Southern cops in the video for B.A.D.’s
“Medicine Show.”

After Cut The Crap hit the fan, though, Joe developed a bit
of a creative block. When he accepted the assignment to write
the theme song for Alex Cox’s film Love Kills, Jones quietly
came aboard to restructure the tune and add guitar to the re-
cording. “I spent days trying to get the words to fit in properly
with the song,” Joe laughed. “And then they changed the title
to Sid & Nancy!” While working on the song in Soho, Strum-
mer stepped out for a bite and ran into Don Letts. On a nearby
wall was a poster for B.A.D. Pretending Letts was a perfect
stranger, Strummer started grabbing passers-by and pointing:
“Look! It’s the man in the poster!” Stricken with embarrass-
ment, Letts fled into a nearby tobacconist’s. Strummer fol-
lowed him, continuing his rant.

Strummer then accompanied Letts to Trident studios,
where B.A.D. were working on No. 10, Upping St., album
number two. Once he got there, Strummer never left; he
helped write the lyrics and co-produced the LP. He approached
his new job with the obsessive, loving dedication of old, work-
ing thirty-six-hour stretches and sleeping under the studio’s
grand piano: “Once the rest of B.A.D. realized I don’t get in-
volved in anything unless [ do it to the max, it worked out fine.”

Working with Jones again also unplugged Strummer’s crea-
tive block. Songs started pouring out of him, “like spunk in a
whorehouse. Ever since I hit that B.A.D. studio I just started
togo.”

Sitting in a pub drinking cans of Castlemaine, Strummer in-
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The good old days: “So that’s an E cherd, izzit?”

sisted, “This record has got to be truly bad: hard, you know?
I've figured out why all the B.A.D. songs are a minute too long;
because so many of the parts are programmed onto tape and
no one remembers to stop them!

“I'm getting them to roughen up the sound and lose that
Radio 2 tendency Mick has. Mick isn’t going to know what hap-
pened when this record gets going in the mix.”

For that crucial mix, Strummer convinced Jones and en-
gineer Groucho Smykle they should move to New York. “We
flew in,” Strurmmer said, “got a cab, hit the hotel, threw our
stuff in the room and walked seven blocks to the studio. | was
in there for twenty days and nights before I went to a bar. We
did it in New York because we wanted it to be like good vegeta-
bles—fresh.”

“We've done it in New York,” Mick Jones added two days
before finishing, “simply because it’s the most happening place
to be. We could’ve dore it in Victaria, but Manhattan-seemed a
better idea. And 1it's really changed the album. We were in such
great shape in London, and then we moved here and got into
an even higher gear. What we've got down is really exciting.

Everything's gone as it should have. It went even greater once
Joe was on board, but somehow [ always felt great about this
LP, even beiore we started work. I can’t remember a time
when [ felt so over-awed, or was so happy with what I was
doing.”

Strummer even made a public med culpa. In a New Musical
Express interview with wnter Gavin Martin he kicked himself
for letting Bernie Rhodes back in, blamed Rhodes for Cut The
Crap, and blamed himself for betraying Jones. “What you must
realize,” Joe said, “is that a large percentage of people hke me
are idiots. | sit in a room and write ditties while others are sell-
ing stocks to Malaysia on the photophone.”

Most remarkable for the old Sandimsta, Strummer con-
ceded political naiveté: “There’s a lot of illusion. You really
think you're doing something when you're rocking every night,
traveling through lands...and maybe for that moment in that
hall, for those people you are doing something. But, talking
seriously, you ain’t doing anything. [ was quite distressed to
core to that conclusion. Before, I was always in that rock 'n’
roll bubble. When you step outside it you find the stock ex-
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change still runs, arms deals are still made. Give me a spliff, a
drink, a guitar, a foreign city at night, and let me scribble some-
thing. Those are the things that get me. I'm a romantic, not a
dialectic theoretician. The rebel chic, the Belfast photos, H-
Block T-shirts and Baader-Meinhof shirts; they were all my
fault.... There's a iine between what’s preachy and what’s
human, and you can make your most devastating political
points in the human sector. Like ‘Love Of The Common

Mick poses for the People, Joe communes with them,
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People’: I could think about the lyrics of that for a hundred
years. That to me is real political writing.”

Jones and Strummer did their mixing at New York’s Sound-
works studio, across from the Hit Factory where Billy Idol was
recording and next to Studio 54. One day a strange figure in a
pony tail and New Romantic dress approached them as they
worked. Neither Strummer nor Jones recognized the intruder
until he got right up close. Then they said, “It’s Terry!” Old
Clash drummer Terry Chimes was dressed up for his new
band, the Cherry Bombz. “We couldn’t get over it,” Jones
laughed. “Because even in the Clash he was recognizable as
Terry. He didn’t automatically assume Clash attire.”

The pressure of obsessive mixing finally took its toll on en-
gineer Grouch Smykle; Joe and Mick recruited as replacement
Sam Severs, who programmed drum sounds for Run D.M.C.

“We burned out Groucho after six weeks,” Jones said. “He
did an incredible job, but after six weeks he was finished. The
day he left I was in Chinatown and I had a fortune cookie. It
said, ‘Where one grouch goes, two smiles appear.” And that
night I met Sam at a club.

“He did remixes with additional beats. We had another
couple of weeks working with him. We did hundreds of mixes,
hundreds more than we used. Some are very different, some
are just instrumentals. Sam knew this guy called Chep Nunez,
an editing specialist. All he does is edit. He can tape single
beats and stick them together, beat by beat, on tape. I'd never
seen such intricate edits done before.

“We started the record off by laying everything down on se-
quencers and stuff. Then we gradually replaced all that with
real instruments. Sam came in and added those extra beats.
The idea was to have a full canvas at all times. There was al-
ways more on tape than is on the record. There was so much
that the tape was packed full. Then it was just a question of
sorting through it all and deciding what you wanted.

“] tended to favor the more natural things, the real things.
So it ended up mostly guitar, bass, and a mixture of drums—
that includes beatboxes, maybe fifty-fifty: Drums that sound
like beatboxes and beatboxes that sound like drums.

“The singing was better because we were a bit more confi-
dent. We’d had success in England and that does wonders for
your confidence. And then getting Joe in was the last straw; it
made everything else good as well.”

With the LP finished, Strummer flew back to London, got
one long night of sleep, and then headed to southern Spain to
star (with Elvis Costello and the Pogues) in Alex Cox’s
spaghetti-western Straight To Hell.

Jones, meanwhile, headed to Jamaica for a holiday. There he
decided that No. 10, Upping St. wasn’t complete after all. “I was
sneaking off to corners of beaches,” he said, “listening to dif-
ferent mixes. I spent about a week trying to remix it by phone
to New York. That obviously wasn’t working, so I went back to
the studio in New York and spent another week onit.”

The result is an album that succeeds in Jones and Strum-
mer’s shared vision of dropping B.A.D.’s urban beat onto a
rock 'n’ roll base. The proof of their success is in the first track,
the Eddie-Cochran-meets-hiphop “C’mon Every Beatbox.”

The philosophical foundation of the album—indeed of
B.A.D. itself—recalls the group’s involvement in Britain’s Art-
ists Against Apartheid. “Beyond the Pale” is a lilting, melodic,
and for Jones autobiographical song that begins, “My grandpa
came from Russia.”

“It’s about immigration to Britain,” Jones explained as we
listened to the finished album in his Holland Park living room.
“Pre-war immigration. It’s to remind people of where every-
one in the country comes from, of the cultural mix that is the
reality of life in Britain, as opposed to the W.A.S.P. myth.”

KEES TABAK/RETNALTD
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- Sunn light.

In light of all the rehearsing, planning, and plain hard
work you do for a live performance, wouldn’t you like to
be seen as well as heard? Sunn thinks you would.

So we developed the Sunn PLC 816 Programmable
Lighting Controller to work as both an affordable and
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independent lighting channels and stores 102 different
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“Ticket” is sung by Don Letts (° ‘My ngo song,” he jokes)
and describes the experiences to which a Jamaican immigrant
was subject in the England of the 1950s. Strummer co-wrote
two songs with Jones: “V13” and “Sightsee MC.” The latter,
which closes the LP, is a work of formidable power and feroc-
ity: classic rock 'n’ roll. “It sends shivers up my spine,” Jones
smiled.

“Everyone can understand the songs,” he said. “Which is
what [ wanted. A lot of that comes from Joe’s writing—gutsy.
I'm glad of that—for me this recard was simpler. It's many-
faceted, but [ still think that the ordinary person in the street
will find it easier to relate to, they can dig it more, because it’s
not quite so clever. It’s almost as if, before, it had to be intellec-
tually satisfying and very much away from any kind of Clash-
style preaching, from being stern about things. But now Joe’s
seen where | was going, as opposed to where the Clash was
going. We don’t really need to be preachy about it. I think Joe
doesn’t need to worry about that sort of thing either. He can
actually work quite freely, without being too concerned.

“I'm taking a stand here; it’s all straightforward now and,
yeah, gutsy writing is how I'd describe it—easier to under-
stand. I think it should move a few people and be more emo-
tional than intellectual. I think that’s what music is supposed to
be. On our first record | was probably saying it had to be intel-
lectual because that was my way of compensating for the way |
am. And Don helped me get to that first stage. Then Joe came
in and helped me get to where | wanted to be—the type of
music everybody can understand and enjoy.”

Were the other members of B.A.D. at all nervous when Joe
came aboard?

“Everyone was really cool about it,” Jones said. “No one got
paranoid. Don was looking at it from the viewpoint of this great

story—watching us work our thing out in front of everyone.”

Jones said that working it out felt good: “It helped us realize
the potential of the thing we have. We can do better now. Last
time it was harder. I hope we've learned something.” He
laughed. “But maybe we don’t learn anything.”

Eleven days after he left for Spain, Strummer telephoned
me at three a.m. Spanish time. He said he was standing looking
across the Mediterranean at Africa, eighty miles away. He in-
sisted that he was not joining B.A.D.: “Are you kidding? The
B.A.D. LP’s brilliant, because me and Mick were involved.
But I'm going to make a record of my own when I've got some-
thing really good to put out.

“And I'm just about ready. I'm looking forward to working
with Mick again, because we’re going to do it together. It’ll be
called Throwdown, and it'll be completely the opposite of ev-
erything else that’s being made now; just three instruments
and the cheapest studio. Everyone’ll hate it, except the
hipsters and flipsters.

“I just promise to make a good record when I can, and not to
tour and not to foist any shit on the public. And never to make
another video. It’s the performance and the content that
counts.

“I’'m thirty-three and—no offense to Huey—I don’t want to
be Huey Lewis. It ain’t rock 'n’ roll anymore. It’s just wallpaper
or just the latest thing. You’ve got no indication of what’s hip
and what’s not anymore, because it’s all the same thing. Now
is the time we’ve got to look for things, as it was in the days of
beatniks existing in straight society, when the good stuff was
hard to find but was even more valuable when you discovered
it.

“You've got to seek it out. Because what is being handed out
by straight society today is not good for your soul.” ¥
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LANOIS i e

shall first thing in the morning. I'd proba-
bly do something a little quieter.”

Since the success of “Sledgeham-
mer,” Lanois has gotten “a lot of phone
calls, as you might expect,” including
one from an ex-punk singer with arotten
past. “It’s very flattering, but it’s not a
very comfortable position because I get
tapes from people who have strong
careers and [ have a lot of respect for.
And little Dan Lanois has to say, “I'm too
busy.” Lanois is also trying to set aside
time for a solo album which “would be in-
strumental, but not necessarily am-
bient.” But one inquiry he couldn’t re-
fuse came from Robbie Robertson, who
is making his long-awaited solo debut.
According to Lanois, he and Robertson
share more than Canadian hentage and
experience with basement tapes: “It’s
not total coincidence that you run into an
artist—there’s usually some natural
force that pushes you together. Robbie
is a very visual lyricist, which is the kind
of person I gravitate towards. There’s a
professional relationship, but there’s
something beyond that. There are com-
mon ideas we share without having to
talk about them. Or in conversation, I'll
happen to discover that we love the
same record. That’s what creates a di-
rection and a strong bond.”

The Robertson album includes ap-
pearances by Peter Gabriel and his band,
and U2. “I didn’t want it to turn into the
Dan Lanois Club, but you have to use
somebody,” the producer says. He de-
scribes the approach as both traditional
and modern. “We didn’t want to make
just an old rock or blues record. It’s
homemade in the sense that there’s a lot
of early performances on the tracks, and
we’ve been favoring good feel moments
over sequencers.”

The subject of Robertson’s album
leads Lanois into a diatribe against tech-
nology, “an area that’s been invaded by
talentless people.” He views technology
as “the land of promise; you never know
what you're going to get, and to find out,
you have to devote a lot of time. You
could find out you're making a mistake
two weeks later. If you're really excited
about that kind of thing, fine and dandy.
But I prefer to get on with the perfor-
mance aspect of it.”

Distrust of technology is a common
theme among the roots-rock brigade,
but most of them wouldn’t know a MIDI
patch from a maxi-pad. The necessity of
running his own small studio, on the
other hand, made Lanois “very much a
technician,” which means his reserva-

tions are informed by experience. His
resume proves that restrictions can be
strengths, that a modern record doesn’t
have to sound like a Synclavier beach
party. “I'm not sure technology has a
whole lot to do with good work,” Lanois
muses. “People think, ‘I just spent fifty
thousand dollars on this device, I'd bet-
ter use it.” In fact, it might be just as in-
teresting if you used your voice.” ™

VISCONTT s

being recorded out of phase, but his
voice on the top mike was being re-
corded in phase, so we were actually
able to get quite isolated vocals without
too much spillage from the band. To this
day I still use that technique, even
though you rarely ever get a whole band
playing live nowadays!”

One of the biggest issues facing re-
cording studios at present is whether or
not to have digital recording facilities.
The first concession that Visconti has
made in that direction is to mix digitally,
utilizing a Sony PCM F1 and converting
it to 1610 format, and the results have
met with his characteristically enthusias-
tic approval.

“l went 1610 with the Moody Blues,
and even cut the analog disc from the
1610 rather than the half-inch. For the
last few years I've been doing half-inch
30 ips mixes like everyone else and find-
ing them just a dream—and 1 still love
that method—but the Moody Blues said
that it’s a big sales point in the States if
you say a record was analog recorded,
digitally mixed and digitally cut. So I
went along with that just as a marketing
exercise, and I found to my delight that
the digital mix was superior to the analog
tape. The bass was more controlled, the
low end was more steady and the high
end was crystal clear without going into
distortion. It really is great. In the last
year I also did my first bit of digital edit-
ing and [ don’t know how 1 lived without
it, just like I don’t know how I lived with-
out my SSL!

“I can honestly now say that my own
studio is also my favorite studio. There’s
a kind of magic formula about this place:
What with Absolute Beginners Soho has
become trendier than ever—there are
loads of restaurants and bars close by—
and in the studio itself I've got a great
staff, and all the technology that [ need is
at my fingertips.”

Could all of this possibly be supple-
mented by the acquisition of a resident
dentist, who could cure some artists of
their problems with sibilance? “Now that
would be the ultimate! Get a dentist in
and work on all of those dentures!” W

HOME DIGITAL ..

process of flaking generates more errors
than the gap that is left behind. Always
listen twice before giving up on a take.)

Tradeoff #3 is that editing this digital
format is limited and fairly expensive.
You won'’t be able to do any of the things
you are used to doing with razor blades
without spending upwards of five grand
on editing VCRs and special co-proces-
sors like the one manufactured by
N.Y.C.’s Electric Valve Corporation.

Tradeoff #4 coincidentally solves
tradeoff #3, but also at a price. If you
want to make a CD out of your digital
audio processor mixes (and it has been
done, by people from me to the Met-
ropolitan Opera) you will have to convert
the digital data on your tapes to the in-
dustry standard Sony 161011630 digital
format. In this new format your tapes
can be edited with tremendous preci-
sion, and made directly into CDs. Unfor-
tunately, studios offering these services
are still few and far between, and typi-
cally cost $175 (or more) and hour.

By now you really ought to be at your
local store, haggling over price and
model, so I'll wrap things up with some
consumer tips. On the right processor:
There are a lot out there, but only the
ones from Sony and Nakamichi offer you
16-bit as well as 14-bit recording. 16-bit
gives better sound at the expense of
slightly weakened error correction. Go
for it, and only switch to 14-bit if drop-
outs force you to. (I've only had to on re-
ally cruddy videotape.)

On the night VCR: Don’t buy at ran-
dom. Do some homework and make sure
you buy one with superior video circuitry
and mechanical transport. If you are seri-
ously intent on quality, go with a %-inch
U-matic instead of a Y2-inch consumer
deck. It will cost you more (mine was
$2000) but they offer professional quality
transports and the professional tape for-
mulations available in the %-inch size are
better than anything you can buy on the
consumer level. Last hint—try and get a
VCR with an external switch for turning
off the built-in dropout compensation.
This particular memory buffer is nice for
improving your TV viewing, but is
largely incompatible with the digital
audio processors out there and may
prove a source of the glartches. On the
right tape: The best you can buy.

On the right music to record:
why...your music, of course. Go toit! M

SUBSCRIBE
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Richard Thompson:
Constant n the darkness...
Where's that at?

By Bill Flanagan

RICHARD THOMPSON WAS ONSTAGE AT THE HEARTBREAK
Hotel, playing guitar like a demon as blood trickled down his face. He had
come back for the encore without his wife and singing partner, Linda, | Hey!

who had apparently inflicted the head wound with a bottle backstage a | The guy’s
couple of minutes earlier. It was late 1982, Shoot Qut The Lights was the :r:e(:"i;g
| Thompsons’ brilliant new album, and this was their first U.S. tourina | 14 he’s

decade. It was also the end of their marriage. [ still

Tension had been building all night. When the Thompsons arrived at | playing
the Rhode Island club for soundcheck, a local fan told Richard how great | 9vitar!
it was that he had at last come to Providence. “We have places like this in
England,” Richard said, surveying the punch-drunk environment. “I
don't go there.” But when the band took the stage a few hours later the
Thompsons held the crowd with their songs of betrayal and anger be-
tween warring lovers. The couple took turns singing lead but never
looked at each other. When Linda sang she stood motionless at the mike
and closed her eyes. When Richard sang Linda walked to the edge of the
stage and stared off, or made eye-rolling faces at the band members, who
shrugged and smiled nervously. Was this part of the show?

Thompson’s guitar playing got stronger and fiercer. All eyes were
fixed and a few mouths were hanging open. “I'm walking on a wire,” they
sang, “I'm walking on a wire—and ['m falling.” Then his guitar took off
again, like a buzz saw through a redwood. If there is some magical funnel

Well, | where artists pour in pain and pull out beauty, they were pouring down
nobody | gilver that night.

said life 3 L .

as alSufi But the minute they got alone, pow—right in the kisser.
fundamentalist The marnage had known tough times before. In the mid-70s Richard
wa;g:::; ' embraced Islam, and Linda—probably less out of religious conviction
* | than devotion to her husband—followed him. It was an especially conser-
vative hine of Sufi fundamentalism, with the woman walking behind the |
man, but Linda put up with it; she took the veil. For a while they quit the
pop world altogether, and their subsequent on-and-off recording career
did not make them rich. Now that they finally had a new record out in
America, a lot of media attention, and were in demand for live perfor-
mances, Richard had told Linda that he was in love with someone else—
Nancy Covey, a vivacious Californian who ran the folk club at McCabe's
guitar shop in Santa Monica. On the grand scale you can't fault anyone |

. Photograph By Bonnie Schiffman/Onyx
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“I don’t think I've written an autobiographical song in my life,
though there’s autobiography in a lot of my songs....
Every record should have a disclaimer: “The views expressed by

the singer are not necessarily those of the songwriter.

when one love dies and another begins. On a more mundane
level of human emotion, you can understand why Linda would
want to brain him with a beer bottle.

A few months later Richard Thompson, single man, re-
turned to Providence to perform for free at a guitar exhibition
at the Rhode Island School of Design Museum. The guitars on
display were the craftwork of his L.A. friend Danny Fer-
rington, and if the notion of guitars as art seemed odd, there
was no doubting the value of Thompson’s own exhibition. Sit-
ting on a folding chair in the museum foyer he gave a light-
hearted demonstration/lecture on the history of guitar and folk
music, from Middle Eastern scales and British reels to delta
blues and Hank Williams to Chuck Berry and—for the fans—
Richard Thompson.

After Shoot Out The Lights knocked rock fans on their ears,
and Richard and Linda went their separate ways, a lot of new
listeners started digging into Thompson’s back catalog. It’s im-
mense, dating from his 60s work with Fairport Convention
through a whole slew of 70s albums, solo and with Linda.
Thanks to the dedication of his fans and the good graces of Han-
nibal and Carthage Records, almost all the old gems are now
available in the U.S.A.

Thompson followed Shoot Out The Lights with Hand Of
Kindness, for Hannibal; two years ago he signed with Poly-
Gram. His first LP for the label, Across A Crowded Room, was
disappointing—too many polka rhythms trying to pass them-
selves off as rock 'n’ roll. Thompson'’s new record, Daring Ad-
ventures, has a bolder, booming sound, and he’s no longer
equivocating between folk and rock; acoustic ballads like “How
Will I Ever Be Simple Again” are beautiful in their melancholy,
while ““Valerie” rocks and rolls with a punch the Blasters would
be proud of.

By now, Thompson has become a hero both to fans of his
passionate rock guitar playing and lovers of his warm folkie
sensibility. In the former group is Lou Reed, who told Musi-
cian, *'l thought the guitar on Shoot Out The Lights was really,
really good. 1 was absolutely stunned when I heard it. [ didn’t
believe anyone could do that anymore.”

In the latter camp is John Cougar Mellencamp, who admitted
that “Richard Thompson could say more in one line than I could
in a whole song.”

What is constant is the darkness in Thompson'’s vision. His
songs view the world as a hard, cruel place—a long decline
with death’s wide jaws at the bottom. It’s impossible to say the
degree to which Thompson'’s experience has shaped his philos-
ophy; and how much his attitude has led him into dark experi-
ences. Certainly Fairport Convention was enamored of the
British tradition of songs about plague and murder and suicide.
But life imitated art, as tragedy dogged the band. When Fair-
port’s van crashed while returning from a gig in 1969, drummer
Martin Lamble and Richard’s girlfriend Jeannie Franklyn were
killed. Richard was shaken, and the band took several months
off. Soon after reuniting, both Thompson and singer Sandy
Denny left the group. Richard continued to write songs for and
play guitar on Denny’s solo albums, until she died in 1978 from
what was declared an accidental fali down a flight of stairs.

So much tragedy could send anyone looking for a better
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world. Now happily remarried and on the road again,
Thompson is quick to laugh and newly willing to talk about his
past.

“I used to think there was a real split between music and
business,” he says backstage at a Washington, D.C. folk festi-
val. “Until I saw the Sabri Brothers, this Pakistani family who
play a music called Kowali. It’s a very spiritual music and very
beautiful. I was amazed at the way they really go out to the au-
dience and perform. There’s a lot of hand gestures and com-
munication with the audience. If the audience asks them to sing
about something, they’ll improvise a song on the spot. |
thought, ‘Wow, this is wonderful music—it’s really spiritual and
they really reach the audience. If they can do that, I can do in-
terviews and be on the telly and stuff.” Why should I be so pre-
cious about it?”

MUSICIAN: /n “Ain’t Gonna Drag My Feet No More” you say,
“Where I come from feeling is a crime.”

THOMPSON: Yeah, it’s true. As R. Crumb put it, “Will Whitey
join the parade?” Coming from a Nordic country, sometimes
you have to work at being looser or more emotional. England’s
right on the edge of the Nordic countries. It’s cold weather.
MUSICIAN: And the farther north you get. ..

THOMPSON: .. the thicker the mist, as they say. It’s true. I've
always thought that English people love the blues and black
music because it’s this thing that they can draw on and learn
from and take into themselves as something looser. The En-
glish music tradition is fairly staid and Germanic. I think it’s
great that European popular music has been influenced by
black music.

MUSICIAN: Do you ever feel you don’t want to give away too much
of yourself?

THOMPSON: Yeah. I try to fight that kind of restriction in my-
self. It’s very hard to throw something naked out there and
leave it. And singit. It’s really tough. [Laughs] But 1 don’t care
any more.

MUSICIAN: That's good. 'Cause when you step out on a stage and
they put a big light on you and all those people are staring...
THOMPSON: ...they're looking at you anyway, right. Might as
well make a complete idiot out of yourself.

MUSICIAN: Let’s start at the beginning. To many people you and
Sandy Denny were Fairport Convention. But after you both left
the band, you continued to play on her albums and write songs
for her. It was as if after the Beatles broke up Lennon and
McCartney had kept working together. Why couldn’t the
Thompson/Denny collaboration be continued within Fairport?
THOMPSON: I think a band can be a constricting thing. 1 wanted
to leave to experiment, just to feel free that I was experiment-
ing on my own time, that I wasn’t going to lead anybody else up
a dark path. If I fell nobody else was to blame. [ love all those
people. They're all great musicians and I play with them all the
time.

MUSICIAN: That’s why it’s confusing for outsiders, since you all
got along, why couldn’t it all be contained in Fairport?
THOMPSON: I don’t know. Alll know is, I had to leave the band,
I really had to get out. With Sandy, she didn’t like to travel.
More than anything else. She hated flying.
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MUSICIAN: /s “Did She fump Or Was She Pushed” about Sandy?
THOMPSON: Yeah. It’s a song about two different people who
did the same thing. Or did they do the same thing? What hap-
pened? The song has to be ambiguous ‘cause I don’t have the
answer. It’s about two people...one of whom was Sandy.
MUSICIAN: An awful lot of people die in your songs, even more
than in Jackson Browne's. I don’t think you've ever done an
album where somebody doesn’t die. Is this something you've car-
ried with you your whole life, Richard? As a child did you think
about dying all the time?

THOMPSON: No, as a child I'd look up at the trees and the
sky...

MUSICIAN: ...and say, “Well, I’ll be dead soon.”

THOMPSON: ...And play with my tin soldiers. That sort of
thing’s interesting. I'm interested in murder and stuff, ex-
tremes of the human psyche. This is all good material. [ mean,
give me a break—at least there’s only one dead person per
album!

MUSICIAN: That’s true—you do leave ten or eleven alive. Hear-
ing “End Of The Rainbow” (a lullaby in which a baby is promised
a nuserable life ending in death) tonight I thought, “Did Richard
getaflat tire the day he wrote that one? Was there no hot water?”
THOMPSON: [ think it was one of those days. I don’t sing that
song much, but I kind of like it. I don’t know why. And it’s one
of the most requested songs. It must have some strange

cathartic effect. You take it to the limit and then you can relax.
MUSICIAN: On Richard & Linda Thompson LPs you had the
unusual advantage of being able to write in the voice of a woman.
Some of those songs—for example “Friend In Me”—are hard to
imagine a man singing. Did you write them specifically for
Linda?

THOMPSON: Both. Some were written specially for a female
voice and some were written with ambiguity. I couldn’t do
“Friend In Me,” I don’t think.

MUSICIAN: Did you take that into account melodically? Ever say,
“I can’t sing this but Linda could”?

THOMPSON: Not really. I don’t think Linda has a big range.
MUSICIAN: “How I Wanted To” appears to be very confessional.
James Taylor said that while some songs he writes are confes-
sional and some therapeutic, he figures the very act of making it
rhyme and setting it to music gives it distance from real events.
THOMPSON: | think he’s right. [ don’t think I’ve written an au-
tobiographical song in my life, literally, though there’s au-
tobiography in a lot of my songs. Therapeutic? Yeah, [ think it’s
therapeutic sometimes. Hopefully it serves some other pur-
pose than just self-confession. I'm not personally a fan of the
life-of-the-artist-as-art approach—“This is my life so it must be
great” or must be art. It’s too boring for me. “How I Wanted
To” is a kind of confessional song, but confessing about what
and with whom? It’s easy to jump to all these conclusions. It’s
not to be taken literally. You're the guy writing the song and
you’re singing it, so people think this must be true. “There it
is—he said it!” But it’s not like that.

When you’re on a stage or singing on a record you're wear-
ing another hat, you're wearing a false beard and moustache.
You're assuming some kind of role. This doesn’t mean you're
not sincere about what you sing about or it doesn’t mean a lot
to you, but it’s not necessarily the truth as lived by you in your
life. [ know people who do write like that and it works very
well. Tjust finished a record with Loudon Wainwright. He prob-
ably writes more literally about his life than anybody else. He
has a way of doing it that’s very honest. He doesn’t shirk from
the painful bits. I think it’s tremendous but I can’t do that. I'd
rather turn it into something that for me has more meaning and
for me has a more lasting quality, and perhaps I can sneak in a
little allegory or a little morality without anybody noticing. [ ad-
mire Loudon’s honesty. I don’t think I could be that honest.
MUSICIAN: But oftex even if a thing’s not autobiographical, you
know when you put it out it’s going to be taken that way.
THOMPSON: But what can you do about that? If you don’t say
something because of how it’s going to be taken you're failing
in your job. You have to do what you think is the right thing to
do and the audience has to take it the way they take it. At the
bottom of every record there should be a disclaimer saying,
“The views expressed by the singer are not necessarily those
of the songwriter.”

I'd certainly use a personal relationship to write a song. But
not overtly; it’s just more interesting to twist it a little bit and
turn it into a story.

MUSICIAN: Do people you know often get it wrong? Do they say,
“Richard, I heard that song you wrote about me?”’

THOMPSON: Yeah, I get a lot of that. | sometimes have amus-
ing interludes with my wife where she tries to figure out who a
song’s about. Or if she’s in any of them.

I should include liner notes. It would make my life a lot sim-
pler. The biggest misunderstanding is people assuming you're
writing about your own life. It’s really much more oblique than
that—it’s mediated reality. It’s not real, it’s fantasized. People
hear “How I Wanted To” and say, “That’s a song about your
ex-wife.” It’s not, really. That wasn’t even the original inten-
tion. It’s something totally different to me.
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“Everything any musician plays in an improvisatory situation
is prepared for. You learn scales and you learn runs in the
course of practice, which allows you the vocabulary to play
that which is spontaneous. That’s the jumping-off point.”

MUSICIAN: Do you ever feel you have an unfair advantage in a
song? The audience hears only your side of the story and sym-
pathizes with you.

THOMPSON: Music’s a medium and if you're expressing some-
thing through the medium you're trying to do your best to put
a point across, whatever the point and however subtle. The
moral is in there. It’s a form of propaganda. So I suppose you
could say it's an unfair advantage, yes, because you may actu-
ally overwhelm someone with your ideas. At least temporarily.
It’s amazing what you can do through music. You can do stuff
very subtly as well; you can plant time bombs in a song.

A song like “The Band Played Waltzing Matilda” by Eric
Bogle could manipulate you into having a point of view, into
sympathizing with the song—because it’s expressed very
beautifully and very seductively. It is kind of seducing people to
your idea.

But I also think there’s a kind of self-censorship that goes on
while you're writing a song; you probably wouldn't let yourself
go to the point of viciously attacking someone you know. You
might attack a public figure, you might attack something you
hate, but it’s certainly a weapon that you’d be careful how you
use. I wouldn’t use it on my ex-wife. I've probably slipped in
some cynical or quasi-humorous things about...uh...people
like ex-wives [laughter]. But I wouldn’t be direct.

MUSICIAN: But when you do a song like “She Twists The Knife
Again,” whatever your motivation for writing it, people can take
it as being about Linda.

THOMPSON: Yeah, they certainly can. And that’s a danger. But
I wouldn’t want to change the song because of that. I like the
song as it is. And you could make it an awfully neutered song,
you could chop its balls off. It’s not a direct song about my life—
it’s a kind of a story. It’s fiction. Well...it’s faction.

MUSICIAN: “Ghosts In The Wind” seems to be an amendment to
“Dimming Of The Day”—both songs start out describing *this
old house,” but in “Dimming” there’s a hope, and in “Ghosts”
the hope is gone, the house is empty.

THOMPSON: “Dimming Of The Day” is a pretty straight-
forward love song. It's a different house. Well, it’s the same
house I suppose. It’s always the same house. It’s always the
same damn song, really. It’s a different part of the same house.
MUSICIAN: “Ghosts” puts a sad light on “Dimming.”
THOMPSON: It shouldn’t. I don’t think songs are interrelated
in that way. They shouldn’t be. I don’t see “Ghosts In The
Wind” as a sad song. Really. It’s a matter of your viewpoint, I
think. Perhaps “Ghosts” is a song about being stripped of ev-
erything. And when you’re stripped of everything it’s frighten-
ing. It's dreadful, because you've got nothing left. You're just
empty. Some would say this is also an ideal. It’s a beginning. It
isn't depressing, it’s necessary so that something better has
room to come into you.

MUSICIAN: Maybe we better talk about guitar playing for a while.
Within the space of a solo you often go back and forth between
Middle E astern, Indian or Celtic scales and rock forms. To what
degree are the switches premeditated and to what degree does it
Just come flying out?

THOMPSON: I think everything any musician ever plays in an
improvisatory situation is prepared for. You learn scales and you

98

learn runs in the course of practice, which allows you the vo-
cabulary to play that which is spontaneous. That’s the jumping-
off point to come up with inspirational things. And there’s al-
ways things that take you by surprise. If you're lucky you leave
charted waters on some songs and hit on things you weren't
expected to find. The groundwork is laid and you have some
idea of where you're going, and then hopefully you find some
new stuff. I rarely play a worked-out solo, though there are a
couple of songs where I almost stick to the same thing every
time—but in those it’s not so much a solo as part of the song—
more a niff than a solo. On “Wall Of Death” I play basically the
same thing every time. It differs a bit, but the basic structure
of that solo should always stay around the melody.

MUSICIAN: You always play Mike Bloomfield’s lick from “Like
A Rolling Stone” on that.

THOMPSON: Yeah, it’s a great lick, and no one ever plays those
kinds of Bloomfield/Langhome licks anymore.

MUSICIAN: There’s a degree to which these solos seem measured.
If you play four bars of leprechaun music or Mideast music,
you'll almost always follow it with four bars of Chuck Berry or
Jeff Beck. Or vice versa. You rarely go all the way out in one direc-
tion without doubling back.

THOMPSON: I don’t think about it. It's part of the vocabulary I
use. I wouldn’t compare myself to a jazz musician in terms of
ability, but a jazz musician would play eight bars of a tune fairly
diatonically or chromatically, and then eight bars of blues runs
around the same chords. It just gives it a different flavor, and
sometimes it helps with the tension of the music. If you're
building a solo, tension’s very important—in the sense of the
notes you leave out and the notes you work around. You want
to take different scales and sometimes use a lot of different ele-
ments to achieve the desired effect.

MUSICIAN: Let’s look at “Love In A Faithless Country.” It's a
rare song because it maintains a sense of dread—Iyrically and
mustcally—without tipping over into corny monster movie
music. It’s not a version of something like “Thriller,” it really is
the thing. Dylan talks about how hard it is, when you realize

DARING TO REMEMBER

’m interested in the stuff,” Richard Thompson sighs when

asked about his equipment. “But [ can’t always remember.

‘What model AMS was it out of fifty different models?’ I don’t

know!” From what we reconstructed under hypnosis, Thomp-

son plays a stock ’58 Stratocaster, a ’56 Telecaster and a Mar-
tin 00018. He played a Fender 12-string electric on “Dead Man’s
Handle,” but his real enthusiasm is for his pal Danny Ferrington’s
prototypical new thin-bodied acoustic, marketed as the Kramer
Ferrington, which Richard uses onstage and used in the studio for
the two acoustic tunes on Daring Adventures. “The body’s about
two inches deep,” Thompson explains, “but it’s acoustic. It's
shaped like a Telecaster or Stratocaster. It comes acoustic/electric
now, but it’s basically a very quiet acoustic guitar that fits in an elec-
tric guitar case. It’s a little quiet because it’s so small, but it sounds
great. One way of looking at it is as an acoustic guitar for electric
guitar players, but [ think it’s a very versatile guitar—the first of its
kind.” Richard is pretty sure he uses Ernie Ball strings and Fender
amps.
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“If the twentieth century disappeared would we be able to stand
the change of pace? The age we live in may be terrble,
but we have to live in it. For me it sets up an endless conflict
between wanting to be in the now and wanting to be out of it.”

you're writing a song that opens new ground, to stay right on the
track and complete the song without losing the trail, without tak-
ing an easy way out, slipping back into a familiar style.
THOMPSON: That’s a song that started with the lyric being re-
cited. It’s a recitational lyric. There’s a great traditional Scot-
tish singer named Jeannie Robinson who used to occasionally
recite songs. They’re more like poems or folk tales, meant to
be recited in a very lilting way. I used to love that, and I heard
this song that way—lilted: “Always move in pairs...” The song
doesn’t have areal tune and it couldn’t take a real tune. There’d
be too much movement. It has to almost drone in a hypnotic
way. The lyrics impose some real limitations on the instrumen-
tation and melody. The melody has to be real simple. The har-
mony, to my ear, has to be atonal and monotone to achieve the
effect. It’s either got to be that or it’s got to be Schonberg, it’s
got to be twelve-tone where every interval you sing is com-
pletely weird. But then I think you'd lose the impact of the
lyric. I think that happens in classical music a lot—the lyric be-
comes indistinct. [Smules] This is one of the advantages popu-
lar music has over classical music, for my money.

MUSICIAN: [#’s interesting how you keep the song on that omin-
ous track. Even the jokes—the double entendre “always keep
your tools well out of sight”—don’t break the dark mood.
THOMPSON: The humor is very displaced. It’s all jarred and
jagged because the character’s psyche is jarred and jagged. |
appreciate very much what Dylan says and I wish I could do
what he’s saying. It’s difficult. I think it’s true of this sort of
song in the sense that it was hard to not compromise the song,
it was hard to not turn it into something more acceptable, more
forgiving. It’s hard to leave it out there as a statement of some-
thing that’s really unpleasant. The temptation is to round it off
in some sense, to homogenize it. That was the hard thing.
That’s a frightening song for me.

MUSICIAN: That’s an extreme example, but a lot of your songs
have images of soldiers and guns. Even some of your prettiest
songs—"“Devonside,” “How Can I Ever Be Simple Again?”"—
are set against that background.

THOMPSON: Sometimes the effect of a love song is stronger
through contrast, against a really ravaged background. You
could write a song about a prostitute who’s forty-five years old
and totally ravaged—but who has something about her that
keeps you spellbound in spite of what she is and what she looks
like. There’s something very moving about that. Rather than
just “She’s the most beautiful wornan in the world.” I think
what’s also effective is a pastoral song, a song about the natural
simplicity of beauty. “How Will I Ever Be Simple” is a song of
contrast—it’s about the confusion in a man’s mind between his
life and the terrible experiences life shows him, and what he
sees in this girl—a real pastoral simplicity. She’s a figure from
Christopher Marlowe or something—she’s out of the past.
He’s confused by her innocence and her reality. He’s very com-
plicated but he yearns for her simplicity.

Whether he could stand it if he had it is another matter. If the
twentieth century disappeared would we really be able to stand
the change of pace? Could we unplug and slow down? Trying to
unplug and slow down occasionally is a very disturbing experi-
ence. If you say, “I'm going to get out of the city and live on the

100

farm for a few years with no electricity,” that can be a hard ex-
perience—you feel like you're missing the age you live in. The
age we live in may be terrible, but we have to live in it. And for
me it does set up an endless conflict between wanting to be in
the now and wanting to be out of it. It’s a strange thing. It's
twentieth-century fever.

MUSICIAN: You went through a period of withdrawal and
spiritual reassessment, quit the music business and came back.
Do you feel that period of withdrawal was necessary to the work
you're doing now?

THOMPSON: [ don’t know if it was really a period of withdrawal.
I didn’t want to play music for a while. For me it was real bene-
ficial ‘cause I realized some of the reasons I did play music and
why it was so important to me. It was something I needed to
do. I need to express things through music and communicate.
Soit was really nice to have that time. I mean, I was still playing
music, but I wasn’t touring. It was probably a couple of years,
three years.

The thing is, I really enjoy playing. I'm one of the three
people who enjoys touring; I really like playing live and I like
making records. So to do these things is not a burden or some-
thing. And I have to keep earning money to pay the child sup-
port.

MUSICIAN: The songs on Daring Adventures are very straight-
forward, unlike many of the songs on the two albums before it.
For instance, “A Poison Heart And A Tiwisted Memory” had a
Jaunty feel, like grandpa on St. Patrick’s Day, married to a very
depressing lyric. The irony is nice, but it keeps the listener at a bit
of a distance.

THOMPSON: We may have a different perspective. What to you
sounds like your grandfather on St. Patrick’s Day to me sounds
like rock 'n’ roll. It sounds heavy and aggressive to me. But |
appreciate what you're saying. The music [ like playing is
somewhere between traditional music and rock 'n’ roll. It’s just
what I like to hear.

MUSICIAN: “Little Blue Number,” on the last album, took a shot
at fashion-hounds, but it was nothing compared to “A Bone
Through Her Nose.” Everyone loves the line, “Her boyfriend
plays in Scritti Politts.”

THOMPSON: | haven’t been sued yet. “A Bone Through Her
Nose” is about a certain breed of English girl who comes from
a fairly good family, gets out of school at about eighteen and has
a couple of years of token rebellion. She becomes a social sort
of anarchistic animal, extremely fashion-conscious in the most
downbeat possible way. Then, at about twenty-two or twenty-
three, it’s time to get married. So she marries Henry who has
a very nice house in Smith Square and a charming manor house
in Berkshire. They’ve got dogs and a couple of horses. It's
frightfully good. Yet in their rebellious time some of these sorts
become quite serious media figures and spokespersons for
their generation and stuff. Andit’s all a total sham.

MUSICIAN: Am [ right in saying that though you are no longer
involved in the Sufi fundamentalist sect of the mid-70s, you are
still @ Muslim?

THOMPSON: That’s fair enough.

MUSICIAN: But you had no moment of conversion?
THOMPSON: No, I think that you are who you are. I've always
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been me somehow, and if 'm a Muslim
then I always was. That’s who I see my-
self as and [ always was that. I think [ was
always moving in the right direction, ac-
tually. Since I was a teenager, anyway,
I’ve always wanted to get further into the
right direction. I kind of recognized that
that’s who I was, and those were the
people with whom I felt empathy. It's
more recognition.

MUSICIAN: An awful lot of your songs—
“Man In Need,” “When The Spell Is Bro-
ken”—imply that the world is a dark
place, and you can have moments of hap-
piness, but ultimately we come in alone
and go out alone.

THOMPSON: Absolutely. We come in
alone and go out alone. But does this
make it a dark place? I don’t think it’s
dark and I don’t think it’s depressing. 1
think I write a lot of songs about the folly
of possession, about trying to possess
the world. If you want to possess the
world or possess people then the world
will be a dark depressing place—it will be
a disaster.

MUSICIAN: If you can get yourself to a
pure enough state to accept that you cannot
possess things or places or people—doesn’t
it leave you awfully disconnected? What
do you hook onto?

THOMPSON: You can enjoy things with-
out possessing them. Some of these
songs might be directed toward myself;
P’m trying to tell myself something.
MUSICIAN: Do you mistrust good fortune?
THOMPSON: No, not at all. [ really don’t.
I enjoy good fortune most of the time. |
probably have to stop myself getting into
a frame of mind in the music business
where | see myself at a certain level. |
could kind of get used to being on the
edge of the music business. I'm always
saying to people, “Here we are down
here and there’s those guys up there.” |
tend to look at the music business in
terms of monetary status, which [ wish I
didn’t do. ’Cause that’s stupid. But that’s
life, and change is uncomfortable. And
good fortune is much harder to handle
than bad fortune. M
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NEW
CHRISSIE’S 20/20 HYNDE-SIGHT



oddammit! Chrissie Hynde

collapses into her chair and

commences staring deject-
edly atthe fioor. Cradling her Telecaster
in her arm, she ignores the members
of her band standirg before her, poised
fo launcn into the next number. It's the
first day of rehearsals for the new'Pre-
tenders line-up, and it's hard to tell just
who or what has ticked her off. They've
just finished working through a rendition

of “Tradition Of Love” from the new
album, Get Close. It's a modal, raga-
esque rocker that recalls the Rolling
Stones filtered through the Mahavishnu
Orchestra. Already their ensemble
playing manages the neat trick of seem-
ing both tight and fluid simultaneously;
these guys already sound like veterans.
Which, of course, they are. Lanky,
dreadiocked T.M. Stevens has played
with everyone from Bob Geldof to the

atorementioned Mahavishnu. His
meaty, pick 'n’ slap lines are both rhyth-
mically supportive and melodically
inventive—a damn neat trick for any
bass player. Good-natured and diminu-
tive, drummer Blair Cunningham offers
deceptively simple, rock-steady sup-
port coupled with incredin:e versatility.
“He's amazingly consistent,” offers
guitarist Robbie Mcintosh, shaking his
head in bemused admiration. “Toss




Robbie McIntosh was encouraged to step out.

three tempo changes at him, and he’ll remember each one of
them flawlessly the next day.” As the youngest of nine
brothers, all drummers, you could say it’s in his blood. “Ten,
actually,” Blair corrects me. “My oldest brother, Carl, was
Otis Redding’s drummer. He went down in the same plane
crash.”

On synths and keyboards, the redoubtable Bernie Worrell
serves up the same multidimensional colorations that vitalized
the P-Funk mob and David Byrne’s expanding Head band. Fi-

A killer band; a remarkable album. So what’s bugging Ms.
Hynde? There is, of course, the matter of Martin Chambers’
absence. The original Pretenders drummer had soldiered on
after the dismissal and subsequent drug-related death of bass-
ist Pete Farndon, and the similar demise of guitarist Honey-
man-Scott. But by the time the reconstituted band (with bass-
ist Malcolm Foster) played Live Aid, Chrissie knew something
wasn’t meshing. Things came to a head on the first day of the
new album’s recording session in Bearsville. Streetwise and
straightforward, producer Jimmy lovine and mixmaster Bob
Clearmountain pulled Hynde aside and confirmed what she al-
ready knew in her gut: The rhythm section was just not cutting
it. A number of session players were brought in. Eventually
the split became permanent. Everyone agrees that Chambers
handled it well. “Just don’t make it seem we’re saying anything
negative about Martin,” pleads Hynde. “It really wasn’t like
that. He’s a great musician and still one of my best friends. But
the feel | was looking for just wasn’t there.” With this legacy of
death and dismissals, a little negative nostalgia would be under-
standable. But no, there’s something else astir here.

Hynde is suddenly on her feet. Distracted and tense, she
nervously runs her hands through her hair. “It isn’t fair,” she
blurts—her voice racked with genuine anguish and frustration.
“My little girl is going to her first dress-up party tonight. She’s
dressed as a fairy princess...and I know I should be there with
her. Not off wasting time at photo sessions, and going to re-
hearsals and... goddammit!”

MUSICIAN: The first thing I thought when I heard Get Close
was, “She’s letting those guys really play.” It occurred to me what
a strange thing that is because the whole punk ethic—even though
it was ten years ago, theve’s still this thing hanging in the air that
anyone who plays more than eight bars of anything is being self-
induligent.

HYNDE: Well, lots of times they are.

MUSICIAN: Was there any more structure, or less structure, to the
arrvangements on this album? In terms of drumming and guitar
playing, the players are allowed a lot of room to move.

HYNDE: Well, Robbie is a great, great guitar player. The bass

" realized thé band just didn’t have the feel when we couldn’t
go from a big arena to a club. It happens to a lot of bands, but
| didn’t want it to happen to me!”

nally, there’s Mclntosh, the only holdover from the Pretend-
ers’ previous incarnation. The late, lamented Jim Honeyman-
Scott had lobbied to have Robbie added to the band as a second
guitarist. When the former succumbed to a drug overdose,
MclIntosh became his friend’s reluctant replacement. On
1984’s Learning To Craw! the new guitarist proved his mettle,
paralleling Scott’s chiming, melodic playing while adding his
own bite and grit to the formula.

But it’s on Get Close that McIntosh comes fully into his own,
dominating the album musically and carving a niche for himself
next to the premiere guitar stylist of the day. Tastefully filtered
through chorus, compressors and an ancient wah-wah pedal,
his stinging, blues-drenched modalisms get stretched and
pulled into other dimensions like some bizarre aural taffy. The
result is akin to liquid fire; it’s oddly reassuring to find someone
taking up the gauntlet of improvisation that was more or less
abandoned in the wake of punk’s visceral reactions against in-
dulgent guitar noodlings.
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player and drummer we had before were very good but they
weren't giving Robbie... Robbie had to concentrate a little bit
more on holding the rhythm section together. He couldn’t
stretch himself as much as | would have liked. I’'m a real guitar
fan and I always like to think it’s a guitar-based band—or at
least it always has been.

We were gonna do a warm-up rehearsal for Live Aid in a
club. At this little rehearsal someone suggested why don’t we
do a gig here tonight, do a set in the club? We hadn’t played for
like six months, or even longer. We asked the band there if we
could go on and do a set before them; they were cool about
that. Since we were in a club, | said, “Let’s try a couple of
things more like a club set”; we had come from playing places
like Madison Square Garden, that size. There was one song
called “Soul Of The Man,” the B-side of Fontella Bass’ “Res-
cue Me” single, a very bluesy thing. Robbie’s like a real blues
player. | always have to steer him away from playing blues on
everything. He’s the guy at a party who ends up at five in the



morning looking through the album collection and pulling out all
the Chuck Berry records. He’s like just a guitar bore. If I leave
the studio for ten minutes to go to the toilet, I come back and
it’s “the blues, ” y’know? I'm like, “I can’t trust you for ten min-
utes!” So this day I said, “How about let’s do a blues song?”
"Cause we’re in a club, why not? So Robbie was wailing away,
and that day [ realized that this band just didn’t have the feel.
We couldn’t transpose our thing from a great big arena to a
club! I guess it happens to a lot of bands, but I didn't want it to
happen to me! I thought we were gonna lose a lot of feel and
skill if we couldn’t do that. It really stuck in my head, that inci-
dent. After we got through the first verse I said, “Cut! Let’s
just go through our set.” I didn’t say any more about it. But I
could tell that feel wasn’t there.

Over the next few months I tried to write some songs. We
went in with Steve Lillywhite and began to record a song.
Something wasn’t there. I was about to have ababy, sol wasn’t
all there either. Fortunately Jim [Kerr] was there and I could
talk to him about it, though it probably drove him crazy. It really
bothered me. I never really got the band back on the rails.
When Jimmy Scott...A band isn’t just four great players. It’s

Ex-P-Funkateer and Head keysman Bernie Worrell

this balance thing, it’s astrological; whatever it is, there’s
something magical, and once you replace someone everything
changes. Once you replace two people it’s a different tune,
nearly! So not only did I have to replace Pete Farndon, it was
just—the mind boggles at the magnitude of this, to get this
thing back together. I think I've got something together now,
but now if someone joins the band I say, “Hey, do you want to
play with me for the next year?” Otherwise people would be
too frightened. I'm not superstitious, but....

MUSICIAN: What wasn’t there?

HYNDE: Feel. Not only that, there wasn't a certain kind of
passion. Too much passion is obviously a bad thing; we won’t
get into the finer points of that. There was enthusiasm, every-
one was into the trip. So would 10,000 other guys in the same

situation. But whatever it was—I'm probably very bossy and
aggressive—I am!—but I've also got a certain something to
offer. But I need this feedback; there has to be this band thing
going, and it wasn’t happening. Robbie’s a very quiet personal-
ity. Martin was a more quiet personality. Pete and Jimmy were
the real crazy ones. So I ended up with all these quiet per-
sonalities and it was like [sno7es]. The vibe was gone.
MUSICIAN: [ always got the feeling that Martin and Jimmy were
really close mates. I wonder if that made it more difficult for Mar-
tin afterward.

HYNDE: They kept Martin in line. I don’t want to sound like I'm
criticizing Martin, but if Martin would have gone to the
keyboard and started playing one of his own songs, Jimmy and
Pete would have both spontaneously gotten up and walked out
of the room. They were actually mean to him, they were like
sadistic schoolboys. Even if we were on television, if Martin
started to explain something they’d both get up and walk off.
Or if Martin started to talk to them, they’d cut him off. Once
Pete and Jimmy were out of the picture, Martin started writing
his own songs, trying to work on his own stuff and get his
keyboards. If Jimmy had still been around it just wouldn’t have
happened, they wouldn’t have tolerated that. Again, it was this
balanced situation that kept everyone in line. Like Jimmy
brought the melody out of me ’cause I was very punky. I force
guitar players into another direction than their natural bents. It
was already getting out of whack with Pete and that’s why we
fired Pete. I thought we could’ve gotten it on the rails if we’'d
audition someone. I didn’t realize that Martin was the weak link
at this point because the Pete thing was so upfront. Of course,
after you tour for six months any band’s going to start sounding
great. You get your chops together and you're in stride, playing
the same songs every night.

As I was leaving Live Aid I saw this guy walk in front of me
with this real old Pretenders badge on. I thought, “That’s
pretty cool.” He tumed around, saw me and went
[breathlessly], “Wow!” He was knocked out to see me and I was
like, “Hello?” He said, “You’re my favorite!” and I was like,
“Oh, great! What do you do?” He goes, “I'm a drummer. [ was
playing tonight.” There was something so immediate about
him, so warm and friendly and rock 'n’ roll. I said, “Well, we
must get together sometime.” Somewhere it was already in
my head that [ needed to try something with some other
people. I'm not a guitar player who can just go and jam with
other people. I only play my three chords to write songs. Since
I'd been in the Pretenders I'd never been in that situation with
musicians where I've gotta play my guitar to show someone
how it goes. 'Cause I'm shy about my inability to really express
myself that way, so I've gotten even worse and lazier.

Well, this guy’s name was Steve Jordan and he lived in New
York. When I came to New York I called him and said, “What
are you doin’? Meet me in this coffee shop.” Bang! Twenty
minutes later he was there. Steve took me on the subway—I'd
never been on the subway in New York—over to his place. It
was all so exciting for me, it made me feel young again! I was
kinda riveted by this guy’s whole thing. He said, “Let’s get to-
gether, we’ll have a blow, I've got this friend. ” It was this other
kid named Charlie Drake—when I say “kid,” he was like
twenty years old, playing bass. I kind of hogged the show be-
cause I can't follow anyone else, so I was playing all these old
songs. Well, these guys were huge fans of mine! I forget that
someone out there has that relationship with me; I'm on my
own little insulated trip. So I was playing and I could tell they
were really diggin’ it. It was fun! I said to them, “You guys are
fantastic together. Why aren’t you in aband?” They said, “Well,
because we’ve been waiting for you.” And I don’t even know
these guys! But somewhere I really believed they meant that.
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I played with them for a couple of days. I would go back to my
room and start writing songs, and [ was all excited.

After the party was over I went back to England, got rehear-
sals booked, went in to work with the band, everyone showed
up, we played—it was crap! There was no vibe. Then I started
getting depressed again, thinking, “Wow, I'm not inspired, I've
lost it.” In the next few months I cancelled our rehearsals and
went back to New York: “Hi, remember me?” Back down play-
ing with those guys: a few joints, a lotta laughs. Then I'd go
home and write a song, ’cause [ was vibed up. It made me feel
like I was getting a band together. They were both sitting
there, wondering, “Well?” They would have joined me, 1 know.
But...I thought about it: “Look, I've got a band, what am I
doing? I'm losing my marbles, or what?” Plus every time [
make one of these moves ['ve got nannies and kids and all this;
it’s not like I've got just an overnight bag, like in the old days.
Every move is a major upheaval.

So I went back with my songs, worked ’em out with the
band, really tried to get the thing together, thought it was
pretty good and went into the studio. We recorded “Room Full
Of Mirrors.” When we went into the studio to do “When I
Change My Life,” no one seemed to have any vision or particu-
lar input. This had happened when we were in the studio with
Chris Thomas as well. He used to say to me when he dropped
me off at night, “I’'m doing all the work! No one has any ideas!”
That’s why with this new record I wanted to just see where |
stood. It’s one thing if you can go onstage and because you're
such a famous superstar you can get away with anything. But
can you actually be great just sitting on a stool playing guitar

T.M. Stevens: Mahavishnu meets Geldof.

and singing? Can you hold anyone’s attention? I don’t know if |
can. [ wanted to work out what my strengths and weaknesses
are. I don’t want Chris Thomas to wheel me out on a stretcher
again. [ just felt, time for a change.

[ met Jimmy [ovine through Jim Kerr. Jim had told Jimmy,
“Chrissie’s not gonna work with Steve Lillywhite. She’s still
not sure what she’s gonna do.” We met when Jimmy was in
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London. He talked to me for a long time; in fact, he was like a
psychiatrist or something. It would have never occurred to me
that he could be interested in working with me because [
seemed so out of touch, I didn’t know what [ was doing with my
band. But as he was leaving, I said, “Well, anyway, when I do
go ahead and make an album, would you be interested in work-
ing with me?” He goes, “You name the time and place, and I'm
there.” That always blows my mind, that people are into it. So
twelve hours later, the phone rings. “Hi, it’s Jimmy! [ just got
to New York.” This happened every single day after that.
“How are the songs?” It became this force in my life that came
in and picked me up. He'd say, “How are the songs?” I'd say,
“Songs? Oh, I haven’t thought about that.” He’s going, “You
know, songs ’cause you're a songwriter. You know when you
write your occupation on a passport, you put ‘songwriter.’
That’s what you do!” And he just called me every day.

The first day in the studio we put everything down in demo
form and listened back to it. I kept looking over to see the reac-
tions of the guys and they were just...listening. [ was thinking,
“Oh my god,” it was becoming a nightmare for me. Because |
was so proud of my band; the Pretenders had always been such
a vibey great band, and [ could tell that these guys—there was
no vibe! I was like, “Fuck me! This is terrible!” Jimmy took me
aside and said, “We’re in trouble. We can make a good album
with this; we’re not going to make a great album here.” I said,
“Look, pal, start earnin’ your money. See you tomorrow.” And
Ijust walked out. I threw the towel in and just gave it to Jimmy.
That was the great thing about Jimmy: If there was a problem,
“you fix it"—and it’s done! The next day he met with them and
said, “We're gonna try some other musicians.” He got on the
phone, we got some people down, we made the rest of the
album. We spent only twelve weeks in the studio.

MUSICIAN: Can you point to a song that changed through the re-
lationship between you and Jimmy Iovine?

HYNDE: “When I Change My Life.” We had tried to do it with
Steve Lillywhite; I tried to do it different ways. [t was a song
we had from our second album, it was that old. But it was too
much like “Birds Of Paradise”; no one wanted to touch it. [f
someone doesn’t particularly like something, that’s it, [ won’t
mention it again because I'm not that confident about what [ do
most of the time. We've been trying to do this song different
ways for years. We tried this crazy Otis-Redding-goes-punk
version of “When | Change My Life,” which Jimmy heard. He
can't handle anything that’s weird. He goes, “Hang on, wait a
minute.” I said, “Look, I'll show the guys how it goes.” So | sat
down, got a guitar and played the whole song. Jimmy looks
over and says, “Do it exactly like that! The whole thing re-
volves around the acoustic guitar; that’s the sound.” We went
out and recorded it in twenty minutes. We did the whole thing
once live, with the vocal. We came in, listened to it, and it
sounded amazing. [ went back and double-tracked the vocal;
that took five minutes. The vocal you hear is just me doing it
twice in a row, with maybe one patch. Robbie did one guitar
overdub. The keyboard player Wix sprinkled some fairy dust
onit. And that was it. In twenty minutes we had this song that
sounds like this huge production. At this point I felt I connected
with Jimmy.

MUSICIAN: One of the songs on the album that hits strongest is
“How Much Did You Get For Your Soul?”

HYNDE: [ was a product of the 1960s. I used to get Ramparts
magazine. Hello, Eldridge Cleaver! James Baldwin, are you
out there? Anyone heard of Martin Luther King? There are no
leaders today. Or maybe there are and I'm out of touch because
I'm not interested in politics. But nobody can stand up. Why
would someone who sold more records than anyone in history
get up after not saying anything for three years and say, “I'd



like to thank Mr. Enrico for giving me the honor of representing
Pepsi-Cola for the next three years, thank you,” and leave?
MUSICIAN: Buiyou know the answer to that. You can be a multi-
millionaire and feel like you'll never have enough money.
HYNDE: But on this song, although I'm talking about an Amer-
ican problem on the face of it, and a black problem on the face
of it.... Say you’re writing a song about your addiction to he-
roin: Instead you say, “I've been loving you so long I can’t stop
now,” and try to make it look like it’s about a woman, ’cause it’s
a little bit more palatable. “How Much Did You Get For Your
Soul?” is about a spiritual problem, and that’s all it’s about. Ac-
tually, the story of this song is very much like Europe opposed
to America. The English will knock Americans alot, but open a
McDonald’s in a corner and they flock there. So this is not a
question of black and white, it’s not a question of America. [
know I'm going to take some stick because people will say,
“Well, what about Michael Jackson, blah blah blah.” This is a
spiritual problem. “Take the money and run”: where, why,
how, for what? At the moment nobody’s saying anything that I
can tell, and it really annoys me. The 60s might have been
silly—I thought it was pretty far out at the time—but at least
people were talking about all sorts of subversive things. I
mean, Country Joe & the Fish: “When your boy comes home
in a box.” People don’t say things like that anymore.
MUSICIAN: Literally they don’t. But I think something different
1 happening. Now when I looked at the lyrics on this album—
and I don’t think you did this consciously—the whole thing has
an inner order to it that I think your basic self or unconscious put
together. Do you realize that four of these songs have moon imag-
ery in them?

HYNDE: I didn’t, but somebody else mentioned that, and I don’t
know what it means anyway.

MUSICIAN: And “Room Full Of Mirrors”—the moon is a mir-
rov, that's archetypal imagery—ends the album. The moon is the
archetypal feminine in all of us. You're somebody that—obvi-
ously your personality comes across as brash. ..

HYNDE: | don’t like to come across as brash.

MUSICIAN: But that's the point. You don’t like to, and the other
part comes across in the unconscious. All this moon imagery is
quite extraordinary, and the ocean, which is a symbol of the un-
conscious, is always with it too. It's like a striving for wholeness,
the other part of the self coming out to say—

HYNDE: [ don’t even want to hear all this, because I think it’s
gonna make me self-conscious about my writing in the future.
This is certainly reading a lot into it. I mean, it could be right,
but it’s like astrological. It’s not—

Drummer Blair Cunningham: from Memphis to Haircut 100

thought it was just phenomenal. She’s the worst singer you’ve
heard in your life. [ know she thinks her voice is brilliant, which
1s a delightful thing about her. I tracked her down. She’s living
an a commune called East Wind Community in Missouri, mak-
ing nut butter and hammocks. The people around her didn’t
even know she plaved or wrote. I said, “Look, would you come
out to San Francisce? You can record all the rest of your songs.
I'm gonna get you a ticket and fly you out, I've booked a studio,
vou can hang out with us, whatever you want.” She said,
“Great.” [ was on the road and I called her about five days later
than [ said I would. I said, “I'm sorry, I've been really busy.
Everything’s set.” She said, “Oh, I've already made my plans
tfor next week. | can’t change my plans now.” I said, “Oh,
okay.” So [ sent her a few hundred dollars and she said she’d
record stuff. She sent me those tapes; they weren'’t very well
recorded. But that was her attitude. I had to publish her be-
cause she wasn't published. It was the hardest song for us to

“A woman’s strength is in her chastity, and a man’s weakness
is his pride. Sometimes | wish | had more of an ego to fire me

up and get me out there.”

MUSICIAN: But look at the songs you picked that weren’t yours.
Both of them have moon imagery. Now I' m saying you didn’t con-
sciously do that. If you talk about it too much you lose it. Why did
you pick “Hymn To Her”? Who is the songwriter Meg Keene?

HYNDE: She’s someone | went to high school with. She was the
oddball of the school. I was very friendly with her and a few
other people; we had our own little circle. She played piano and
was very jazz-oriented. She was quite an amazing person, ac-
tually. I hadn’t seen her for like fifteen years, but [ bumped into
someone in San Francisco who was in that circle of friends, and
she gave me this tape of her songs. I listened to the tape and

record because it was so oft-the-wall; there’s no time signa-
ture. She’s got some other songs that are amazing. Annie Len-
nox heardit and said, “That’s the best songwriting I've heard.”
MUSICIAN: There’s a part of you that knows what this imagery is
about. You can’t always think it out. But if it appears that much,
and a lot of these images mean the same thing on a deep level to
everybody, and your songwriting reaches a lot of people, some-
thing in you is tapping something universal. What the moon gen-
erally stands for is the feminine aspect, the receptive, calm, loving
aspect. Does that make sense?

HYNDE: I'm not gonna go into that. [ don’t want to talk about
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FOLLOWING THE BOSS’ ORDERS

obbie McIntosh says, “l wind up usually acting as Chris-
sie’s musical translator for the band. She’ll often say some-
thing like ‘I want the solo to be eight bars long,’ but she
doesn’t really know what a bar is.” He claims that Hynde
encouraged him to step out more on Get Close. “I don’t
think there’s anything excessive about anybody’s playing on this
album,” MclIntosh says. “It’s loose, but it suits the mood and the
material.” He agrees that Hynde often has to nudge him out of his
natural tendency to play the blues, which partly explains his use of
the relatively unfashionable wah-wah pedal on the album. “It's a
Vox Crybaby, just like Hendrix used,” Mclntosh explains. “They
can be very expressive if used tastefully—like a moving parametric
eq. They've been ignored for too many years now.” Robbie cites a
number of 60s superstars including Clapton, Hendrix, George Har-
rison, Pete Townshend and Jeff Beck as seminal influences. “lused
a Gretsch Country Gentleman on the solo on the single ‘Don't Get
Me Wrong’ in order to get that Beatles feel. It's sharp but quite
breathy.” His weapon of choice at the moment is a '57 Strat supple-
mented by a Roland Chorus Echo and a Yamaha SPX-90 muti-ef-
fects unit. He's quite happy using either Guild or Ernie Ball strings.
Mclntosh confesses that he was torn between his loyalty to the
old Chambers-Foster rhythm section and the fact that he knew
Hynde wanted and needed a different sound. “She was after amore
immediate feel, a deeper groove and more versatility. She told me
she was impressed recently by records by Madonna and Prince.”
Besides his work with the Pretenders, Robbie’s done some ses-
sion work recently on solo albums by both Daryl Hall and Roger
Daltrey. According to MclIntosh, Jimmy lovine and Bob Clear-
mountain were the perfect production team to help the Pretenders
move into a more fluid, less-structured sound. “lovine knows
exactly what he wants, but he doesn’t know exactly how to get it.
So he lets you get on with it, and as soon as he hears something he
wants, he goes, ‘Right, stop!” He’s very impressionistic; he
doesn’t werk the board much. Bob is just the opposite, so they
complement each other. But with Jimmy it’s pure vibe.”
T.M. Stevens “started out playing funk, then moved into jazz-
rock fusion with people like John McLaughlin, Miles and Al Di-
Meola. 1 was called on to play not only melodically, but rhythmically
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as well. With Mahavishnu it was the drummer’s role to play along
with the guitar,” he continues, “while mine was to keep the rhythm
with Shankar’s violin. So [ developed a bass fingerpicking tech-
nique that's a variation on thumb-slapping.” T.M. favors Spector
basses because “the way the knobs are I can dial as much bass or
treble as I need, and also the pickup selector switches rotate, and
they have that high-end pop that’s necessary in today’s music.” He
also utilizes a Ripley five-string bass on the album, “to avoid having
to tune my E-string lower to get those low notes.” Stevens, who's
also played with Billy Squier, Alison Moyet and Bob Geldof, is a
recent convert to LaBella roundwound strings.

Somewhat intimidated by having all those older brother drum-
mers, Blair Cunningham had decided to become an accountant.
“But it didn’t work out,” he sighs. “I had these rhythms inside me
head.” A native of Memphis, Blair has resided in England since
1978, where he has played with bands like Haircut 100 and Echo &
the Bunnymen, “replacing a rhythm box. How low can you get in
this business, huh?” he giggles. And how does he handle Hynde's
legendary non-technical instruction technique? “She canhear it and
see it, but her translations often don't come out very clear...but I
usually click right into what she wants. We were working on a reg-
gae track and she requested ‘less bass, no, lesser than that...one
note. no, uh, two notes.... Act like you have a big spliff and you're
laying back and you've got nothing to worry about.’ It was amaz-
ing,” he chuckles. “But I knew what she wanted.” Blair is a Sonor
drum man, sporting 12-, 13-, 15- and 16-inch toms, 22-inch bass
drum and a 14-inch snare. The five cymbals and high hats are all by
Sabian. “I'm looking for a massive endorsemeiit,” he adds.

Bernie Worrell claims that working with the Pretenders is not
all that different from his assignments with Talking Heads and P-
Funk. “Like David Byrne and Clinton, Jimmy {ovine lets musicians
play whatever they feel. Then afterward he’ll edit whatever he
feels is useful. Often my whole original track would stay.” On Get
Close Worrell depended on his Yamaha DX7, a Roland Jupiter 8, an
Emulator II for sampling horn parts, and a venerable Hammond
organ with what he calls Bob Clearmountain’s “exotic miking set-
up. Bob sets the mikes on the top, bottom and both sides of the
Leslie,” explains Worrell. X

Chrissie plays her Fender Telecaster through a Fender Twin.

LARRY BUSACCA/RETNA LTD
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the meaning of my songs; I never have.

MUSICIAN: The song “Dance!” is a mixed metaphor. Dance is
generally considered as getting out of our linear minds, we're
liberating ourselves. And yet the imagery here is also very dark.
You're talking about politicians, people using a certain mag-
netism which dance symbolizes, but using it wrong, using it to
screw us over. There's an interesting black-against-white tension
in that. I don’t know if it was intended.

HYNDE: | don’t think I have enough time to intend all this,
y’know?

MUSICIAN: You don’t intend from your head. If you sat there and
said, “I'm gonna organize all this, I'm gonna have these images
all work,” it wouldn’t work that way.

HYNDE: I'm hip. I can dig that. You think this is like a coherent
album that really makes sense. This is all news to me.

MUSICIAN: I'll tell you what my self feels, my intuitive. I don’t

know if “My Baby” is about your children, but I think it probably
1s, more than about a lover.

HYNDE: Uh huh.

MUSICIAN: “Baby” is also the baby in yourself—not intended—
new life, something being born. “When I Change My Life”: This
1s what you really think about yourself and your outer personal-
ity: “I'm kind of an awful person, I've got these habits I shouldn’t
have.” But there’s a wish coming from underneath, from the
baby, that you want to be like this. “Light Of The Moon”: What is
the moon? The moon is a part of yourself you need to be in touch
with to complete yourself. The moon is receptive, graceful, not
just female. Then there’s “Dance!”: Dancing is an activity of the

moon part of the self, not of the mind. Then you get" Tradition Of

Love,” with more moon imagery here, and some religious refer-
ences. I think there’s a part of you that’s looking for Eastern reli-

gions and finding it interesting.

HYNDE: I've been into that for twenty years. That’s my thing.
MUSICIAN: On the second side, “Don’t Get Me Wrong,” “I Re-
member You” and “How Much Did You Get For Your Soul?” are
all more looking outward; you're talking to somebody. “Chill
Factor” 1s about an abandoned woman, but what it’s really about
is the abandoned woman in all of us. In “Hymn To Her” you're
trying to listen to that part of yourself where all these songs come
from. The reason you put “Room Full Of Mirrors” last is that the
album is a room full of mirrors. The moon is the ultimate mirror;
it murrors the light of the sun.

HYNDE: Wow, this album sounds like it really works. But it’s
crap. Let me ask you a couple of questions. What do you think
of Prince?

MUSICIAN: [Pause] It takes a lot of courage for any of you people
to become a vehicle for what’s rolling around in the collective un-
conscious. Popular songs can be for a culture what dreams are
for the individual: a deeper self layer sending out symbols. It was
very easy to get lost in Prince’s eroticism. He was working
through something that had to do with the difference between sex
and love, and integrating them. The danger is, when somebody
does that and gets all that attention, it’s very difficult for the ego
not to go “Right!” and take it all in.

HYNDE: Yeah, but they’re men. Women don’t have that kind of
ego. A woman doesn’t have the problem of pride that men
have. A woman’s strength is in her chastity, and a man’s weak-
ness is his pride.

Sometimes I wish I had more of an ego to fire me up and get
me out there. Sometimes it takes a blow to my ego—I don’t
even know if it’s a blow to my ego because it’s very hard for me
to determine what ego is. It’s a very male thing. For example,
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I was going to do The Terry Wogan Show. Normally I would just
go in, wear my usual gear, whatever, and do the show. But
some singles reviews came out and someone happened to
bring one to my attention that was something like, “So the Pre-
tenders are back. So who cares? Her vocals have seen better
days. Besides, I lost all respect for her ever since she could
sleep with a jerk like Jim Kerr.” So initially I thought, “Screw
you!” Then I laughed; I thought, that’s so over the top that you
had to laugh. I know if Jim was there I wouldn’t want him to see
that. I thought, “Hang on, man. That’s my husband you’re talk-
ing about. That’s the father of my child you're talking about.
That’s my goddamn single you're talking about!” I laughed, but
it still pissed me off enough that when I went on to do this show,
rather than just go like I normally would, I thought, “Shit, I'm
really gonna go for this. I'll show those bastards who’s rock 'n’
roll around here, I'll show them who’s rich and successful,
who's in show business.” It woke up my ego. The way I've al-
ways looked at everything I've ever done, since I was a teen-
ager, | thought, “I don’t want to play your game, and I'm not
going to play. But if you're going to force me to play, then I'll
just beat you at it.”

Okay, I've done an album, I know it touches a lot of people,
they get a lot of enjoyment out of it. I can completely relate to
that. I've had the same thing with other artists, who not only
meant a lot to me—I had their pictures on my wall, I thought
about them all the time—they were like my drug, my saviors
at some points. I can certainly dig that. Maybe I'm the vehicle
for the same thing for someone else. But I just don’t want to be
bothered with it too much. I'll make my records, I'll sing the
songs, I'll be in the studio, I'll cry when I'm singing, I'll fire
people, whatever it takes, I'll have my drug problems, what-

ever my thing is. And then, can I just go home and start work
on my next album, or play with my kids, or just do my thing? I
don’t like all the attention. I don’t like being recognized in the
street. I don't like to go to a club and people are looking at me.
I find it a real imposition on my personal freedom. I like
anonymity when I go out. To me, anonymity is freedom in my
life. ’Cause I was twenty-seven before I got onstage. I had
worked out who I was when [ walked down the street, and my
relationship with strangers. Now I don’t have that.

MUSICIAN: Do you think Jim Kerr experiences it a different way?

HYNDE: Absolutely. I den’t think he minds it at all. This is the
thing I've discovered about Jim: I think, “I'm in a band, and
that’s what I do, but that’s not what I am.” But Jim thinks he’s
in a band, that’s what he does, and that’s what he ¢s. When he
works with his band, he moves in with them. I might be an hour
down the road, but he lives with them for two or three weeks.
They make noise, he sits around, he writes, he’s totally ab-
sorbed in it. When he records, he lives with them. I come home
every night and do my thing. I do my work, I get into it, then I
come home. You can’t talk to him the day of a show. He’s totally
there, that’s his whole thing.

At first I couldn’t work it out. Now I realize there isn’t any-
thing in his life outside of that. Everything in his life has to be
part of that Simple Minds experience. I'm not saying it’s not
right. It was a dilemma for me for a while, because my ap-
proach to everything is to look so incredibly casual compared
to him that it almost could be interpreted that I've got no en-
thusiasm. I don’t care. I used to say to him, “I might be in a
band, but that’s not me.” But he was eighteen when he got ina
band. His band lifted his family from their meager surroundings

continued on page 120
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THE HOODOO MAN
PUTS ON THE
ANTI-WAR PAINT

JOHN FOGERTY
Eye Of The Zombie

(Warner Bros.)

reedence was a singles band,

Creedence was a singles

band, Creedence was a singles

band.... That’s a handy mantra
to remember while listening to Eye Of
The Zombie, John Fogerty’s comeback to
a comeback (the heartwarming Center-
field). While not a musical grand slam,
the album has enough line drives—and
even impressive fouls—to mark Fogerty
as one of the most promising players in
the majors.

Granted, “promising” is not an adjec-
tive normally applied to someone of Fo-
gerty’s accomplishment. But this time,
instead of cute pop songs Fogeriy’s
handed us a near-concept album about
the breakdown of law and order. Eye Of
The Zombie even announces its ambition
with a prologue: “Goin’ Back Home” is a
stately neo-spiritual substituting a word-
less synthesized vocal chorus for Fo-
gerty’s trademark yowl. That distinctive
instrument emerges with the title cut,
which seems a poor choice for a single
release, not so much for its oddball sub-
ject matter (a metaphor for terrorism) as
for its tuneless verse and surprisingly
hookfree chorus. The following “Head-
lines” is more like it: Over a Hookerful
boogie rhythm track Fogerty screeches
about the uselessness of information.
Musically, it’s one of the rawest things
released this year on a dependent label;
lyrically, it’s as up to date as today’s
neuroses.

That’s pretty much the pattern
throughout Eye Of The Zombie: Topical




LISA LAARMAN

stomps alternate with less timely pas-
tiches. Among the latter, “Knockin’ On
Your Door” is a spot-the-reference Stax/
Volt tribute that may be too clever for its
own good. The vapid, sexist “Wasn't
That A Woman” comes dangerously
close to filler. But “Violence Is Golden,”
a tract about arms suppliers, compen-
sates with a rancorous vengeance, while
“Soda Pop” attacks music-biz manipula-
tions. There’s the single; its sing-song
chorus (a la “Zanz”—oops, “Vanz Kant
Danz”) is as catchy and mindlessly re-
petitive as the real thing.

“Change In The Weather” focuses
both the drawbacks and benefits of Fo-
gerty’s musical make-up. The song’s
apocalyptic lyric is pure Creedence,
while the minor-third modality and trem-
olo guitar chords recall their version of “1
Heard It Through The Grapevine”
(same key too). So does a colicky guitar
solo whose expressive stuttering in-
stantly puts a generation of fleet-
fingered arrivistes to shame. You've
heard it all before, and it sure sounds
great to hear it again.

Eye Of The Zombie signs off with “Sail
Away,” whose escapist theme (salvation
through UFOs) evokes Fogerty's pret-
tiest singing. It’s a downbeat ending to a
generally downbeat albuni. In terms of
kick power, the flesh-and-blood rhythm
section on Zombie beats the one-man
band on Centerfield; on the other hand,
the received R&B forms and spiky sub-
ject matter here don’t make for particu-
larly commercial fare. But John Fogerty
has always hewn pop to his needs rather
than vice versa, and the result usually
coincides with mass taste. Should Zom-
bie’s idealism strike a common nerve,
that would be as encouraging as Fo-
gerty’s return to action. — Scott Isler

ELVIS COSTELLO
& THE ATTRACTIONS

Blood & Chocolate
(Columbia)

hen Elvis Costello checked

in with the listless Goodbve

Cruel World in 1984, bumn-

out showed its nasty little

face. Worry no more: Just as King Of

America signaled a return to form, the

new Blood & Chocolate “celebrates’ the

fully recharged Elvis, brimming with vit-

riol. It's overwrought and choked with

desperate enmotions, the way you want
his records to be. What fun!

Costello’s gift for capturing the heat of
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the moment has semetimes been under-
cut by a weakness for 100 many clever
words, compounded by stylistic dab-
bling. Not on Blood & Chocolate, a hor-
ror show devoted to the coarser man-
ifestations of romance. Lyrics are often
startlingly, effectively blunt, and even
literary outbursts get the point across.
There’s no synthetic country music, no
fake soul, plenty of primal power.

Abetted by the able Attractions and
ace producer Nick Lowe, Costello has
created his equivalent of Blonde On
Blonde, crafting a series of tragicomic
vignettes that bleed lyrics and melodies
into one gripping whole. “l Hope You're
Happy Now” churns energetically like
the early days, as Elvis snidely com-
ments on an ex’s new lover, who resem-
bles "a matador with his pork sword,
while we all die of laughter.” He mocks
his own hand-wringing by titling one
track “Poor Napoleon"—Costello’s nom
de disque here is Napoleon Dynamite—
while lacing the hushed tune with dire
lines like “You can take the truthful
things you’ve said to ine / And put them
on the head of a pin.” If severity
threatens to crush more functional pop
songs, he's also developed a keen sense
of absurdity. For detaiis, see “The Next
Time 'Round,” a careening tune of shat-
tered romance, in which Costello pre-
dicts, “You'll be someone else’s baby /
But I'll be underground.”

Nick Lowe's sonic textures prove the
perfect gamish, with rough-hewn mixes
equally suited to nice numbers (“Blue
Chair™) and stark ones (“Battered Old
Bird”). He deitly inserts sounds out of
nowhere for dramatic effect, adding echo
and snatches of psychedelic guitar to en-
hance the sprawling energy of ‘“Tokyo
Storm Warning” (Elvis’ “Subterranean
Homes'ck Blues™).

At the center of the action, of course,
stands Costello. With his nagging, ob-
sessive voice, he remains the compelling
bigmouth who sees too much for his own
good and can't keep quiet. Two tracks il-
lustrate El at his best: “Unconplicated,”
hoarse devotion over a chaotic back-

NOW YOU CAN
CAPTURE THE
MAGIC OF
GENESIS WITH
THIS SPECIAL
FREE* OFFER

*Plus $3 00 sﬁlppmq & handling

For alimited time only, you can
receive this special poster of
the incompa:able group,
Genesis...Imagine, a colortul,
high gloss, 18"x24" print that
shows Tony Banks, Phil Collins,
and Mike Rutherford recording
their music on state-of-the-art
SONY DIGITAL AUDIO equip-
ment!

But, best of all, this poster is
FREE! Just mail the coupon
below, along with $3.00 (to
cover shipping and handling)
and allow 4 to 6 weeks for deliv-
ery. But hurry...quantities are
limited!

e —— == ———— o

Sony/Genesis
Poster Offer

P.O. Box 2022
Boston, MA 02118

Please send me my Sony/
Genesis poster. | have enclosed
$3.00 to cover shipping and
handling (Check or money
order only. Payable to Sony/
Genesis Poster Offer.)

Name

Address

City

State Zip

Coupaons must be postmarked
by February 28, 1987.

ONY
THE LEADER IN DIGITAL AUDIO*
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BABATUNDE OLATUNJI *
Dance To The Beat Of

My Drums

with Carlos Santana, and Airto

Here's the premier world-
famous drum master playing
with some aof the hottest
Westerr: musicians, Carlos
Santana, Mickey Hart and
Airto. Babatunde Olatunji’s
"Drums Of Passion” album
was a smash hit and hipped
American ears to the power
of African drums. “Dance To
The Beat Of My Drums” is
world fusion music, produced
by Grateful Dead drummer
Mickey Hart. Highly infec-
tious and great fun.
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KELVYNATOR
Funk It Up

Kelvyn Bell's hot new funk/
rock group, Kelvynator, loaded
this LP with supercharged
funk rhythms, but it's really
streamlined rock and roll.
This New York-based funk is
deep, something your body
and mund will understand.
The 12" dance single is "Furk
It Up” biw "On The One.” Get
funky

—get Kelvynator.

Available on LPs, Cassettes, &

*Compact Discs.

A member df the Aspen Group

116

drop, and “I Want You,” an agonizingly
slow tale of (what else?) faithless love
that finds him leaning into the mike to un-
nerving effect.

To paraphrase a sage, he never does
anything nice and easy—he always does
it nice and rough. Blood And Chocolateis
essential Elvis Costello. — Jon Young

MILES DAVIS

Tutu
(Warner Bros.)

utu is apop album. Tutuis ajazz

album. Wait, you’re both right!

Tutu seems unlikely to pry

many new converts from either
camp, however; today’s popheads show
small patience for modal incongruities,
even those hitched to a sturdy backbeat,
while dyed-in-the-tweed jazzbos still
mourn the good, “old” Miles, like wid-
ows who light votive candles to glimpse
reflections of their virtue.

Well, ’scuse me for livin’, but I like this
album, almost as much as the underrated
Decoy and considerably more than last
year’s You’re Under Arrest. 1 like the jab-
bing funk of “Full Nelson,” the rope-a-
dope reggae of “Don’t Lose Your Mind,”
and especially how the hammering
vamps behind “Splatch” summon the
ghost of “Jack Johnson.” I like Marcus
Miller’s warm orchestrations of “Tutu”
and “Portia,” along with “Backyard
Ritual”’s more convex arrangements by
the much-maligned George Duke. Most-
ly, I like the way these disciples have
crafted svmpathetic canvases for Davis
to plot his darting, impressionistic solos.
The result is that Miles sounds more ex-
pansive here than on any record since his
comeback several years ago.

Tutu has its blemishes; Davis’ pre-
dilection for pop covers is here evi-
denced by a “Perfect Way” that has less
in common with his exquisite “Time
After Time” than the epicene ‘“Human
Nature.” And Davis’ decision to turn
over compositional duties to Marcus Mil-

ler, while inspiring some nicely sculpted
tunes and a more clearly defined pop
sensibility than recent efforts by either,
also sacrifices the startling invention and
pure cojones that have long distin-
guished Miles’ best bands. As his cur-
rent touring ensemble, with saxophonist
Bob Berg and guitarist Robben Ford, is
his most exciting in over a decade, the
omission here seems strange, though
perhaps attributable to Miles and Warner
Brothers’ common desire to make bread
even as they break it. Ironically, Tutu'’s
aesthetic merits far outstrip its commer-
cial promise, as Miles Davis once more
echoes his past without holding himself
hostage to it. How many artists, pop or
jazz, can you say that about? — Mark
Rowland

JAMES BROWN CRAVITY

JAMES BROWN

In The Jungle Groove
(PolyGram)
Gravity
(Scotti Bros.)

ames Brown has been a.Great His-

torical Figure for a while now, but

with the release of In The Jungle

Groove, four sides’ worth of unre-
leased tracks, re-recorded tunes, un-
edited versions of masterpieces etc.,
Brown’s getting the Hemingway treat-
ment, where every grunt the guy ever
huffed out makes it on vinyl. Great for
us. It means that the commercial consid-
erations for releasing a single in 1970—
keeping it fairly short, editing out the
jams, making sure nobody misses the
hooks-—can be ignored in favor of the Al-
mighty Groove. And what grooves these
are, averaging between six and nine min-
utes each, with JB muttering in the back-
ground, exhorting soloists, even stop-
ping the proceedings at one point to give
a discourse over the drums. What
emerges is the greatest funk band of its
time (1969-71), doing what they do best,
which is dispensing rhythm therapy, and
doing it for a long time, too. No qualifica-
tions: this is as good as JB gets.



The days of the record-as-document-
as-art are gone, and Gravity, JB’s follow-
up on his “Living In America” success,
sounds less like JB than someone’s idea
of JB; specifically producer Dan
Hartman. These freeze-dried grooves
could just as easily apply to Robert
Palmer as the Great Wigged One,
though a couple tracks—“Gravity,”
“Turn Me Loose, I'm Dr. Feelgood”—
approximate the sound of an organic
band, and the Master howls appro-
priately. Me, I hope the record does well
enough so he can go into the studio with
his own band, produce his own record,
shoot Stevie Winwood and Alison Moyet
(what are these wimps doing ona JB rec-
ord, huh?), collaborate with Miles Davis,
make lots of money, and retire trium-
phantly. — Peter Watrous

THE HOUSEMARTINS

London 0, Hull 4
(Elektra)

t's hard to know what to make of the

Housemartins. On one level they

seem about as parochial and eccen-

tric as British pop acts come. The
band name is obscure in a typically En-
glish way (a housemartin is similar to the
purple martin, a bird prized by gardeners
for its insect-eating ability) while their
LP title displays the sort of hometown
pride that’s almost incomprehensible on
this side of the Atlantic.

Despite all that, the Housemartins
have assembled a sound that’s amazingly
eclectic and well-polished. Like a lot of
the "‘new innocents” (the Woodentops,
the Mighty Lemon Drops, the Shop As-
sistants), the Housemartins’ approach is
rooted in the folk-based bounce of guitar
pop, but you can also hear bits of surf
music, Four Freshmen harmony, Velvet
Underground dissonance, even traces of
gospel. Moreover, the writing is so sol-
idly melodic that such flourishes merely
flesh out the sound instead of standing in
for content. “Flag Day,” for instance,

meshes a mournful piano accompani-
ment with fervent harmony singing, until
P.d. Heaton’s fluid lead floats off into
gospel embellishment. It’s an inspired
arrangement, but hardly essential to the
song, which would have stood up as eas-
ily with only an acoustic guitar and vocal.
Similarly, the bouncy “Happy Hour” and
the gentle, contemplative “Think For A
Minute” boast the sort of hooks that
would snag a listener regardless of the
arrangement.

But the best thing about this record is
that it's not just another set of pretty
popsongs. Even after you strip away the
bright verses and buoyant refrains, the
Housemartins still have content to
spare, lacing insightful lyrics with unex-
pectedly acrid commentary. Consider
the way “Get Up Off Our Knees” looks
at economics and class with a militancy
that’s made all the more unsettling by its
major-chord optimism, while “Sheep,”
for all its upbeat cheer, proves a scathing
denunciation of social complacency.
Throughout this debut, there’s so much
going on that you’ll continue to find new
treasures in the music long after you've
learned the melodies by heart. How
often does a band offer that?

— J.D. Considine

TIL TUESDAY

Welcome Home
(Epic)

ince few band debuts were as ex-

citing as "Til Tuesday’s last year,

few second albums are as likely

to disappoint. It’s not merely be-

cause nothing here approaches the

dramatic sweep of “Voices Carry”’—

though “What About Love,” this LP’s

sturdy but unspectacular breakout sin-

gle, makes that point clear enough; it’s

more that Welcome Home remains so nar-

rowly confined in terms of musical range

and thematic concerns. Enough listens

to this record, and even the Ramones
sound eclectic.

Most of the credit/blame is naturally

MORE MUSIC
ON COMPACT
DISC

RYKODISC USA

Pickering Wharf, Bldg C-3G COMPACT
Salem MA 01970
617 744 7678 DIGI TAL AUID
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APN 30401

PETER LANG
American Stock

Peter Lang is back! The virtuoso
guitarist first came to prominence

in the early 70s on Takoma Records,
where, along with John Fahey and
Leo Kottke, he popularized
American folk guitar. That trio LP
was a huge hit. AMERICAN STOCK
is an audiophile’s delight. Lang
used a new laser recording process
so the LP is almost 50 minutes long,
a digitally mixed and mastered gem.

APN 3030t

RICHARD TRYTHALL
Solo Piano

Richard Trythall, knows how to
bring out the best of a grand
piano’s sound. There are simil-
arities between the music ol
Richard Trythali and the solo
piano works of jazz figures Keilh
Jarrett and Chick Corea. Trythall
seeks lo involve the heart as well
as the mind with his music. His
composilions are conceived as
if they were improvisations in
which the repetition and expan-
sion ol basic melodic cells give
the feeling of conversation—

a piano soliloquy.

Available on LPs, Cassettes, &
Compact Discs.

A member of the Aspen Croup
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assignable to Aimee Mann, 'Til Tues-
day’s singer, songwriter and raison
d’étre, who here proffers ten new tunes
about ruined loves and emotional crip-
ples. “My sadness for me/ls now sad-
ness for you,” she croons on “No One Is
Watching You Now”—a sentiment which
all too frequently doubles as a world
view. Like early Joni Mitchell, Mann
dotes on her wounds in a suitably confes-
sional manner, but while Mitchell’'s was
the voice of an iconoclast who turned
musical and social convention on its
head, Aimee’s just seems insecure.
Maybe that’s why her vocals veer so
wildly here, from suggestions of Joni
(“Sleeping And Waking”) to Annie Len-
nox (“Lovers’ Day”) to Petula Clark
(“On Sunday”). She is consistently
neurotic, however. “There’s no such
thing as lovers’ day,” she lashes out at
one point. Boo hoo.

Producer Rhett Davies, best known
for coating Roxy Music’s exquisite ven-
eers, is up to his tricks again, which
might be the real problem. This band al-
ready sounded slick; what made it vital
were guitarist Robert Holmes’ surpris-
ing instrumental voicings and Mann’s
quirky songcraft. That’s all been washed
out here in the guise of “polishing” the
band’s sound, and the result is about as
rewarding as a sail in the Sargasso Sea.
There are moments, notably on “Com-
ing Up Close,” when Mann shows the
narrative ability to match her unusually
strong melodic gifts, and hints at the po-
tential this band may yet achieve. But
they ain’t quite home yet.

— Mark Rowland
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JAMES NEWTON

The African Flower
(Blue Note)
Water Mystery

(Gramavision)

et’s get the accolades out of the
way: Newton is the most cre-
ative musician playing the flute
on this continent. He has an

amazing sound—vocal, dark and hu-
mid—and a dazzling technique. But
what’s more impressive is his ability to
mesh so naturally with any background,
tradition or influence without becoming a
chameleon. Whether he’s working with
twentieth-century classical techniques,
as he does on Water Mystery, or elegantly
rearranging the Ellington and Strayhorn
standards of African Flower, you're al-
ways aware of an unusually benevolent
presence.

While Water Mystery convincingly jug-
gles harsh density with fluidity, and fea-
tures outstanding ensemble playing
(especially clarinetist John Carter, who
makes such poetic use of the extremes
of tension and release), African Floweris
perhaps the most mature, balanced rec-
ord Newton has made. Spanning half a
century of Ellington/Strayhorn, it covers
music of playful passion (“Cottontail,”
“Black And Tan Fantasy”), erotic com-
plexity (“Virgin Jungle”) and sublime,
mysterious beauty (“African Flower,”
“Sophisticated Lady,” “Passion Flo-
wer”’). Taking his cue from Ellington the
orchestrator as bandleader, Newton
selects an inspired group of diverse and
powerful personalities—and then in-
spires them. Led by veteran pianist Sir
Roland Hanna, the rhythm section of
drummers Billy Hart and Pheeroan Ak
Laff (alternating takes) and bassist Rick
Rozie kick all the way through, while the
frontline  soloists—Newton, Arthur
Blythe, Jay Hoggard, Olu Dara and John
Blake—exhibit the distinctive approach
of players who would have been viable
contenders for chairs in Ellington bands
of the past. Listen to Olu’s Cootie Will-
iams-like growls, Blythe’s tasteful hom-
age to Hodges on “Passion Flower,”
Newton’s sensitive, close-to-the-mel-
ody solo rendition of “Sophisticated
Lady” or the teeming percussive under-
growth he fashions on “Jungle.” Such
reverie is a true evocation of Ellington
and Strayhorn’s spirit, a tribute that’s re-
spectful but unbowed. — Cliff Tinder

KAZUMI WATANABE
Mobo Splash

(Gramavision)

his hot young Japanese techno-
crat has always been somewhat
of an enigma. He possesses
breathtaking guitar technique,
his fusion is well intentioned, he always
surrounds himself with superior side-
men, and he obviously knows something
about jazz. On the other hand, his playing




REACH "Inside'" AND DISCOVER Matthev Swaet.

e miag spisH ]} "Inside” Matthew Sweet is a debut album with several
KAZIm| wirANABE

] distimct personalities and one very powerful new
signatere. Singer/songwriter/producer/musician Natthev

’ Sweet expraesses his music through nime of the
industry's hottest producers and more than a dezenm

,| special guest artists. The result is eleven razor sharp

! cuts including "Save Time For Me" and "Blue Fools."

is often chilly, calculated, disjointed and
strangely naive.

Take the cryptically titied “Sometimes
We Say Mank.” It starts with a bop-in-
flected melody that’s so insipid it could
be a soundtrack for a youngJapanese boy
walking merrily through the countryside
before stunsbling upon a giant Mothra co- MU BIMIEI ¢ v

coon. Cut to the guitar synthesizer as ’ h |
our tot examines the glowing object ¥ - -

(“Watch out! It's hatching!”). The band !
dissolves away as Kazutoki Umezu Listen to Matthew Sweet.
blasts out a Roscoe Mitchell-like, avant- The music"Inside"1s extraordinary.

| - tv
altissimo, screaming alto solo (“Please (il #K | Bamc BIRI S e nd " Cans att .
Imside

baby Mothra, don’t eat me!”). Then the
happy little melody rears its cuddly head
(“Whoooh, it’s friendly after all”). Is this
biting satire? Is it stupid? Only his
Mothra knows for sure.

If you can’t tell by now, Mobo Splash
tends to incite mixed reactions. | found
myself alternately laughing, in disgust or
delight (the often-brilliant sax solos by
Michael Brecker, Dave Sanborn and
Umezu are much further out than the
usual fusion fare), and shuffling to the al-

Produced by Scott Litt, David Kahne, Stephen Hague, Dave Allen, Mauvhew Sweet
Simon Hanhart, Don Dixon, Alan Tarney, Francois Kevorkian and Ron St. Germd [ |

Columbia,” ® are trademarks of CBS Inc. ® 1986 CBS Inc
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PRETENDERS ...

out of the doldrums of their working-class set-up. He’s the
messiah of his family. Everything he does is channeled through
his family; he does it all for his family. Whereas I left my family
to do my thing. Everything about us is like opposites. He
doesn’t want to exist outside of that, and I only want to exist
outside of that. Everyone he knows he met because of the
band—even me. We met because he was on tour. Whereas no-
body that I know has anything to do with the Pretenders. Meg
Keene probably hasn’t listened to the record.

When people say, “What’s more important: your career or
your family?” that’s like saying, “What’s more important: your
eyesight or your hearing?”” But I think you have a responsibility
to make sure it’s balanced. It’s so easy for a man, because he
doesn’t have that umbilical cord to children, to go off and do his
thing ’cause he knows it’s taking off and he’s going to be a great
father and he'll come back and it’ll be all right. Whereas a
woman has the day-to-day experiences, like nappies and fev-
ers. That’s sort of what “Chill Factor” is talking about. It’s easy
for a guy to go, “Don’t worry, it’s going to be fine,” forgetting
what a woman needs. I'm going through this all the time, these
questions. I think a woman should stay home and take care of
her children. It’s inexcusable for a woman to let her career be-
come that important. On the other hand, I like my thing. I have
to do this because it’s kind of a trip, I've asked for it, I have to
see it through. I know my children aren’t suffering for it be-
cause I've got a set-up where I'm very close to them and they
know exactly what’s going on. Of course, I leave them out of it.
You never see me bringing them on television.

MUSICIAN: You've always kept your life with any of the people

you've been tnvolved with totally out of this.

HYNDE: As much as I can. Okay, Ray Davies—it’s kind of obvi-
ous that there’s some interest there. But I don’t sensationalize
it, just like I don’t talk to the press when someone dies of a
heroin overdose.

MUSICIAN: How do you feel about drugs?

HYNDE: Heroin should be legalized. If you have a drug prob-
lem, you should be able to get it over the counter from a
chemist. Alcohol should be as illegal as heroin. 'm not being
fanatical. If you're addicted to heroin, there’s no point in mak-
ing it unobtainable to a person who’s going to commit a violent
crime to get it. Also, initially that takes a little bit of the curios-
ity value out of it. That’s really why people like myself would
experiment. The main thing is to take the forbidden-fruit as-
pect out of it and face it as a real problem, a health hazard, and
make it not so hard to get hold of.

The point I'm trying to make with heroin, with alcohol, with
anything, is you gotta have something. Look at the world we're
living in. Everything is going too fast. Planes, cars—the whole
thing is completely unnatural, and we don’t have the facility to
cope with it. It’s driving us insane and we don’t even realize
how much we’re out of touch with reality. In America, nobody
goes the whole day without watching television. They're just
being brainwashed. It’s like Muzak; if I'm sitting down to eat
somewhere, I'm still working on some lyrics or a tune. The
minute Muzak goes on, cut! Everything stops; there’s no pro-
cess anymore because I'm being fed.

I would really like to see McDonald’s put out of business. I'd
love to bring down the state. I went to Kent State University
and I haven’t even finished yet. I haven’t gotten my degree;
P'm still going for it, in a way. M

7 SwleGail XS .
Great musicians like Steve Gadd, Jaco Pastorius, and Adrian
Belew have recorded instructional videos that demonstrate
the.styles and techniques that have made them among the most
respected players in music.

You can really see and hear what they do and how they do it.
Aside from learning their secrets you'll also see them apply
their tricks of the trade in performance segments throughout the
tape.

Also have you ever wondered how top synthesizer players

I would like the following tapes:

Y5 BETYACO PASTORIUS MODERN ELECTRIC BASS
($59.95) (includes 24-page book)
MODERN ELECTRIC BASS on Audiocassette
($16.95) (includes book)
RICK DERRINGER SECRETS ($39.95)
JOHN SCOFIELD ON IMPROVISATION ($49.95)
ADRIAN BELEW ELECTRONIC GUITAR ($49.95)
STEVE GADD UP CLOSE ($49.95)
STEVE GADD It /N SESSION ($59.95)

(549.95)

manual)
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_ SYNTHARTS SECRETS OF ANALOG AND DIGI-
TAL SYNTHESIS ($89.95) (120 min., plus 130-page

ual) called "The Secrets Of Analog and Digital Synthesis”
Beginner or pro this tape will help you learn to get any sound
from any synth and even learn to program the DX-7.

Best of all you can watch over and over again taking each
section at your own pace.

To order, simply ask your local music dealer, call us with your
Visa or MasterCard, or use the coupon below.

e e e e e = ————

__ MAX ROACH IN CONCERT/IN SESSION ($49.95)
__ ED THIGPEN ON JAZZ DRUMMING ($49.95)
_ LENNY WHITE IN CLINIC ($39.95)
_ ELVIN JONES A DIFFERENT DRUMMER ($39.95)
_ RICHARD TEE CONTEMPORARY PIANO

Name Age

Address I

City State Zip

Card # Exp. I

Signature I
NY.S. Residents add 814% Sales Tax

“Add $4 00 postage and handling per order in the U.S.. $7.00 for countries outsde the US.
“*For BUdI0 taps or synth book alone add $2.00 postage and handing in the U'S ($3 00

for torexgn countries)

“**For PAL tapes add $6.00 per tape for conversion Costs.

TO ORDER BY PHONE WITH VISA OR MASTERCARD CALL
LOUIS BELLSON THE MUSICAL DRUMMER ° MASTERGARD €A = |
($49.95) (64-page Bellson companion 1_800_342_4500
book—$795)
BILL BRUFORD BILL BRUFORD AND THE BEAT {in NY.S. call 212.924-6624) 1€ VIDES Ine. I
($39.95) Allow 2-4 weeks for delivery 541 Avenue of the Americas, NY, NY 10011



LAKE GENEVA,WI (414) 248-9100

World Radio History




Cyndi Lauper
True Colors (Portrait)_

She’s still pretty unusual, though not al-
ways in the ways we would have wanted.
Covering “What's Going On,” for in-
stance, is a great idea; trying to cop Mar-
vin Gaye’s phrasing, on the other hand,
is not. But though 7rue Colors stumbles
occasionally, it never actually falls, for
the songs exhibit a consistency its pre-
decessor never managed. There’s noth-
ing here quite as giddy as “Giris Just
Want To Have Fun,” but then, thisisn’t a
particularly girlish album, thanks to such
solidly adult fare as “Change Of Heart”
and the title track. Hardly a masterwork,
but an impressive step forward.

Al Jarreau
L Is For Lovgr (Warner Bros.)

Leave it to Nile Rodgers to have finally
figured out how to tap the pop potential
within Jarreau'’s voice. It isn’t simply that
Rodgers reins in the singer’s almost
freakish virtuosity, although that helps;
more to the point, the arrangements
provide both focus and contrast for the
singing, so that the flash bits truly excite.
Best of all, from the EW&F swing of
“Golden Girl” to the Chic-style groove of
the title tune, Rodgers ties the vocals so
closely to the beat that it’s almost impos-
sible not to be captivated.

Marti Jones
Match Game (A&M)

Marti Jones might have been a latter-day
Linda Ronstadt, a fate not to be wished
on anyone. But between Don Dixon’s
deft production and her own solid in-
stincts, Match Game manages to suggest
how great it would have been had Elvis
Costello, Richard Barone or Dwight
Twilley learned to sing as well as they
write. Nor is that simply a matter of
vocal technique, for Jones finds amazing
emotional resonance in her matertal, il-
luminating everything from Costello’s
“Just A Memory” to David Bowie's **Soul
Love.”

Regina
Curiosity (Atlantic)

Regina Richards may claim that her vocal
resemblance to Mrs. Sean Penn is only
coincidence, but you wouldn’t know by
this. It doesn’t hurt to have Stephen
Bray on hand for “Baby Love,” but
otherwise, this queen of the wanna-be’s
is hopelessly hampered by Leslie Ming’s
drab rhythm arrangements. Get into the
groove, girl!

Cameo
Word Up (Atlanta Artists)

Larry Blackmon may borrow some—the
first thirty seconds of “Word Up” quotes
both Frankie Smith’s “Double Dutch Bus”
and Cameo’s own “Single Life”—but
even when you know his sources, he
doesn’t seem derivative. His genuinely
warped vocal perspective helps, but what
ultimately sets him apart is his way with
a rhythm, a quirky, minimalist groove
that’s as inscrutable as it is effective.

General Public
Hand To Mouth (IRS)

Strangely enough, this starts off with
“Come Again,” an ardently Christian
plea for divine intervention that seems
utterly out of character; its religiosity
doesn’t seem shocking so much as the
unflagging optimism. The music here is
energetic in the best Beat tradition, with
buoyant melodies but without the self-
consciousness of All The Rage, so that
even the preachiest lyrics celebrate in-
stead of sermonize.

Fishbone
In Your Face (Columbia)

Yeah, the band’s still something of a car-
toon, but these days it’s more like classic
Tex Avery than Saturday morning kid-
vid. Doubtless part of that has to do with
David Kahne’s crisply confident produc-
tion, but mostly it’s the band’s own
doing. The playing is slick enough to
make every punchline seem deliberate,
while the writing ranges from wry ro-
mance to jokey rage to Prince-styled bal-
lads. Guaranteed to stick in your ears.

Tina Turner
Break Every Rule (Capitol)

The title has got to be a joke, because it’s
hard to imagine how this record could be
any more formulaic. It may be a good for-
mula, but it still leaves Turner sounding
too tied down for the record’s good. De-
spite his MOR instincts, Terry Britten
does a workmanlike job with the first
side. But Mark Knopfler's “Overnight
Sensation” never quite builds beyond its
opening sizzle, while Bryan Adams’
“Back Where You Started” seems
sloppy seconds at best.

Joan Jett
Good Music
_(CBS_AssociaE:d/B]ackhf:art)

After the scattershot approach of Glori-
ous Results Of A Misspent Youth, it’s
great to hear our Joan back on the right
track. Not only are the oldies appropri-
ate, from a surprisingly gritty “Fun, Fun,
Fun” to a joyful, jams-out “Roadrunner,”
but the originals boast the same rock
candy crunch of her best. Just like the
title promises.

Throwing Muses
Throwing Muses (4AD Import)

Finding a band as precocious as this is
rare enough, but what really sets this
Dartmouth-based quartet apart is the
raw-nerved intensity of its material.
Singer Kristin Hersh isn’'t even twenty
yet, and has already mastered both
Marianne Faithfull’'s weary rage and
Patti Smith’s edgy release, a combina-
tion she infuses with an irony that’s any-
thing but adolescent. Add the band’s abil-
ity to balance post-punk rave-ups against
delicate, intentionally pretty ostinati,
and these ten songs turn out to be as ar-
resting as anything you're likely to hear
this year. (Ken Goes, Box 9515, N.
Dartmouth, MA 02747)

The Rainmakers
The Rainmakers (Mercury)

Blue-collar rock for people who think the
working class is a nice idea, but wouldn’t
want to live there.
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Frank Morgan
Lament (Contemporary)

Sprightly, swooping alto by a survivor of
the drug era, who, having spent thirty
years on and off the deep freeze, now
emerges like Riff Van Winkle in the com-
pany of Buster Williams, Cedar Walton
and Billy Higgins for a bright, hard-
swinging update on the classic bebop tra-
dition. Still, for all his clipped precision
and tart elliptical phrasing (“Half Nelson”
anyone?) Leonard Feather must have
been drinking industrial strength Met-
racal to annoint him “the greatest living
alto player.” This will certainly come as a
surprise to Phil Woods, Julius Hemphill,
Benny Carter, Bobby Watson and Don-
ald Harrison, among others. Morgan has
much to offer, but leave us not saddle
him with the next Bird albatross, okay?

Art Farmer/Benny Golson Jazztet

Back To The City (Cont_emporary)

Hey, if we have to have a bebop revival,
let grand lyric masters like Art Farmer
and Benny Golson lead the way. This is
bebop deluxe, not only for the serene
heat of Farmer’s flugelhorn and Golson’s
old-timey/modernist tenor, but for the
quality of the writing, which takes the
raw material of bop’s harmonic struc-
tures and extends them beyond the usual
strings of notes, while engaging the hot,
sensitive rhythm section (Mickey
Tucker, Ray Drummond and Smitty
Smith) in a more orchestral manner. Not
surprisingly, their maturity shines forth
on ballads, like the lovely “From Dream
To Dream”; while the drummer’s fea-
ture “Without Delay” separates the men
from the boys. These are men.

Billie Holiday
At Monterey/1958 (Blackhawk)

A truly frightening aural document that
mingles pain and pleasure in harrowing
proportions. From the low-flying plane
that swoops through your living room on
side one, to the measured regret of “Bil-
lie’s Blues”—her voice cracking yet
never breaking—this is a portrait of an

artist in the twilight between death and
recollection. It is not enough to talk of
past triumphs or to look away and wince;
as “Travlin’ Light” illustrates, Billie’s
most compelling quality was her all-too-
human fragility. Listen if you dare.

Bobby McFerrin
Spontaneous Inventions (Blue Note)

The voice lives! An unprecedented tour
de force for this master of vocalese, re-
corded here with breathtaking clarity
and nary a hint of commercial Miracle
Whip to obscure his singular, unaccom-
panied improvisations—most remarka-
ble on “I Hear Music.” Sounding at times
like a Bach cello suite, a Fender bass, a
breakneck trumpet solo, a feedback
guitar—or all at once—McFerrin is a
genre unto himself, and his collabora-
tions with Hancock, Shorter and (par-
ticularly) Manhattan Transfer and Jon
Hendricks on a delightful “Another Night
In Tunisia” offer hints of anew age of jazz
singing ‘a comin’.’ Say amen.

Steve Coleman & Five Elements
On The Edge Of Tomorrow JMT)
Cassandra Wilson

Point Of View JMT)

Steve Coleman is one of the more singu-
lar thinkers to emerge on the ‘“jazz”
scene in recent years. With his cool,
bulbous alto tone, his circuitous, back-
pedaling improvisations, and his colorful
polyphonic writing (most notably in the
Dave Holland Quintet), Coleman is ex-
tending the jazz tradition while slyly
eluding its bop mainstream. On The
Edge Of Tomorrow would be a crossover
event, if fusion hadn’t already been de-
bauched by vile hacks like Spyro Gyra.
Coleman’s R&B inflections are
genuinely funky, his rhythmic cycles ex-
tend phrases in unusual ways amidst a
swelter of counterpoint and contrasting
tempi, and in Gerri Allen, he has a syn-
thesist who eschews canned corn. Hell,
even his songs are interesting—and
mercifully free of pseudo-spiritual bal-
derdash.

His musical influence is also much in
evidence on vocalist Wilson's Point Of
View. She has a dry, serpentine way with
a song, tending more towards the
dramatic than the lyric, and oftentimes
fades in and out of the ensemble like an
instrument one second, a commentator
the next. Coleman’s “Desperate Move”
is the most telling original; Wilson’s
lyrics to Miles’ “Blue In Green” the most
affecting standard. Guitarist Jean-Paul
Bourelly and trombonist Grachan Mon-
cur III make powerful contributions.

Milt Buckner
Block Chord Parade (Blackr & Blue)

This posthumous release (i.e., leave us
postpone dis release ’til dey be safely
buried in duh humus) from 1974 is a
golden last hurrah for two aged warriors
of the 30s. Miit Buckner invented the
locked hand-block chord piano style and
helped fly it home with Lionel Hampton's
big band. He was a hollering funky
mother (though harmonically subtle and
resourceful), and “Blue For Diane” is a
rousing houserocker that shows how
those jazz musicians helped define the
shape of R&B and rock 'n’ roll to come.
Mr. Jo Jones summed up the history of
rhythm, slang, dance step and guffaw to
his day; his drumming on “All Of Me” is a
paradigm of effortless grace and
Bojanglish wit. Major Holley’s blustery,
mulish bass walks and jigs it along.

Larry Coryell
Equipoise (Muse)

This is the music the Seattle (cum
Texan) guitar flash probably had in mind
from the outset, a blues-jazz amalgam
that blends one shot T-Bone Walker and
several snifters of Kenny Burrell into a
kind of 60s Blue Note overview. Buster
Williams, Billy Hart and the eternally un-
sung pianist Stanley Cowell provide a
loose, swinging rhythmic axis. Coryell’s
angular flights evince a lyric calm, glow-
ing tone and harmonic curiosity which
underscore his hard-won cachet as a jazz
guitarist of the first rank.
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AMERICA'S HOTTEST NEW JAZZ LABEL —_—

IS NOW AVAILABLE ON COMPACT DISC p—
1 SKYWALK
s e ATES

The haunting piano of *‘First
Snow’" and the Silent Witness
> e LP'made SKYWALK the hottest
o, - new jazz-rock group of 1985,
charting for a year in Billboard.
1986’s The Bohemians, (a Digi-
[ tal Master), is the sensational
follow-up. Gifted composer

Graeme Coleman and exciting
" guitarist Harris Van Serkel lead

the way. *‘Beautifully crafted,
aggressivelyplayed . . world
class material ™

THE BOHEMIANS | CABO FRIO
LTARNNW DALY Digital Master
o e Right on The Money hits the

nail right on the head. Great

contemporary rhythms. “Top

Pick*—Biltboard. Top 5 jazz

LP-Radio & Records. “‘One of

the best kept pop/jazz

secrets”— BRE. Hear why
they ve received standing
ovations across America.

PERRI

Digital Master

“Hkk Ak, anear classic
combines vocalese and 4-part
narmony.” —Bos'on Globe

\ ‘Hottest female vocal group
— _ since the Pointer Sisters.”

l:”'..

RIGHT ON THE MONEY coleliale! I_—{San l.)tit:agot Um?-n' fau
[ W DIGITAL 1sten without smiling!
L\ I PR S ey
INDRA LESMANA

Astounding teenager from
Indonesia— ‘A true prodigy”
-—Leonard Feather. With Airto,
Jimmy Haslip, Vinme Coliauta,
Charlie Haden and more. Great
melodic compositions and
playing.

DAVID GRISMAN

“wakk’ —Jazziz. “'Fun”—
Musician. #1 jazz album—
Radio & Records. Acoustic
music like you've never

v heard it before! The world’s
premier mandoiinist’ first
recording to feature a drummer,
the Legendary Hal Blaine

SN (/2 AN (/2

COMPACT

Manufactured and distributed by MCA Records, Inc.
70 Universal City Plaza, Universal City, CA-U.S.A. Pt



Louis jJordan
Hoodoo Man
Knock Me Out (Swin_gtime)

Louis Jordan is the crucial link between
the big band and rock 'n’ roll eras, a fig-
ure of cult reverence but unknown to
most. If you belong to either category
(as you must) you ought to investigate
these LPs, culled from Jordan’s earliest
single releases, and previously unavaila-
ble on LP. That means neither album
contains later classics like “Five Guys
Named Moe” or “Nobody Here But Us
Chickens,” jump tunes that reveal the
source of Chuck Berry’s genius (he
admits it). But the thirty-plus songs
here do comprise a virtual repository of
jazz, blues, vaudeville and even minstrel
styles, soldered by Jordan’s fine humor,
Lestorian swing on saxophone, ingratiat-
ing vocals and the sharply creased ac-
companiment of his “Tympany Five.”
Each song is a delight, but especially
these jitterbug renditions of everything
from the “After School Swing Session”
to “Barnacle Bill The Sailor.” Believe me,
this is what collecting records is all
about. (Street Level Trading Co., 5298/
1 Valley Blvd., L.A., CA 90032)

—~Mark Rowland

Various Artists

You Can Tell The World About This:
Classic Ethnic Recordings

From the 1920s (Morning Star)

It may have been coincidence that com-
mercial recording began to mushroom at
about the same time ethnomusicology
came into its prime; otherwise it’s doubt-
ful that we’d have been blessed with such
an abundance of well-recorded and well-
preserved music from around the world.
This album is but an appetizer, offering a
mere fourteen selections, but the best
bits are absolutely scrumptious, from
the awesome ease of Cantor Berele
Chagy’s two-octave showpiece “Me
Sheoso Nisim” to “La Virgen De
Coradonga,” an amazing Spanish ballad
blending a Moorish vocal with Celtic-de-
rived bagpipes. Hope there’s more to
come. (Dalebrook Pk., Ho-Ho-Kus NJ
07423)- J.D. Considine

SHORT -

Bertram Levy/Peter Ostroushko
First Generation (Flying Fish)

Levy and Ostroushko play concertina
and mandolin, respectively, which, eth-
nically speaking, is my idea of a good
time. With able assists from Tom Carroll
on bass and acoustic guitarist Mark Ras-
mussen, that’s just what they deliver,
leading an affectionate tour that ranges
from the bouncy “Ukrainian Polka” to a
Parisian waltz to English jigs and finally
back home to Levy’s North Carolina
home with an engaging ‘“‘Southern
Sonata.” These arrangements combine
unfettered emotion with a purist’s re-
spect for old-world tradition. Endlessly
listenable. (1304 W. Schubert, Chicago,
IL 60614)— Mark Rowland

The Modern Lovers
The Modern Lovers (Rhino)

The addition of three rare tracks to this
album—recorded in '72, released in '76,
and out of print for too long—helps to
clarify why it was an epochal fluke. Re-
pulsed by hippie excesses Jonathan
Richman combined the traditional values
of the 50s (cars, parents, girlfriends, AM
radio) with the confrontational crudity of
the Velvet Underground. The other
Modern Lovers took the Velvets’ influ-
ence with them when they dispersed to
the Cars and Talking Heads, while Rich-
man’s stunted morals dictated his sub-
sequent career. Aside from historical
documentation, you get “Roadrunner”
and “Pablo Picasso.” (1201 Olympic
Blvd., Santa Monica, CA 94040)

— Rob Tannenbaum

Hod O’Brien
Opalessence (Criss Cross Jazz)

A generous helping of modern hard bop
from a band of stalwarts who’ve not wa-
vered for even a second. Pianist O’Brien
is a sensitive player who sums up the
best qualities of Bud Powell, Eddie
Costa and Bill Evans, and whose block
chord accompaniments fill harmonic
cracks while creating new breaks and
edges in the glow of the rhythm section
(Kenny Washington and Ray Drum-
mond). Baritonist Pepper Adams and the

always resourceful melodist Tom Harrell
on trumpet navigate changes with lyrical
élan (to particular effect on the title tune
and “The Blues Walk”), an ideal contrast
to O’Brien’s melodic reticence. Then
there’s the pleasure of a smoky vocal by
Stephanie Nakasian (from the Jon Hen-
dricks Group) on “A Handful Of Dust.”
Prime bebop du jour. (1 Camp St., Cam-
bridge, MA 02140) — Chip Stern

Mantronix
lee_Album (Sleeping Bag)

The basic components Mantronix wire
into their sound are pretty run-of-the-
mill, from vintage electronic percussion
to M.C. Tee’s tired wordplay. But Man-
tronix definitely has a way with the
music, assembling those parts with
funky finesse, heating the machinery be-
hind “Bassline” until the rap evaporates
into pure rhythm. Particularly notewor-
thy is the “Mega-Mix,” which is about as
concreéte as this music gets. (1974 Broad-
way, N.Y., NY 10023)-/.D. Considine

Kilkenny Cats
Hands Down (Coyote)
The Cats bounce between garage band
grunge and folk rock, not unlike other
“new American” guitar bands; what sets
them apart is their writing, which s brac-
ingly melodic and rarely clichéd. The
band’s Athens origin suggests R.E.M.
overtones, but they’ve resisted cloning,
in large part thanks to the sturdy interplay
terplay between guitarists Keith Land-
ers and Clifton Hill. (TwinTone, 441
Oliver Ave. South, Minneapolis, MN
55405) — J.D. Considine

John Renbourn
The Nine Maidens (Flying Fish)

For some twenty years, John Ren-
bourn’s eclectic acoustic guitar work has
been a continual delight—both in solo
settings and the British folk group Pen-
tangle. No new ground is broken here,
but this latest set of mellow Medieval-
isms adds another tasteful entry to Ren-
bourn’s lengthy resumé. (1304 W. Schu-
bert, Chicago, IL 60614)—-Ben Sandme!
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HOW TO ORDERAN AD
Regular Classified (ads without borders)
20 word minimum. $2.35 per word, minimum
$47 per insertion.
Classified Display (all ads with borders)
$135 per column inch, per insertion; $i25 per
column inch for six consecutive insertions; $117
per column inch, for 12 insertions.

Bold Face Caps. Firstline, additioral $20.
Box Number: count  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. All ad cancelations must be
in writing and mailed to the Musician
Classified Department.

Address All Ad Orders:
Musician Classified Ad Dept.

1515 Broadway, New York City, NY 10036

Phone: 212-764-7388

BOOKS/PUBLICATIONS
INCORPORATE WITHOUT LEGAL FEES!

Free booklet tells how, includes forms and instructions.
gz(n)ll HARVARD BUSINESS SERVICES now. 800-345-
RP.

LARGE CATALOG—MUSIC BOOKS —Guitar,
Bass, Drums—Instruction books & tapes. $1.00 (re-
funded with first order). Music Warehouse, PO Box
390M, New Market, VA 22844.

CASSETTE/MAGAZINE FEATURING new
progressive Jazz, Rock, Fusion, New Age! Limited bi-
monthly edition—#1: ALLAN HOLDSWORTH,
Wishful Thinking, Russ Freeman, First Light and Affir
mation. (52 min. cassette). #2: JEFF BERLIN,
SCOTT HENDERSON, T LAVITZ, Uzeb, Pocket
Change, and an EXCLUSIVE LIVE RECORDING of
FRANK GAMBALE. (Over 1 hour's worth!) Listen to
great music and great new music and read about it and
more in a 48-page full color magazine. Send check or
money order for $10.98 per issue (includes postage and
handling) to: CYMBIOSIS, Dept. M, 1222 Butterfield
Rd., West Covina, CA9179L

INTERNATIONAL MIDI ASSOCIATION. The
central source for MIDI specs and information. Mem-
bers receive: complete MIDI specs, access to technical
hotline and monthly bulletin. For information write:
IMA, 11857 Hartsook St., North Hollywood, CA 91607
or call (818) 505-8964.

EMPLOYMENT

FIND BANDS TO JOIN. Find musicians and gigs.
Write: MUSICIANS NATIONAL HOTLINE, Box
7733, Murray, UT 84107. Phone (801) 268- 2000 3

FOR SALE

CURE YOUR HEADACHE! Road cases,
cabinets sold in kits or pre-assembled. Lighting equip-
ment and top quality hardware. Instructions on huw to
build your own gear. We've got it all! Send $2. 50 for ex-
tensive catalog and details to: EAST COAST LIGHT-
ING & SOUND CORP., 120 Lawlins Park, Wyckoff,
NJ 07481. Attn: Service.

AMERICAN STEREO
AMERICA’S PREMIER DISCOUNTER
OF CAR and HOME STEREO
Sony CDXR7 $475

Becker 10" Woofer $24 cach
Concord HPL550 $425 Sanyo FTE-50 $64
Call us for the lowest price quotes in America.

Nationwide Toll Free California
1-800-882-8787 209-221-8787
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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 with requests. Dealer inquiries. Mu-
STICKS, Dept. M, P.O. Box 3143, Vernon, CT 06066.

CONSOLE. MCI 5288 with all options: 28 inputs, 32
busses, plasma display, automation, 8 returns, send
meters, phase meter. Large producers desk. Asking
price $30,000. Call: (305) 940-7971.

PIANO DEALERS WANTED-WHOLESALE
PIANO Company, 6934 Woodland Avenue, Philadel-
phia PA 19142. We have a large selection of used grand
pianos, spinets, uprights. All in excellent condition at
discount prices. For more information contact: William
Rowell, (215) 726-8817.

DO YOU NEED STRINGS? Now, name brands

(Fender, Gibson, Guild, etc.) 2 sets $9, 3 sets $12.50.

Subscriptions available. Ask about our Christmas spe-

cial. Write now or cali: S.T.S. Enterprises, P.O. Box

%9142&6 Los Angeles, CA 90029. (213) 661-7467,(212)
74-5066.

MOVING—SELLING HOME STUDIO for bal-
ance owed bank. MCI 24/16 and 2 track recorders,
MCI 618 console, Lexicon 224X, etc. Everything 3 yrs
old and in mint condition. Call (214) 894-7713.

ATTENTION GUITARISTS: FREE catalog!
Achieve sound performance with “I.C. Sound” effects,
effects kits, steels, publications, accessories. 1.C.
Sound, Box 9, Rouses Point, NY 12979-0009.

_INSTRUCTION _

PLAY ANY SONG OR SOLO by ear instantly!
Guaranteed! IMPROVISE LIKE THE MASTERS. Ex-
citing new method makes it easy. Free information!
Write today. BATES MUSIC-MN, 5256 Beard, Min-
neapolis, MN 55410.

ACOUSTIC GUITAR STYLES—Volume 1.
Learn the techniques used by successful artists like
James Taylor and%an Fogelberg. How to learn songs
by ear, improvise, arrange for acoustic guitar, and much
more. The missing link between theory textbooks and
real life. C60 cassette and book, $14.95. CA residents
add 98 cents tax, overseas add $4.50 S&H. Broad-
meadow Publishing, 2554 Lincoln Blvd., Suite 206-
GW12, Venice, CA 90291. Send postcard with name
and address for free details.

WITCHCRAFT—HARNESS ITS powers for a
better mundane and spiritual life. Gavin and Yvonne,
Box 1502-MU, New Bern, NC 28560.

FREE ELECTRIC CATALOG—Instruments by
Gibson, Kramer, ESP, Stinger, more. Also effects,
strings, Tascam multi-track recorders, Casio synthe-
sizers, Martin guitars, straps, pickups, accessories.
Discount prices. ELDERLY INSTRUMENTS, 1100N.
Wasl’;ing'ton. POB 14210-U5, Lansing, M148901. (517)
372-7890.

WANTED, CASH PAID for 4-string banjos or banjo
parts—any condition. LARRY CISCO, 1704 Dunray
Lane, Normal, IL 61761. (309) 454-3273.

MESA/BOOGIE
Higbest Quality

Matched Tubes

Six Month Performance Guarantee

6L6 GC $15  GCA7/EL-34 $19
6V6 GTA $12  5AR4/5Y3 812
6550  $21  G6BQS $10
7027A $17  12AX7/7025 § 7
12AT7 §9  SPAX7 $14

Most Orders Arrive in 3 WORKING DAYS!
Use Your VISA, M/C or Amer Exp Card
PrePaid or Charge: WE PAY SHIPPING!
(C.O.D. add 10% and you pay shipping)
Big MESA/Boogie Catalog Included

(or send just $2 for Catalog Rush)

24 Hour ORDER HOTLINE

Prepare for a
music business career.

Music video production, artist representation, re-
cording studio production, plus many other in-depth
courses taught by top professionals. Graduate with
thorough preparation for a technical, marketing or man-
agement career — full of excitement and challenge.
Call 800-554-3346 for your free career guide.
Or write, including phone, and year of H.S. graduation.

THE MUSIC BUSINESS INSTITUTE
3376 Peachtree Rd., Atlanta, GA 30326

GET A RECORDING CONTRACT: This in-
formative list of record companies, publishers, mana-
gers & agents will get you on your way. Compiled by
industry pro. Send $5.25 to: HEADSTART, 11020
Venture Blvd., Suite #288, Studio City, CA 91604.

INSTRUMENTS

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.

GUITARS — Pedal steels, Dobro, National. Vin-
tage, new. Martin, Taylor, Guild, Ovation; Gibson
mandolins, banjos; Kentucky, Goldstar, Stelling, Wild-
wood, Mastertone; D'Angelico, amps, multi-trackers,
books, accessories. FREE 72-PAGE BROCHURE.
MANDOLIN BROS., 629 Forest, Staten Island, NY
1 15) Y81-3226.

REPAIR GUITARS? FREE 80-page catalog
packed with tools and hard-to-find parts for guitars,
banjos and mandolins. Stewart-MacDonald, Box 900Z,
Athens OH 45701. (614) 592-3021.

(707) 778-TUBE

POWERFUL SOUNDS
FOR YOUR SYNTH
»C2" SERIES, DX-21, DX-27, DX 100, DX-7, DW-
8000, JX-8P, POLY-800,: Introductory offer! Profes-
sionally engineered program assortments for studio, film
& performance. Powerful, studio-perfect, hard-lo-get
sounds for most synths. 16 PROGRAM PACKAGE
$3.00; and 32 PROGRAM PACKAGE $6.00. You'll re-
ceive data charts with programming info, complete sound
lists & catalog of our complete product tine. Still find it hard
to believe? Write for FREE catalog & soundlists! Specify

Synth.
PRECISION SYNTHI-DATA INT’L
Special Order Dept-MD
325 Brookshire Road
Youngstown, New York 14174

SELL YOUR EQUIPMENT FREE

In the “Locater Monthly” the national (Free Class-
ifieds) paper for used music gear. Call
1 (800) 331-0741 (24 hrs). In California, call (213)
477-9222. Subscribe for $12.00 per year. Dealers,
studios welcome. Write to:

2265 Westwood Blvd.

Penthouse 494
Los Angles, CA 90064.
Private Sellers Only!

MISCELLANEOUS

FAMILY RECREATION CENTER
Start your own Family Recreation Center in your
home town. Purchase all equipment directly
through us! Help build family logetherness, earn
great profits!! Send $19.95 to:
PRODUCTIVE PRODUCTS
549 Hassan St. So.
Hutchinson, MN 55350
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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 iead vocal from a standard
stereo record and leave the background!
Write or call for a free brochure and demo record.
LT Sound, Dept. MU, P.O. Box 338,
Stone Mountain, GA 30086 (404) 493-1258

Cash for CD’s
We pay 36.00 for any
CD or trade 2
of yours for 1 of ours.

CDX

2497 E. Main St.
Columbus, Onio 43209
(614) 231-1701

“World Wide Mail Order Since 1975

Extra Money?
Eam extra to large income by recycling products.
Mifions can be made when done in volume. Send
819,95 to:
PRODUCTIVE PRODUCTS
549 Hassan St. So.
Hutchinson, MN 55350

‘List?en. )
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Before You Buy!
*Time Delay ¢ Compressor/Limiters
*Reverberation * Expanders
*Crossovers *8pe
*Noise Reduction *Par

Don’t have re?rets about paying too much for a
n

m Analyzers
etric EQ

lesser product. demos and comparisans, we'll
show you why we’re Better! Our Factory Direct
sales allow us to produce a Swperior product a
offer it td you at a Lower price..  Call cr wthite for a
free full length Demo Album and 24 page brochure.
Write to: LT Sound, Dept. M-3, PO Box 338

Stone Mountain, GA 30086

In Georgia Call (404)493-1258

TOLL FREE: 1-800-24'1-3005 —Ext. 14

MUSICIANS
MUSICIANS EXCHANGE! BANDS/musicians:

Your serious referral service for working musicians.
Make the right connections. P.(. Box 74268!, Dailas
TX 75374 (214) 392-1455.

CASIO CZ STUDIO TESTED PATCHES with
Tipst!! VOLUME I[I: Grand Piano, Guitars, MIDI-
Drums, Latin Percussion. Volume [II: Awesome 96-
Stage Orchestras, Vice Toms, Fender Acoustic Bas-
ses. Volume [V: Sound Effects! 42 Patches each. Only
$19.95/Volume. DX100/27/21/7, POLY-800 Patches
also available. PATCHMAN MUSIC, Dept. 30, 2043
Mars Ave., Lakewood, O11 44107.

MUSIC BUSINESS MONTHLY NEWS-
LETTER! Features important contacts and latest in-
formation! 12-issue subscription only $20.00! Send
check or M.O.: Topten, 185 West End Ave., #6B-1,
New York, NY 10023.

MUSIC OPPORTUNITY/RECORD CON-
TRACT. We will present your demo tape to major rec-
ord executives. Service FREE if not accepted. 25 years
experience in industry. For details. S.A.S.E. MILES-
TONE MEDIA, Dept. MM, P.O. Box 869, Venice CA
90291.

WE ARE THE MARINES! An American rock
band, playing some roots, some blues. Er nrrf onr hoof
huiystidy. Rhythm and lead. Must be young, look good,
and have great attitude. We have a studio in Florida, but
travel extensively. Write: Jetsound Music Corp., 172
John’s Pass Boardwatk, Madiera Beach, F1. 33708.

CASIO CZ PATCH LIBRARY. 128 new sounds
professionally programmed for studio, film and perfor-
mance. Pianos, drums, percussion, leads, gurtars, bas-
ses, orchestras, horns, Oriental, P-funk, effects, lots
more. Data Sheets or Datacassette (with application
materials), $25.00.... THE DRUM MACHINE BOOK.
Over 500 patterns and fills, arrangements from hit
songs, plus instruction in programming and “humaniz-
ing” your machine, $20.00.... 60 excellent new pro-
grams for YAMAHA'S REV-7 DIGITAL REVERB,
$15.00. Prompt Shipping. BELLWETHER RE
CORDS, Box 22409, Minneapolis, MN 55422. (Celeb-
rating our 10th year!)

LET SHOWME SHOW you how to play lead,
rhythm and bass guitar to Beatles, Pretenders, 38 Spe-
cial, popular recordings by top artists. For free informa-
tion write: Showme Instructional Videotapes-M, Box
141012, University Station, Minneapolis, MN 55414,

NOVELTIES/MDSE

SIX-FOOT INFLATABLE GODZILLA—$29.95

+ $4 P&H. Smaller plastic figures, lighters and movies
also available. MC/Visa. Monster Island Imports, 214
King, Northhampton, MA 01060, Mass. +5%. (413)
584-0341.

RECORDS AND TAPES

nd Off
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Ideal For Demos or Retail Sales
AUDIO CASSETTES: Send for your
free “Cassette Talk’ newsletter complete
with latest prices.

SOUNDSHEETS: Inexpensive, flexible
vinyl discs sound great, won'’t break!

EWTE TOLL FREE 1-800-EVA TONE

PO Box 7020 P, Clearwater, FL 33518

SERVICES

YOUR PUBLICITY PHOTOS COPIED. 500
B& W glossy 8x10s for $79.95. Free price list and paper
samples. MUSICIAN'S PHOTO SERVICE, 706 N
76th, Seattle, WA 98103.

YOUR MUSIC ENGRAVED, PRINTED! Ar-
ranged off cassette! Leadsheets, Piano Voice, Solos,
etc. Low prices! Send matenal for FREE estimate. In-
clude SASE. MUSIC ART, 276 West 43rd Street, New
York, NY 10036.

“STATE OF THE ART”
“Cassette Duplication Service”
We offer the highest quality cassette duplication
available on ferric, chrome or metal tape. Com-
petitive prices and fast turnaround. When you're
ready for. the best call: 219-936-2015 or write:

CUP OF WATER PRODUCTIONS
13780 12th Rd.
Plymouth, IN 46563.

WAVELENGTH........

work’s Smith warns that “it is foolish to
confuse heavy metal programming as
being equivalent to serving all eighteen
to twenty-fours. I don’t think that every-
body that age listens to Wasp anymore
than [ think that anybody who is older
never listens to Wasp.” And surely if
new stations come along playing heavy
metal they are bound to stir up groups
like the Parents Music Resource Center
(PMRC). Because of that Bill Hard won-
ders how many station owners will even
decide to put the Satellite or other simi-
lar programs on the air.

No matter what happens, Elektra’s
Hunt says it is vital for musicians, mana-
gers, promoters and record labels to
develop alternative means of street level
promotion. “I hope radio comes along,”
adds Ian Copeland. “But frankly radio
has ignored my acts before, so I usually
just ignore radio. It’s just a shame that
kids don’t have anything to listen to.” ™

SONGWRITERS
SONGWRITERS RHYMING DICTIONARY. A

must for every musician and songwriter. $8 Postpaid to
Knowledge Book Co., POB 8511, Long Beach, CA
90808.

TALENT
WANTED: BEAUTIFUL FEMALE ETHNIC

rock musician of exceptional talent for world tour with
international rock star. Full photo/resume a must. Cas-
sette helpful. Send immediately to: P.(). Box 5246,
FDR Station. New York, NY 10150.
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These studios are some of the finest facilities
in which to record your music. Call them for
more information about their services.

STUDIO OWNERS:
To have your fisting in the MUSICIAN Studio Gurde, call Peter
Cronin at (212) 764-7395 or Audrey Glassman at (617) 281-3110.

NORTHEAST

POWER PLAY STUDIOS

38-12 30th St., Queens, NY 11101
(718) 729-1780 729-9609
OWNER Tony Arfi STUDIO MANAGER Gary
Salzman STUDIO DESIGNER Vin Gizzi ENGINEERS
Julian Herzfeld, Patrick Adams, Mike Nicoletti, Matt
Buccheri, Frank [)’Amato, Elai Tubo TAPE RECORD-
ERS Studer A80, MCI JH110-B’s, 110-c’s, 24’s, Sony
PCM Digital 3202 CONSOLES MCI636 32x24 w/Auto-
mation, SSL. 4000E 48trk w/Total Recall. Trident
Series 70 MONITOR AMPS Hafler, Crown, Yamaha,
SAE MONITOR SPEAKERS Urei 813's, Yamaha
NSI10M's, JBLA311’s, 44330’'s QUTBOARD Publison
Infernal Machine, Yamaha Revl, Rev7’s, SPX90’s,
Lexicon 224XL, 200, PCM60's, 42’s, 41's, Eventide
Harmonizers, Tube-Tech EQ’s, Orban Parametric
EQ’s, Panscan, Klark Teknik EQ's, DBX’s, Dyna-
mites, SBX-80, MSQ 700, Linn 9000, Ursa Major
Space Station, plus an entire line of synths and
samplers.

WEST 55TH STUDIOS

240 West 55th St., New York, NY 10019
(212) 757-7185
OWNERS Bill Tesar, Rita Leone DIMENSIONS OF
STUDIO 20x40, CR 20x20, ISO 9x9 RECORDERS
Otari MTR-90 24-track, Studer B67 & Sony 701 digital
2-track CONSOLE Harrison 2824 with 8 extra return
channels OUTBOARD AMS, Lexicon, Quantec,
Drawmer, Yamaha INSTRUMENTS Emulator I+,
SP-12, TX816, Simmens, Linn and 20 more synthesiz-
ers

REEL PLATINUM STUDIOS INC.
259 Paterson Ave., Lodi, NJ 07644
(201) 471-3464

OWNER Bob Allecca STUDIO MANAGER Bob Al-
lecca, Julian Hernandez ENGINEERS Bob Allecca, Ju-
lian Hernandez TAPE RECORDERS MCI JH 24 w/Au-
tolocator Ill, 24-track w/16-track head stack; TEAC
80-8, 8-track wDX8 N.R.; TEAC A3440, 4-track w/
RX9 N.R.; Technics 1500, 2-track; (2) TEAC 122 cas-
settes; Sony ’CM-F1, 2-track digitat MIXING CON-
SOLES Tndent Series 80 (automated) 32x24x24
MONITOR AMPLIFIERS Yamaha 2200s, 2050s
MONITOR SPEAKERS JBL 4411s, JBL 4312s,
Yamaha NS-10Ms, Auratones ECHO, REVERB &
DELAY SYSTEMS Ecoplatell!, Orban lIIB, (2) Lexi-
con Prime Time wMEO, Lexicon PCM42 MEO,
Eventide Harmonizer H949, Eventide Instant Flanger,
Yamaha DI500 (2), Yamaha REV7 (2), Lexicon Model
200, Lexicon PCM70, (2) Yamaha SPX 90's, Ibanez
SDR 1000, (2) Roland Digital Delay, Roland SRV 2000
Digital Reverb OTHER OUTBOARD EQUIPMENT
26 channels dbx noise reduction, Kepex IIs, dbx 900
signal processing rack, gates, compressors de-essers,
(2) dbx 160 compressor/limiter, Orban 622B parametric
EQ, TEAC GE-20 graphic EQ, Symetrix noise gates,
White % room EQ, (2) Aphex Aural Exciters MICRO-
PHONES Neumann U87; AKG 414s; Sennheiser 441s,
MD 421s; E-V RE-20, RE-15s 635As; Beyer 201N;
Shure SM57 INSTRUMENTS AVAILABLE Yamaha
acoustic piano, Fender Rhodes, Korg Poly-6, Yamaha
DX7, Pro-one, Yamaha JX50B amp, full set of Tama
drums, percussion, congas, wood blocks, cowbells,
etc. Commodore 64, MID! interface, Roland SBX-80,
DMX digital drum machine, Yamaha RX11 digital drum
machine, Roland MSQ-700, Apple lle, DX Pro (voice
library), Akai S-612 sampler, Akai MD280 disk drive,
Passport MIDI 8 Plus, music data, Korg super percus-
sion, Mini Doc RATES Call (block rates available) EX-
TRAS We offer in-house production, arranging, lead
sheets, full keyboard and drum machine programming

WESTRAX RECORDING STUDIO
484 West 43rd Street, New York, NY 10036
(212) 947-0533
OWNER Peter Link STUDIO MANAGER Bob Lowe
ENGINEERS Todd Anderson, Jeremy Harmis, Jesse
Plumley DIMENSIONS OF STUDIO 17x24 DIMEN-
SIONS OF CONTROL ROOM 17x20 TAPE REC-
ORDERS Tascam 85-16B, 16-track; Otann MKIlI, 8-
track; Otari MTR 12, Y-inch 2-track; Technics 1520,

2-track
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DREAMLAND RECORDING

STUDIOS
P.O. Box 383, Bearsville, NY 12409

(914) 338-7151
STUDIO MANAGER Joel Biuestein ENGINEERS
Dave Cook, Harvey Sorgen, Jay Bender DIMEN-
SIONS OF STUDIO 16x25x12 with iso booth,
40x50x33 situated in a 100-year-old church DIMEN-
SIONS OF CONTROL ROOMS A 15x25x10 B
12x20x9 RECORDERS Studer A-80, MCI JH 24-16,
Ampex ATR 102 MIXING CONSOLES API 32-32, 36
input 68 channels in remix, rebuilt MCI 428 MONITOR
AMPLIFIER McIntosh, Crown, BGW MONITOR
SPEAKER UREI 813, CSI TA3, Yamaha NS 10, Au-
ratone, Altec 604 with mastering lab crossovers QUT-
BOARD 2 Yamaha Rev-7s, Lexicon 224, PCM 60,
Echo Plate II, Pultec EQs, AKAl Sampler, BTX
Shadow 4700 with Cypher Reader/generator, Passport
Sequencing Software, Eventide 949

AVENUE STUDIOS, INC.
123 4th Ave., New York, NY 10003
212-477-2435

OWNER Lawrence Buksbaum ENGINEERS Larry
Jay, Godfry Nelson TAPE RECORDERS MCI JH 24,
Otan 5050B, Tascam 3440, 122 cassette decks DI-
MENSIONS OF STUDIO CR 14x18, studio 18x28
MIXING CONSOLE Sound Workshop (modified)
MONITOR AMPS Crown MONITOR SPEAKERS
Urei 809s, Yamaha NS-10, JBL. 4313, Auratones OUT-
BOARD Lexicon PCM60, ART-DR-1, Lexicon Prime
Time 93, PCM 42, Valley People 610, Dynamite Gates
INSTRUMENTS Wide selection of keyboards and
drum machines available with expert programmers, ar-
rangers and composers

30E. 23rd St., New York, NY 10010
(212) 777-7755

STUDIO A 20x17 control room containing an excep-
tional array of synthesizers, sampling systems, com-
puters, drum machines and sequencers. Work stations
with indiv. stereo cue mixes allow up to 4 programmers
to work simultaneously. All stations are linked with a
custom MIDI matrix and the centrally located digital
signal processing equipment allows accessibility by
synthesist and engineer. STUDIO B a soft ware-based,
pre-production studio with a large selection of the most
up-to-date MIDI software and hardware. The TX816
and the Akai sampler, together with an extensive li-
brary of custom sounds, combine big-studio sound with
an ideal personal composition environment. EQUIP-
MENT Automated Amek Angela, Akai MG1214, Urei
813, Otari MTR90 (2), Lynx TimeLine, Lexicon
224XL, Yamaha Rev 1, Rev 7, SPX 90s, TX816s, Ro-
land digital pianos, Linn 9000, LinnDrum, IBM, Mac,
Commodore, Amiga PC, Akai S900, 128 Voice
Synclavier Il w/polysampling, Yamaha DX7s, Voyetra,
Video Proj. System

SOUTHEAST

THE CASTLE RECORDING

STUDIO, INC.
0ld Hillshoro Road, Rt. 11, Franklin, TN 37064
(615) 791-0810 Telex 750471
CONTACT Jozef Nuyens EQUIPMENT SS1./48; Mit-
subishi X-850, X-80; 3M Digital/32; Studer; Synthe-
sizer MIDI room

SOUNDSCAPE STUDIOS
677 Antone St., NW, Atlanta, GA 30318
(404) 351-1006

A unique 24-track multi-media facility. 3000 sq. ft.
soundstage with 22 ft. ceiling. Neotek console and
Studer tape machines. Large outboard gear and micro-
phone selection. For further information please contact
Jim Zumpano or Jon Marett.

MIDWEST

ROYAL RECORDERS
Americana Resort Hwy. 50, Lake Geneva, WI 53147
(414) 248-9100
RECORDERS (2) Studer A800 24-track, Mitsubishi X-
850 32-track digital, Studer A80 Y~” 2-track, Studer
A80 V4" 2-track MIXING CONSOLE Solid State Logic
4027E with Primary and Total Recall Automation—64
Mono Channels plus 8 Stereo Channels VINTAGE
TUBE MICROPHONES Neumann/Telefunken: (6)
U47, (3) M249, (3) M250, (2) M269, (1) 251, (2) 254,
(2) 253; AKG: (2) C24, (3) C12, (4) C124, (1) C60, (1)
The Tube; Shoeps: (2) M934B; Sony: (2) C37 A; Altec:
(1) 29B MICROPHONES Neumann: (3) U87, (7) KM
84, (1) U47 FET; AKG: (2) 414, (6) 451, (2) 452, (1)
D12, (1) D707; Shure: (8) SM57, (4) SM 81, (1)SM 7,
(1) 565, (1) 546, (1) 55§; Sennheiser: (5) 421, (2) Profv
power; Shoeps: (4) SKM 5; E.V.: (2) RE 20, (1) 668;
Sony: (1) EMC 50; Beyer: (1) M 101; RCA: (1) D77X

We have a large assortment of outboard gear, such as
nine discrete chambers and AMS 1580 DDL’s. We also
have one of the largest tube microphone collections av-
ailable.

NORTHWEST
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RECORDING STUDIOS

THE PLANT RECORDING STUDIOS
2200 Bridgway, Sausalito, CA 94965
(415) 332-6100

OWNER Bob Skye STUDIO MANAGER Claire Pister

The PLANT RECORDING STUDIOS and the
SKYELABS have joined together to bring you three
solid studios and a mobile for your music, audio for film
& video, and location recording.
TAPE MACHINES Studer A80 III's & Otari MTR90
II's 24trs, Ampex ATR100’s & Otari MKIII's 2trs
CONSOLES Studio A: Solid State Logic 48x32 with
total recall; Studio B: Trident TSM 40x24; Studio C:
Trident 80B 32x24; Mobile: Sound Workshop Series 30
32x24 MONITOR AMPS Hafler, EAA, Crown, Mcin-
tosh, Phase Linear MONITQOR SPEAKERS Boxer
Series [V System, Westlake, UREI 811A, Yamaha NS-
10, Meyer ACD), MDM-4, JBL 4311, Altec 604 EF-
FECTS ADA, BEL, DBX, Deltalab, Drawmer, EMT,
Eventide, EXR, Fairchild, Lang, Lexicon, Marshall,
MXR, Orban, Pultec, Quad Eight, RCA, Roland, Tele-
tronics, UREL Valley People, Yamaha

SOUTHWEST

WONDERLAND STUDIOS
729 S. Western Ave., Los Angeles, CA 90005
(213) 386-2954
CONTACT Stephanie Andrews CONSOLE Neve
8128, Necam [l TAPE RECORDERS 3M 32-track dig-
iml/gony 24-track digital EDITING SYSTEM Sony
DAE 1100”

GATEWAY STUDIOS
6381A Rose Lane, Carpinteria, CA 93013
(805) 684-8336

OWNER Jim Messina STUDIO MANAGER Amy Fos-
ter ENGINEER Peter Bergren DIMENSIONS OF
STUDIO Main Studio: 23x27; Piano Isolation Room:
11x16; Vocal Isolation Room: 11x13 DIMENSIONS OF
CONTROL ROOM 18x23 TAPE RECORDERS
Studer A80 24-track, Studer A80 2" 2-track, Scully 12"
4-track, Scully V4" 2-track, Otan %" 2-track MIXING
CONSOLE Soundcraft Series 2400, 28x24 MONITOR
AMPLIFIERS Phase Linear 700B MONITOR
SPEAKERS Altec 604E with Mastering Lab cross-
overs and 15" Sub-woofers (Super Reds) ECHO, RE-
VERB AND DELAY SYSTEMS AMS DMX 15 80S
Stereo Digital Delay, 224X Digital Reverb with LARC,
AKG BX20 E1 Spring Reverb INSTRUMENTS AV-
AILABLE Yamaha C73 7° Grand Piano, Roland
Keyboards—JX8P with programmer, and Juno 106,
Yamaha DX7, Oberheim Controller Keyboard,
MiniMoog, Apple Ile with DX Pro Software and MIDI
soundfiler, Linn 9000 with digital sampling, drums,
Seymour Duncan Amps, Guitar Rentals-—Fender, Gib-
son, Dobro, Martin, etc. RATES please call.
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CIGITECH BUILDS SER(DUS DIGTAL DELAYS

FOR THE PROFESSICINAL MUSICIAN. WE
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THE PERFORMANCE
HAS BEGUN. 1
BUTITS JUST THE
BEGINNING.

The Yamaha DX7." It's on just about
every recent major album, and in just about
every major band and studio in the country.

And now, you can be out front, struttin
your stuff, with the new KX5 MIDI-controlled,
touch-sensitive remote keyboard.

So all the incredible musical power and
accurate, flexible voicing you get from a DX7
can now be strapped around your shoulders.

But wait folks, this is just the first act.

There’s more coming for the DX7.

A whole series of products that will make the

most amazing synthesizer ever heard into the
most amazing music system ever heard.

'Cause like the song says, “We've only
just begun”

In the meantime, why not visit your
Yamaha dealer and check out the instrument
that started it all — the DX7.

Yamaha International Corporation,
Digital Musical Instrument Division, PO. Box -
6600, Buena Park, CA 90622.In Canada,
Yamaha Canada Music Ltd., 135 Milner Ave.,
Scarborough, Ont. M1S 3R1.

- © YAMAHA





