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Vision Becomes Reality.
The M1 Digital Music

Every once in a while someone comes up
with a better product. Less often, a
company creates a better product that
changes the entire nature of the music
industry. The M1, a digital synthesizer/
rhythm programmer/sequencer/multi-
effects workstation, was conceived as

a powerful tool that not only helps
creative musicians express their ideas
in the most complete form, but also
becomes one of the most expressive and
versatile performance instruments

ever built.

Power To Perform

The M1 brings a new level of power to
live performance with 2 megawords
of ROM. Every one of the Programs
and Combinations (up to 100 of each)
is ready to play instantly. There’s no
loading titme, because there’s no load-
ing. Nothing else gives you sounds
this good, this fast.

The 61 note velocity and aftertouch-
sensitive keyboard includes extensive
parameter voicing that puts literally
unlimited performance power in your
hands with features like layers, splits
and eight way zones across the
keyboard.

orkstation

And M1 power is designed to grow
with you: RAM card memory stores
extra sequences or programs. And
there’s an expanding sound library on
ROM cards.

Power To Produce

The heart of M1’ power is 4 megabytes
of 16 bit PCM ROM with multisam-
ples of pianos, strings, brass, voices,
guitars, attack transients, waveforms
and much more. Let M1 power turn your ideas into
realities. See your authorized Korg
Dealer to find out more about the M1
Musical Workstation.

M5 full-function drum machine has
over 42 internal drum and percussion
sounds that can be grouped into

four user-defined drum Kkits.

Give extra dimension to your sounds
with M1’ 33 digital multi-effects
including reverbs, stereo delays, pan-
ning chorusing, a digital exciter, dis-
tortion and more with a choice of four
effects per program or combination
independently routable to the four
polyphonic outs.

Put an entire musical composition or
arrangement together with M1
compreheusive 8-track sequencer with
song position pointer, phrase and
lincar based recording, dynamic voice
allocation, as well as single event
editing.

MUSIC POWER

For a free catalog of Korg product nd your name and
address. plus $1.00 for postage
and handting to: Korg USA. 89 Frost St Westbury, NY 11590
or to Korg USA West, 7886 Deering Ave . Canoga Park. CA 91304

Excluswvely distnibuted in Canada by Enkson Music
378 Isabey Street, St Laurent, Quebec HAT W1
©KorgUS A. 1988



PIANO STRING DESIGN

Selective harmonic control
Unequalled hi-hdelity range

Power plus

Fxtra long sustain

Rock solid pertormance
WOUNDertul — the Big Bass Sound!

) 7 /
SUPERWOUND
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Rudy Sarzo plays our
I1"'B606 customised Fixed
Ball-kind  strings  which
are suited to his particular
bass and similar guitars.

FI'B, RI'B and SDB
fixings are available for
all other popular basses.

ADJUSTABLE BALL-END 806L

Superwound offer the Patented Adjustable Ball-End
set 6061., a quick and casily fitted alternative for all
long scale bass guitars, (also available to fit all other scale lengths).

Piano string design Patent Nosin UKL 464556, 1S A 4037506, Canada 1018375, W, Germany P24242771, Japan 1038944 and worldwide

PHOTOGRAPH. GLEN 1a | ERMAN




OUTSTANDING
PERFORMANCE.

10

Powerful Multi-Timbral
Linear Synthesizer

PG‘IO Optional Programmer

PG-10 Optional Programmer enables you to edit tones quickly
and easily-a powerful tool for creating exciting new sounds.

Roland

WE DESIGN THE FUTURE

LA SYNTHESIS

Roland's award-winning breakthrough in digital technology is now available in
the powerful D-10 Multi-Timbral Lincar Svnthesizer, a very affordably priced
MIDI kevhoard featuring 32-note polyphony with built-in programmable
Rhythm Composer and Digital Reverb. The D-10 excels as a high-quality
performance instrument by providing 128 programmable Patches, 128 pro-
grammable Timbres, plus 128 preset and 64 programmable Tones for an
almost unlimited variety of distinctive L/A sounds. In addition, the Rhythm
Composer offers 64 preset PCM Rhythm Sounds and 32 preset plus 32
Programmable Rhythm Patterns, which can be combined to assemble a fully
independent Rhythm Track. (Optional IC Memory Card doubles complete
internal memory.) Rhythms can be programmed from the velocity-sensitive
keyboard, and in Performance Mode you have the ability to play two individual
synthesizer sounds along with the programmed Rhythm Track at the same time.
In Multi-Timbral Mode the D-10 becomes an impressive MIDI sound module,
delivering its unsurpassed L/A sounds with performance capabilities equal to 8
independent polyphonic synthesizers. Used in conjunction with a microcom-
puter or sequencer, such as any of Roland’s Micro Composers, the D-10 forms
the core of a complete MIDI system that's ideal in live performance as well as
being an indispensible songwriting tool. In addition, there$ an exciting
Autodemo that features a wide variety of musical styles specially built right into
the unit, making it easy for you to directly hear the D-10' extensive capabilities
at the touch of a button. Whether you're a seasoned professional expanding
your MIDI system, or a talented beginner to the exciting world electronic
music, its time to visit your local Roland dealer and get your hands on the
powerful D-10 today!

For more information call or write Roland Corporation US, 7200
Dominion Circle, Los Angeles, CA 90040. Telephone: 213-685-5141.
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Session logs and studio outtakes shed new light on
the recording of the Beatles’ Revolver.
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ANA

Celebrate 20 years of rock
legend with

the release of "Viva
Santana!” A 30-song
retrospective mark-
'Y ing the most complete
'b, and committed San-

% tana collection ever.

Filled with trademark
‘v-llve Santana perform-
ances including two
classic Woodstock cuts,
many previously unre-
leased tracks and a tasty
sampling of their great-
est hits. All digitally re-
mastered to capture the
essence of Santana’s
sound-led as effortlessly
as ever by the magic in
Carlos Santana’s

guitar.

“VIVA SANTANA!"
It's required listening.

3 Records, 2 Cassettes or
2 Compact Discs. Includes
first-edition booklet com-
plete with rare photos and
written history of the band.
Plus personal recollections
from Carlos Santana
about each song.

ON COLUMBIA
CASSETTES,
COMPACT DISCS
AND RECORDS.

Look for the original
Santana band on tour this
fall. Watch for the home
video, “Viva Santana!"”
Coming in October.

© CHy"
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PAGE: AFTER THIS...
THANK YOU FOR THE INTER-
view with Jimmy Page (July
'88). His riffs have, over the
years, been responsible for
the shape of my brain, and I
was afraid he might reveal
himself to be nasty, stupid or
wasted. Thank heaven he
didn’t—I was charmed by his

THE DELUGE

I WAS HORRIFIED, TO SAY THE
least, by Charles M. Young's
lack of class in his interview
with Jimmy Page. Instead of
an informative article about

the current interests and solo :
project of a brilliant musician, :
¢ it. I'd bet that if it were Page’s :

Young took the much-

traveledroad, harassing Page :
with a bunch of dusty old Led :
Zep questions answered hun- :
¢ his eyes that someone had
i tried to gouge out, he

i wouldn’t pass off such be-

dreds of times before. Al-
though Young laced his inter-
view with just enough ques-

tions about Page’s solo album :

to break the ice, and served
up his final product between a

flowery description of Page's :

living-room and a concluding
paragraph which attempted
to end things on a very
“brown” good note, his thirst

: for dirt dominated the article.
: i inversion. “I read you had a
: reputation for being cheap.”
Brad Bannister :
Kinston, NC :
i truly pioneering and influen-
i tial guitarists! It's no wonder
i Page scorns journalists.
Brian Briscoe :
Angleton, TX :
: some labels in soliciting a new
: record deal, including Rhino:
: “Evenindependents like
: Rhino and Slash said, ‘We've
: got to hear something first.

I, as areader, feel cheated.
Nice cover.

: AFTER READING CHARLES M.

i Young's article, I can see why
: Jimmy Page does not do very
i many interviews. Why insist
: on asking questions concern-
: ing Led Zeppelin? Why

i couldn’t there have been

: more questions concerning

¢ Jimmy’s new album, the up-

i coming tour and/or future

i projects? Instead, we got ob-
i viously painful questions con- :
i cerning John Bonham, Jim-

: my’s alleged heroin addiction
: and whether his parents are

i Christians or not.  wouldn't
: blame him if he never granted
: another interview! i

: INYOURINTERVIEW WITHJIMMY :
: Page, Charles Young asked
: aboutanincidentinSanFran- : you Chuck!
¢ cisco concerning an “alleged” :
! beating of a stagehand. Since
¢ Itoo was a stagehand at that :
¢ show, and a friend of the guy
: involved in the incident, I felt :
: obliged to write. If Page had
: stuck to his first answer—*“I
i don’t know what happened
i because I wasn't there”—I
very English manner and wit. : wouldn't take issue. But
Stacey Rogers :
Toronto, Canada :
¢ bad as what it was built up to
: be....If you sneeze on some- :
i one, they'll sue you.” Horse-
: shit, Jimmy. :

when pressed further he
says, “I don't think it was as

Nothing was “blown out of

proportion.” I remember
: what my friend’s face looked

like after Peter Grant and his

teeth that had been knocked
out, if his face had been
beaten toa pulp, and if it were

havior so lightly.

Respectfully tell Mr. Young
i he can screw the mystique.
R.P. Hatcher :
Atlanta, GA :

: view. Who else but Musician?
: I'MSORRY TOSEE THAT CHARLES :
i Positions was released

M. Young has got such an

Doris Tate
Albuquerque, NM
i reading Musician and not

acute case of rectal-cranial

What a comment to toss off
to one of a handful of rock’s

: YOUNG'S NOSY DELVING INTO

¢ John Bonham’s habits was

: cruel. Imagine how Jimmy

: Page regards the death of his
: bandmate! How can areport- :
: er expect any less than an

“arrogant snot” when he asks

i personal questions that don’t
i have anything to do with the
¢ artist’s current music plan?

: Betsy Becker
Seneca Falls, NY :
: were several hardcore GP

: fans at our label, but

: cautioned him that we were a
: small label and Rhino couldn’t
i offer a budget commensurate
¢ with what a major label might
i offer. Never was it stated that
John Zander :

I HAD TO KEEP TURNING BACK
to the cover to be sure I was

; People. The Enquirer or the
: Star could use a talent like

Downey, CA

: HOW COULD A RARE AND WON-

¢ derful opportunity to inter-

i view Jimmy Page be allowed
i toturninto such a horrendous
i embarrassment?

Jocelyne Lanois
Hamilton, Ont., Canada

CHARLESM. YOUNG GETS HAM-
¢ mered by the god.

! COHEN HEADS

: CONGRATULATIONS ON YOUR

: fine interview with Leonard

: Cohen (July '88). It was witty,

entourage were through with : well-written, humorous and,

above all, revealing. After

¢ readingabout the behind-the-
i scenes agony that wentinto :
i the making of I'm Your Man,
: Ifind the album more com-

i pelling than ever. Mark Row-
i land did a terrific job.

Bob Reichers
Hyannis, MA

NICE LEONARD COHEN INTER-

(Though I will say, Various

: domestically, albeit sparsely,
: by Passport Records.)

T. S. Hunter
Branchviile, MD

| GRAMAM: CRACKERS?
i ] WAS SURPRISED TO READ
i about Graham Parker’s bit-

terness over the lack of re-
sponse he received from

1243

Last fall Ernest Chapman,

¢ Graham's manager, con-

i tacted Harold Bronson, our

: managing director, mention-

: ing the possibility of a Graham
: Parker project. Harold ex-

pressed enthusiasm and in-
formed Ernest that there

there would be a finished

i master that we could make

i an offer on. Besides, when

: did it become a sin to want to
: hear something that is going

: to cost you $60,000? By in-

: dustry standards this may

: seem like a drop in the buck-
: et, butit’s a hell of a lot of

: money for labels like Rhino.

I would have given my eye

i teeth for a chance to have
i The Mona Lisa’s Sister on
Terry Brown :
Mobile, AL
i tom line, but we always pride
: ourselves on caring about the
¢ music. Give us a break,
: Graham; we're really not that
! insensitive.

Rhino. I'd be lying if I said we
didn’t keep an eye on the bot-

Gary Stewart
Rhino Records Inc.
Santa Monica, CA

: | EVERHARDT IS GOD?

: 1 Scott Everhardt of Walbridge,

i | Ohio, is the winner of a Fen-

: | der Eric Clapton signature

: | series Stratocaster guitay,

: | given as grand prize in a con-
| test sponsored by Musician,

i | PolyGram Records and Fender
: | marksng the release of the

: | Crossroads collection. Who

| says it's a mean old world?

’ Please send letters to: Musician, 1515

Broadway, 39th floor, New York, NY 10036.




Two Time Grammy Award Winner

Diane Schuur
“Talkin’ ‘Bont You”

\wvailable On -
Compact Dises,

High Quality Casseues lDIGITAL MASTER l
A

and Records
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Their God Is Fresh

|

ave you heard Take 6
yete” It's a question
music industry profes-
sionals are asking one

| another quite a bit lately.

| You know the tone of

| voice: Please say no
so | can be the one who en-
lightens you.

Say no, and they look at you
as if you've just inquired after
John Kennedy's health. Then
they shove a tape at you and
say, “Listen.” And
you can't help but

the shrink wrap, if
you're about to dis-
cover the next Bea-
tleselvisdylanmichaeliackson-
steviewonder here.

But what you'll find is that this

ain’t rock or R&B. lt's gospel.

Acapella gospel. Acapella gos- :
pel that sounds like jazz. World- :

class harmonies. Extraordinary
arrangements. You'll be taken
aback. Which, by the way,

seems to be Claude McKnight's

current favorite expression. “It
has taken people aback,” he
says of Take 6's music, “but it's
something we've been doing
for about eight years.”
McKnight is one of the six

voices that make up Take 6. The
group originated as a quartet at :

Oakwood College
in Alabama.

)

wonder, as you crack

But why acapella gospel with
jazz overtones? McKnight says,
“Everybody in the group plays
an instrument and it seems like
we were all instrumentalists
before we became vocalists.
Everybody had a pretty good
jozz background and being that
there were six parts to this, it just
seemed natural to have ex-
tended jazz chords throughout
the music. To make acapella
music really fresh and exciting,
you really have to get into a lot
of the intricate rhythms and
things that characterize jazz.”

McKnight says when people
usually think acapella, “they
think there’s no sound happen-
ing. We, in our arrangements,
try to filt up every space. Any-
thing you can think of a band
doing, we try to do in our ar-
rangements so that you're not
missing the guitars and the
backbeat.”

McKnight admits that conser-
vative church folk were initially
“taken aback” by the group.
Gospel labels refused to attend
their initial showcase. Live audi-
ences, too, view Take 6 with
suspicion when they arrive
onstage without instruments.
But, as McKnight points out,
“About haltway into the first
song, they realize that this is
real.” — leonard

. Pitts, Jr
Yy

VANISHING
SONGS

Compact discs occasionally
carry “bonus” tracks, as
compared to their LP and
cassette counterparts—
partly to ease the pain of the
medium'’s heftier price tags.
But at least one record com-
pany has applied this
economic theory in reverse.
Anyone who'’s recently
bought a new LP copy of The
Band has received a rude
shock: Two of that classic
album’s songs, “When You
Awake” and “King Harvest
(Has Surely Come),"” are
missing.

As you might expect,
money is the reason for this
Cripple Creek massacre. The
Band's second album, re-
leased in 1969, is now a
budget-priced reissue LP. To
cut down on publishing
costs that have risen three
times in the 1980s alone,
Capitol Records sliced out
two of The Band's 12 songs.

JOHANY
> [LEGG

ornered, most pop musi
cians would admit a de-
sire to make megabucks
and/or great art. White
South African Johnny
Clegg and his band
Savuka pursue a different
agenda. “We have a strong
commitment to the progressive
multi-racial culture that is de-
veloping here under very harsh
conditions,” he explains. “| be-
lieve the solution to our prob-
lems lies in a fusion of western
and African cultures, value sys-
tems and political traditions. ”
A tall order, obviously, but
Clegg is doing his part. The
biracial Savuka (Zulu for “we

JEFF KATZ LARRY BUSACCA



Nothing personal; it could
have been any two of The
Band's songs.

does anyone miss Beach
Boys filler like '‘Bull Session
. with the ‘Big Daddy'"? And
sometimes Capitol muti-

! lates a masterpiece.

David Berman, Capitol

president since last year,

doesn’t seem too
pleased to have the

his attention. “To the
extent that it was arbi-
trarily imposed without
serious A&R decision given

. to the process, the practice

Capitol's
been doing this
for years with their budget
reissues; the back covers
carry a statement noting
their abridged status. Some- :

times a chopped-down ver-
sion of an out-of-print col- ;
lector'sitem (Lothar and the :

Hand People, for example) is
. of choice, more and more

better than nothing at all.
Sometimes a budget price
seems a fair exchange for
losing a couple of tracks;

has stopped,” he says. "'Re-
: assessment has already
{ been made for all reissues.”

Keep watching the bar-

: gain bins. - Scott Isler

! VANISHING

SONGWRITERS

Used to be, if you wanted to
: know who wrote that song

you liked, you could just

check the record label. But

with cassette tapes and
compact discs increasingly
becoming the music media

songwriters are finding

: themselves being written
. out of history. Miniaturized

: sound carriers too often
can’t find room to credit the
lowly slobs who only write
the stuff.

Songwriters aren't the

: a creative person credit for
: what he does,"” Stoller says,
: "is a form of thievery.”

The Hollywood-based Na-

: tional Academy of Song-
: only ones getting lost in the :
: shuffle: Rhino Records' CD

: ofthedB's' Like Thisomitsa
: personnel list, which in-
Band situation called to :

writers has been keeping

track of the situation. Last
yeoar the group estimated
that less than half of all pre-
cluded guest musicians. (An :
: embarrassed Gary Stewart,
. Rhino's vice-president of

. A&R, admits, "We blew it,
and we'll try to be more

. careful in the future.”) But
songwriters—who often

. were credited only on record
labels—are more conve-
niently forgotten when

: album-cover graphics are

. reduced for cassette and

: compact-disc artwork.

:  JerryLeiber and Mike Stol- :
: ler wrote six Top 10 hits for

: Elvis Presley; they, and El's

: other songwriters, went un-
credited on tape and CD
when RCA Records issued
collections last year of the
King's biggest recordings.

: Warner Bros. Records also
denied Leiber and Stoller ;
(among others) credit on the :
! tape and CD of the two-mil- :
: Hon-selling La Bamba

: soundtrack album. "Todeny :

recorded cassettes listed

: songwriters—although

: other contributions, like

: “hand claps” (on Joe

i Cocker's Unchain My Heart),
i are duly noted. “It's not an

: economic backbreaker,”

: says NAS executive director
: Kevin Odegard. “It's a mat-
ter of neglect. Songwriters
are not being considered as
. new technology enters the
marketplace.”

The NAS has received

written pledges of coopera-
: tion from record companies.
: More effectively, it's trying

. to standardize songwriter

: credits for all formats.

: Newer writers in particular,
: Odegard says, lack the clout
: necessary to negotiate their
! names onto a cassette J-

card or CD insert.
You mean Ritchie Valens

didn’t write "Summertime

Blues'? — Scott Isler

Looking for
Fusion...

1 worlds much of his life. Born in

England, he lived in Zambia
and Zimbabwe (then Rhodesia)
as a child before settling in

i Johannesburg. By age 14, he'd
¢ discovered “emotional

. similarities” between traditional

In South
Africa

have arisen”) symbolizes har-
mony between realms often at
odds. The group blends Zulu
and English lyrics, lively African
guitar, big rock drums and the
British folk inflections of Clegg's
melodies and vocals. Though
he eschews doctrinaire state-
ments about his homeland,
there’s nodenying the undercur- :
rent of urgency in tunes like :
“Human Rainbow” and “Talk to :
the People.” :
Clegg has inhabited two

: Celtic and Zulu street music,
: and was spending weekends in

black areas of the city, risking

. arrest to learn the basics of Zulu

songwriting and dancing.
His obsession led to the 1979
formation of Juluka, a group

i constructed along the same

. lines as Savuka. Before dis-

: banding in 1985, Juluka re-

. leased two unappreciated LPs

. inthe U.S. onWarner Bros., later
i the home of Paul Simon’s

Graceland. Insisting he isn’t

i resentful, Clegg sighs, “The
¢ world isn't fair. We know that.

It's an irony that | was signed to

© the same label and they couldn’t

sell my records. But | think the

. people who break new ground

are never the ones who bring

home the prize.”

Recently, Clegg's been

caught in a controversy. Despite
: support from Winnie Mandela,
i Harry Belafonte et al., he wasn't
: invited to perform at London’s
i Freedomfest concert honoring
: Nelson Mandela, due to a dis-
¢ pute with the British Musicians
¢ Union, who recently expelled

i Clegg from its ranks.

Why? “In May ‘87, | gota

¢ letter from the BMU saying

¢ membership was incompatible
¢ with playing in South Africa—

: but being a permanent resident
i there, it'simpossible for me not
! to,” he notes. "The African Na-
i tional Congress has called fora
: reexamination of the union’s :
i cultural boycott, but the BMU
. says it won't accept pressure
: from anybody.

“I was finally kicked out sum-
marily without a hearing. Now

I'm trying to appeal so we can
: settle this matter amicably.” To
: be continued... - Jon Young
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v [ENE LoviCH

f the recent surfacing of Lene
Lovich seems like a startling
blast from the past, what's
really surprising is how much
she's still operating there. New
wave nostalgia, anyone?

_J Lovich emerged a decade
ago, but it's been six years since
her last album. That gap was
largely atiributable to a soured
relationship with Stiff Records:
“We were having a hard time
with the record company for a
long time,” she says. “At first, of
course, we were opfimistic that
things would get better.”

To hear Lovich tell it, things
didn't get better, but she didn't sit
idle during the struggle with Stiff.
“We kept presenting them with
material, but they were not in-
terested,” she sighs.

Finally freed about two years
ago, she may have maintained
an extremely low profile, but she
maintains that her output hasn't
been that low. And she doesn't

just mean the two daughters she’s :

had with husband/guitarist/
longtime collaborator Les Chap-
pell. “I've been working with

Peter Hammill, who's been writing

PRIMITIVES
Very Now,
> \lery Then

ith their dense musi-
cal textures and
short, accessible
pop melodies, the
Primitives sound
like a cross be-
- tween Blondie and
the Jesus & Mary Chain, with a
little Madonna thrown in. That
augurs well for the success of
their first RCA LP, Lovely, on
American college radio. And it
makes them sound like Martians
in their native Britain, where

Her friend Nina Hagen got

i Lovich interested in the animal-
i rights movement, which led to the :
i pair collaborating on “Don’t Kill

i they’re one of few bands these
days to negotiate the nether

: reaches between Stock-Aitken-
¢ Waterman dance stylings and

: hiphop beatsmanship.

But their label in the British

i the Animals,” asong on last year's
: Liberate the Animals compilation
¢ LP.In turn, a large animal-rights

¢ festival in Washington, D.C.,

New Wave His the Lounges

: an operabased on The Fall of

: the House of Usher’ by Edgar

i Allan Poe,” she explains, adding
: that they hope to perform it next
! yearatan operafestival in Spain.

brought Lovich back to this coun-
try, enabling her to return to club
stages. A low-budget 16-date
tour was undertaken, in part,

i to generate record company
i inferest.

Her approach to these shows,

i however, reflected an odd,

i slightly counterproductive strat-

i egy. Lovich remains an eccentric,
¢ endearing performer, given to

vocal flights of fancy and occa-

! sional sax honks. But rather than

i sick of being on the dole who

i decided to do something they
¢ enjoyed. And we happened to
i be successful.” Not that she

i endorses the current wave of

: i British dance-synth music: “It's
i poppressasananti-disco band
: misses the mark, says lead

i singer Tracey Tracey. “It wasn't
i in reaction fo disco that we

: formedthe Primitives,” shesays. !
i “Itwasjust alot ot bored people

just sort of turned out, let's-

¢ make-another-record music.”
i The Primitives’ combination of :
i innocence, introspection and

iconoclasm has drawn favor-
able notices from that other

: present herself as a free agent

i who's one hot prospect—with a

¢ large batch of new songs and an
: updated sound—the show con-

¢ sisted almost exclusively of old

i quirk-pop tunes like “Lucky

i Number,” “Home” and “New

¢ Toy,” all wrapped in a thin,

i lounge-wave package.

Asked before one of the final

: shows if she was encouraged

¢ about the tour wooing a record

i company, Lovich laughs. “l would
i just like somebody to be encour-

: aged about me.” Understand-

i able, but this approach doesn’t

: seemthe wayto doiit.

— Duncan Strauss

i doyen of the British alternative

i scene, Morrissey. His patronage
: aside, a string of indie hits on

i their own Lazy Records brought
i the Primitives to the attention of

i BMG/RCA Records. And right

: now “Crash,” a two-minute

i shot of pure pop exhilaration, is

getting them noticed on both

: sides of the Atlantic.

“‘Crash’ was written within

i six weeks of the band getting

: together,” Tracey recalls. “We

¢ just went into the studio and

! recorded it as part of a six-song
: demo. It was very instant, very

: spontaneous.” Whichis as close
i to atormula as the Primitives

: come: "Our songs are very

i immediate. It’s not something

: we go out of our way to do; it's

: just right. Straight to the point

i andinstant. You hear them once,
¢ and you want to hear them

: again.” — Steve Perry
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(4/2/1-25768)

Remixed version of the debut
album plus two additional tracks
by this singitlar New York quartet
consisting of two bass guitars. violin
and extraordinary vocalist Mimi
Croese. Co-produced by R.EM.’s
Michuel Stipe

DFAIL. RECORID S

HAROLD BUDD

The White Arcades
(4/2/1-25766)

Eighth solo album-intricate, deli-
cate, msistent-from the lyrical
master of the soft-pedul piano, and
the first recorded away from his

native California

““IF SOMEONE ASKS ME WHAT THE (QPAL ARTISTS HAVE IN COMMON,

I'm HARD PRESSED TO FIND A SIMPLE ANSWER. I surrose I couLD
SAY THAT EACH IS DISTINCTIVE, NOT ONLY FROM EACH OTHER, RUT
ALSO FROM THE VARIOUS MAINSTREAMS OF MODERN MUSIC: IT IS
A LABEL FOR OUTSIDERS. SUCH A DESCRIPTION MIGHT APPEAR TO
CONDEMN TO PERMANENT OBSCURITY THE ARTISTS TO WHOM IT
1S APPLIED. BUT POPULAR MUSIC HAS ALWAYS DRAWN ITS STRENGTH

AND RICHNESS BOTH FROM THE CENTER-FROM THE BEATLES, FOR

EXAMPLE-ANI FROM THE EDGES-LIKE THE VELVET UNDERGROUND.

AND SOMETIMES THE TABLES SUDDENLY TURN AND WHAT WAS ON
THE OUTSIDE SHOWS UP VERY CLOSE TO THE CENTER?
—BriaN ENnO

OPAL IS THE MOST RECENT DRAWING TOGETHER OF A UNIQUE SET OF MUSICAL VISIONS.

UNDER THE GUIDANCE Of BRI1AN ENO, OPAL-BOTH A RECORD LABEL AND AN ARTISTS

MUSIC FOR FILMS 111

r rti
(4/2/1-25769)

Soundrtracks for films “real and
imaginary.” collected from the
wide range of Opal’s musicrans,
including Brian Eno, Daniel Lanois.,

Johin Puul lones, ANichuel Brook.

ROGER ENO

Between Tades
(4/2/1-25767)

Laraaji and other Opal artists.

OPAD

A small chamber ensemble of

strines, winds and percussion com
and Records.

plements pianist Roger Eno's bril

hant contemporary transformations

of traditional musical forms. A

very British musre. elegant und

somber. descended fron elius and

Vaughan Wilhians, but unmistuk

ably of the '80s:' ) Masgaziié

COLLECTIVE-NOW MAKES ITS A MERICAN DERUT WITH FOUR LANDMA RK RELEASES.

Availuble Now On Opual Cassettes, Compact 1)iscs
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MM MICHELOVE

Notin awe of

process: “We

SUGARCUBES

linden

by amy

Iceland’s
“Little People”
Make a Big Noise

he Sugarcubes are not only anew :

band, and a very good band, but :

they are probably (no, let us :

make that definitely) the only :
band to come out of Iceland and get an
American recording contract. Iceland.
Maybe you've heard of it. They hold US- :
USSR summits there, and big interna- :
tional chess matches. It's remote, it's :
somewhere near Finland, or maybe :
Greenland. Anyhow, it’s not what you :
would call your typical breeding ground :
for a rock 'n’ roll group. They have long :
winters. It’s small and isolated. It is also :
a relatively young land, and filled with a :
prehistoric beauty and pureness that :
borders on the mystical. There are :
active volcanos, and the whole countryis :
situated right on top of the cracks that
hold the Atlantic Ocean. Suffice to say, :
Iceland is like no other place you've ever

been to before.

Conversely, the conference room of :
Elektra Records, in the :

f mid Manhat-
the creative heart of midtown Manhat

just think,

melting. [Please don't. - Ed.]

The band began, according to singer/ :
trumpeter/lyricist Einar Orn, on June 8, :
1986 at 2:50 p.m.—“Greenwich Mean
Time,” he smiles. Actually, the date is :

the birthday of singer/lyricist Bjork

bration and Joy.

“We approach everything with an :
open mind,” Bjork says. “We just think,
life, what a brilliant idea, life,” Einar :
continues. Their sincere, almost :

childlike optimism balances a blunt,
(pardon the expression) chilling sound.

mixture of early Wire, Siouxsie and the

startlingly original, they capture the
sense of melody and humor. But if you

want to stay clear of an international
incident, don’t mention “influences.”

nannies were humans, telling us stories.

radios.” “I never saw a music TV pro-

distinctive sound, she shrugs: “We don't
know any other place.”

sake, we are playing it for enjoyment.
People think music is some sort of god,

even do a cover version,” Bjork sighs.

5

This is not a group in awe of the crea-

: tive process. Songwriting consists of

“getting together in a room, somebody
starts, we build it from there,” Bjork

i explains. For “Delicious Demon,” on
i their American debut Life’s Too Good,
The Sugarcubes are a fresh, challenging :

guitarist Thor took random sentences

¢ from a textbook on Egyptian hieroglyph-
: Banshees (without either’s more art/ :
: doom aspects), the B-52’s and the Slits.
While the group is not doing anything :

ics. “Then he discovered that they were

: all about money!” Einar smiles. “It’s our

Egyptian money song!” What the songs

i do have is a free spirit. Most of the lyrics
i thrust and rush of '70s punk, adding a :
tan, is like no place the
Sugarcubes have ever been :
life, whata to eithgr. Thisis thg group’s
brilliant idea.” first trip to the Big Aggle,

and to make the transition :
from desolate and magical to dirty and :
maniacal even more intense, the tem- :
perature is topping off at 96 degrees. :
You could say that the Cubes were :
: gram until six years ago,” Bjork offers.
Asked if her homeland shaped their :

are hard to decipher, due to the accented

: vocals, but they set a mood, be it funny
: like “Delicious Demon” or ominous like
: “Mama” and “Motorcrash.” But the

“I grew up listening to my mother and :
my father,” Einar laughs. “You have to :
understand, Iceland is a place where our :

band resolutely resists any self-analysis.
“The last thing we discuss is music,”
Bjork says. “Our musical influences are

¢ our life.”
We weren’t brought up by gadgets or :
: the strength of three singles, the band
: became the rage of the fickle British

So far, life has been pretty good. On

indie charts. America is next, and the

i Sugarcubes are a little amazed at the
: speed at which success is coming.

“We are not musicians,” Einar says. :
i “We are not playing music for music’s :
Gudmundsdottir’s baby, but the group— :
which prefers using their first names :
only—chose to celebrate the birth of a :
band and a child at the same time. The :
Sugarcubes talk a lot about Life, Cele- ; “We tried some Stones song. We :
¢ weren't bright enough.”

“We are small people in a big place
now,” Einar remarks. For a group that

: considers themselves a garage band—
: albeit with Iceland’s high standard of
the ultimate ecstasy; it’s not.” “We can't :
¢ all the hoopla is strange indeed. Being

living, perhaps a two-car garage band—

primed as a Next Big Thing doesn't sit

¢ too well with them.




Omar And The Howlers'

S|gnature down-hame, ballsy rock
0’ blues tears the house down

on their new album, “\Nall Of Pride”
Featuring the smash single,

«Rattlesnake Shake.”
On Columbia
Cassettes,
Compact Discs
and Records.

Produced and engineered by Terry Manning.
Management: Kevin Wommack/Loophole Management

T Columba” 9 are trademarks of CBS inc © 1988 CBS Records Inc
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AKING

Guitcrist Thor uses a «
pre-CBS Fender Tele-
caster with a maple
neck, and a Yamaha
semi-acoustic SGS400.
He plays through vari-
ous foot pedals (distor-

tion, overdrive, etc.) and U M PS
into a Peavey SCH400 *=

amp. Keyboard-player Magga has a
Roland D50, E-Max and Roland
Cube60 amp. Bragi plays Fender Preci-
sion and Jazz basses through a Trace
Elliot 250 head and two speaker
cabinets (1x15” and 4x10”). Drummer
Siggi’s kit includes a Ludwig 20" kick;
Premier 14x7” wooden snare; and 13"
and 14” Gretsch Power Toms. His Sabian
cymbals are an 18" high bell crash ride;
18" fast Chinese; 16" 8 +; 12" Leopard
splash; 13" flat; and bottomed high-hats
with air holes. Singer Bjérk prefers a
Shure microphone, and Einar plays a
Jupiter pocket trumpet.

e —

“What was the last big thing? U2,”
Einar thinks out loud. “Do we look like
U2, do we sound like U2? It’s not in our
nature. We are little people”—a phrase
used almost self-mockingly throughout
the interview. Despite the group’s golly-
gosh attitude, the Sugarcubes are by no
means simple kids. They are aware of
their novelty, and while not exploiting it,
know how to use their uniqueness.

What these little people do want,
though, is to meet one of America’s
leading figures. “Mike Tyson,” Bjork
beams. “We love him.” Why the fascina-
tion with Iron Mike? “Some writer told
me that I had a voice like a Mike
Tyson...” Bjork gestures with her
hands. Uppercut? “Yes! That’s it, a Mike
Tyson uppercut.”

While the Sugarcubes haven’t ob-
tained Tyson’s stature yet, they share in
his ability and desire to appeal to a wide
audience. “Underground bands [in Ice-
land] don’t understand our attitude,”

| Einar says. “They think that they must

be strange to be taken seriously. We
have always treated our music as not
strange or weird. We like our record.”
Einar leans back in his chair. “We want
everyone to hear our record.” M

Yes, in the same tssue in which
we ran a letter chastising us
for misspelling Neil Peart’s
name, we managed to misspell

Neal Schon (Santana/Shorter
interview, Sept. '88). Hope-
fully we got Neal Finn’s name
right in this month’s Crowded
House piece.




Its TimeTo
Rack Up Another Hit.
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It's hard to follow a great act. Expectations run
high. The performance must be flawless. When we
decided to carry the legacies of our LA-2A, LA-4
and 1176LN into the next genera- :

tion, we knew exactly what we }
were getting into. = ﬁ

Our new 7110 Limiter/Com-

MOOEL 7110 .
COMPRESSOR/LIMITER

threshold, attack, release time and output level -
the 7110 automatically rides the gain with split
second response.

To make set-up as simple as possible, we've included
an Automatic Preset function. Punch the button

on the front panel - the 7110 automatically
defaults to program dependent attack

. ¢
N s [
. :I -l & 4 7| ;
pressor incorporates the char- ’- . -_a: i : E 4 and release times, and presets the peak
acteristics of its predecessors, W= = @& ! threshold and ratio to consistently used

is the natural addition to a
legendary line and has all the

The 7110 combines the

; . smooth predictable RMS
Eotentlal to become a major style performance of the
it in its own right. The 7110 LA-4 with the precise

combines both peak and aver-  @utomatic peak control
age limiting action, producing ~ & %€ //76LN.
smooth, predictable RMS style performance like the
LA-2A and LA-4 with the precise automatic peak
control of the 1176LN.

The 7110, with our exclusive program dependent
Smart-Slope;” gives you adjustable compression
curves from 1.5:1 through infinity:1. You set

g
-
Y settings. Perhaps the best news of all, the
7110 produces crystal clean sound and is virtually
transparent.

Just another limiter/compressor? We don’t believe
so. After you've heard it for yourself, we think you'll
agree. Stop by your local JBL/UREI dealer and give
it a listen. And, get ready to rack up another hit.

UREI
4|31 M ELECTRONIC
PRODUCTS

JBL Professional
8500 Balboa Boulevard, Northridge, CA 91329

© 1988 - JBL Incorporated A Harman International Company



CHURCH

by steve perry

Uflz‘fted and
Sadly Triumphant
at Last

eter Koppes is reclining against :
the foot of his unmade Minnea- :
polis hotel bed when he finally : §
comes up with a name for what :
the Church does. Contemporary Intelli- :
gent Rock, he calls it. Yeah, Marty :
! bassist, singer, lyricist and semi-grudg-
: ing mouthpiece. “Our audience can like
! those bands, like us, and like Dire Straits :
i as well. Though when I see some of the
i T-shirts at these shows, I sometimes
: think, ‘God, how could they like these
i bands and like us too?’ But they do.”
something new. For years the college/ :

Willson-Piper agrees, and amends the
emphasis a little: Contemporary Intell-
gent Rock. The designation may be
unduly precious, but you don’t have to
buy into the Church guitarists’ implicit
elitism to see that the recent success of
bands like theirs does indeed portend

alternative rock scene has been small-
scale and notoriously cultish; now a
growing cadre of bands are stepping
forward from its ranks into the main-
stream, and beginning to change what
the mainstream sounds like.

These days even the most calcified
AOR stations are playing U2, R.E.M.
and the Church, and the breadth of their
exposure is uniting a lot of previously
isolated audiences. Consider some of the

Shiver-up-the- T-shirts that popped up
spine: Marty in the crowd at a recent
Willson-Piper, Church show: New
Steve Kilbey, Order, INXS, Echo &
Richard Ploog the Bunnymen, XTC,
and Peter the Cure, OMD, U2,
Koppes. Sisters of Mercy, the

Jesus & Mary Chain, Love and Rockets,
Depeche Mode—college/alternative
mavens one and all. It looked like post-
punk rock’s coming-out party; as if to
seal the symbolism of the event, the
winners of my impromptu T-shirt-count-
ing contest were two bookends of the
whole post-1976 odyssey to date,
Johnny Rotten and R.E.M.

sort of gothic doom-and-gloom bands as

well as a lot of other things,” ac-
knowledges Steve Kilbey, the band’s

Somebody certainly opened the door,

: because by mid-June the Church had a

Is sudden success disquieting? Have

18

: one miserable second! Never! Anybody
: who thinks that’s negative is ridiculous,”’

declaims Willson-Piper. Kilbey is more
taciturn on the matter of success: “It’s
nothing. It hasn’t made me happy, it

i hasn’t made me sad, it hasn’t daunted
: me. It’s as hollow as I thought it would
. Kilbey gives some measure of credit :
: to R.E.M. for preparing American audi- :
: ences to accept the Church’s brand of :
: guitar rock. “It must have helped,” he
: says, “although I don’t see any great :
: similarity between them and us, aside
: from the fact that someone in R.E.M.
: has got a Rickenbacker and someone in :
: our band has got a Rickenbacker. But I :
: think R.E.M. did open the door for afew :
¢ people who might have been considered :
: too left-of-field.” i

be—though it’s much nicer to play to a
full house than an empty house.”
Maybe the reason Kilbey is so unfazed

: byitallis that he devotes alot of time and

energy to insulating himself from it. The

last track on Starfish, an album in which
: the theme of travel figures prominently,

is called “Hotel Womb,” and at Min-

: neapolis’ Guthrie Theatre he spat out

one line with particular ferocity: “God-
dammitall, I wish I was back in my hotel

¢ womb!” Come on—is touring that emo-
! tionally traumatic? “Well, I like playing
i : live, but I don’t like touring. It’s a very
: Top 30 single (“Under the Mitky Way”) : disturbing exerience in all the ways
: and a Top 40 album (Starfish), and the : people can imagine.
: audience at their live shows was expand- :
: ing to include many who'd first heard the :
: band when “Milky Way” debuted on : smirk at this, which is about as emotion-
i AOR and CHR radio. Granted, we’re not
: talking Bon Jovi numbers here, but it’s :
¢ still a quantum leap forward for a band
: that’s Jabored in semi-obscurity since the
: beginning of this decade, releasing five :
: previous albums in their native Australia :
: (only two of which got released in :
: America) and playing to near-empty halls
¢ in many parts of the world.

“I think the Church can straddle the :
: they been on the outside so long that
i coming in feels perversely like a betrayal :
: (the Paul Westerberg perplex)? “Not for

“Especially for sensitive chaps like
us.” He manages a self-deprecating

ally unguarded—regarding his music,
himself, anything—as Kilbey is likely to

i get in an interview. “I eventually don’t
: want to do any more interviews,” he
: says. “I think that will add a lot of mys-

tery when we make arecord. And people
like a good mystery. The more they can

: find out, the less they enjoy it.”

Accordingly, Kilbey doesn’t want to

talk about what he and the others were
i doing before they formed the Church.

He won’t even say how old he is. “I'm a

: surrealist,” he pronounces at one point.
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THE CHURCH
“I'm anti-logic. As aprivate individual I'm

cause I'd like to live in a nice house and
drive a big car and all that. But as far as
discussing it, it’s not part of my persona,

you know?” For someone who claims :

little interest in self-marketing and even
less in self-mythology, that’s a pretty
arch formulation, but so far as Kilbey is
concerned it probably all serves the end
of keeping an aura of mystery around the
Church’s music.

“We try to go for that shiver-up-the-

spine feeling, that sort of otherworldly :
: Music is this intangible thing. I don’t
: think anyone’s attempted to work out

thing—uplifting, sadly triumphant. It’s
so hard to put 1nto words If you could do

i that, you'd have a blueprint for doing it.
interested in having some money, be- :
¢ won't be pinned down. All you can do is
: take a song you've written and say, yeah,
: this does it, or no, this doesn't.

“I just want that feeling. 1 don’t know :
: what that feeling is. It’s like saying to a
: cigarette smoker, ‘Why do you smoke?’
i It’s just that hit you get. Some records
: give me that hit, and others don’t. I can
: say, ‘Well, I like intelligence, melody,
: good lyrics, good playing, originality'—
i but maybe Joe Smith’s record has got all

But it’s a very nebulous thing, and it

those elements and I still don't like it.

STREET SMART.
BUDGET WISE.

Introducing the DELTEX Keyboard Stand.
Ultimate lluallty at an Ilnbellevahle Price.

hot new shape in keyboard stands.

Now every performer can afford the

With DELTEX, Ultimate Support

Dclicy

Systems continues to bring you the same
distinctive triangular support column that’s
become the symbol of rugged strength for
stage, studio or home.

Set up and breakdown are fast and
easy. DELTEX is lightweight, yet built to
shrug off the shocks of the road—a Lifetime
Warranty guarantees it.

So check out a DELTEX today. Because
now the radical change in keyboard
stands is priced to leave you some radical
change in your pocket.

Suggested Retail: $129.99

For more information or a dealer near you, contact:

P.0.Box 470 InCanada: Roland Canada
Fort Collins, C0 80522
(303) 493-4488

13880 Maylield Place ULTNIMATE
Richmond, B.C. SUPPORI
V6V 2E4, Canada SYSIEMS
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¢ why music makes us feel good. And it’ll
: be a sorry day when they do find out that
¢ it stimulates some chemical here that in
i turn stimulates...I don’t want to know
¢ about that.”

After some consideration, he adds,

i “My lyrics aren’t nonsense, but I think
! there’s something between nonsense
: and statement, and most people don’t
i explore that area. It’s very important to
: rationalize our whole existence, because
: we're not just day-to-day creatures.
i There’s something else going on. I don’t
i know what it is; I have no more idea than
: anybody else. But that’s what my lyrics
i try to come to terms with.”

Philosophy of art aside, Kilbey’s reti-

i cence also reflects a lifelong, passionate
i and generally very private connection to
¢ rock music. As a kid, he says, “I lived in
: my own world, which was a world cre-
: ated by rock 'n’ roll music, and records.
: It didn’t matter a fuck to me where [ was;
: all I wanted to do was get down to the
: import record shop and get the latest
: record by so-and-so. Then I'd come
: home, shut my bedroom door, and listen
: to it until I could write my own song to
: imitate it.

“I only hung around with people who

: liked the same kind of music that I liked.
: And there weren’t many of them. We
i thought we were a real avant-garde
¢ clique. So it didn’t matter to me that I
i was in Canberra, which is the capital of
i Australia and about as inspiring as Ot-
: tawa or Washington or something. All I
: wanted was that record player and that
: record shop. Everything else was totally
! irrelevant.

“Rock 'n’ roll was all I cared about, and

: if somebody didn’t like the music I did,
: then I wasn’t interested in them. I still
: think music is a very important reference
: point for friends. I have friends that I'd
= _ o= ——_ —z ]

he list of gear Steve Kil-

bey used on Starfish is P ]N
short and sweet: “| had @ U

Fender Coronado bass, a
Gallien-Krueger amplifier .l-l' |S
and an SVT cabinet. And

that's it.” Guitarists Peter ] N
Koppes and Marty Will- [
son-Piper swear they J
can’t remember any particulars about
their guitars. “They're Rickenbackers,”
says Willson-Piper. “But Peter and | have
custom guitars that were assembled
from components of two different mod-
els—what do you call those?” Mutants,
Marty. In the Church’s live show, some of
Willson-Piper’s most memorable solos
are on his custom Rickenbacker electric
12-string. Both guitarists use Vox AC-30
amps. Richard Ploog plays D.W. drums
and Paiste cymbals
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PERFORMERS AT THE
INDY 500 HAS ONLY
21.7" HORSEPOWER.

Crown engineers. long known for their
performance, have built a machine so
powerful that just one has the capability of
driving the entire 400 speakers at the
Indianapolis Motor Speedway.

The Macro-Tech* 10,000. 16.200 watts*
of burst power. is a masterpiece of audio
technology: pure, natural. uncolored per-
formance: incredible power: engineered to
be as reliable as the Crown name itself.

An amplifier designed to deliver such
power demands extraordinary circuitry
throughout. Conven-
tional circuit boards
simply can’'t handle the
necessary current. so
Crown developed
massive high-current
copper conductors —
‘BUSSBAR'
construction.

Key to achieving relia-
bility in amplifiers as
powerful as the Macro-Tech
Series and Micro-Tech
Series is success
fully protect-
ing circuits
from overheat
ing or overload.

Patented ODEP (Output Device Emulator
Protection) circuits. utilizing onboard
computers. simulate the condition of
output transistors to detect and compen-
sate for overheating and overload. Efficient
heat sinking and forced-air cooling systems

*40mScce. 1kHz sinewave at 0.05% THD burst
power-mono. Contact your dealer or Crown for
complete specifications.
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further ensure the reliability of these
amplifiers.

Crown's patented Grounded Bridge
Circuitry provides high output headroom —
allowing extreme voltage swings without
puttmg output transistors in series. The
result is low distortion with extremely high
dynamic range and greater reliability.

Optional PLP, (Plug-in Panel) accessories,
avariety of plug-in cards. allow Macro-Tech
Series amplifiers to be tailored to indi-
vidual needs.

The brute force of
the MA-10.000 carries
through the entire
line of Macro-Tech
Series and Micro-
Tech Series amps.
MA-2400 - 2680 watts*
output. MA-1200 -
1605 watts* output.
MA-600 - 1140 watts*

output. MT-1200 -
1605 watts* output
MT-600 - 1140
watts*
output.
Micro-Tech
Series amps are the
worldwide industry
standard - the ‘workhorse’, and
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Macro-Tech Series. All backed by the best
warranty in the business.

At Indy. sheer power and incredible

endurance always wins.
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THE CHURCH

hate otherwise, but we like the same : :
¢ Church have been working toward that :
sound ever since of skins and heart, their :
: many albums. “There was a pressure
: from our point of view [to produce a hit
this time],” admits guitarist Peter Kop-
: pes,
i pany’s. They were willing to wait for two
¢ records to build up this band.”

music, and that’s where we intersect.”

And with the people who don’t share :
“I'm not Mr. Popu- :
Kilbey concedes. “It’s hard to :

his musical passions,
larity,”
maintain friendships doing this. You go
away for six months and then come back,

at this place on the American charts. And

you tend to drift away, and people think,
well, he’s a pretty stuck-up guy. And
you're thinking, they're pretty dull.”

of-sound. And that’s not a putdown. The

1981 debut. But at the time, says Kilbey,
he wasn’t so much inspired to pursue

i something as to trash something. “I
¢ hated all the stuff that was happening,
and it’s like, I've just toured the world :
and done this and that, and my record is :

and it made us want to do the Church
even harder and stronger. I didn’t like

i new wave—all the sort of goofy, jerky :
these people are saying, we’ve painted :
our bedroom green and got anew cat. So :

things that were happening around the

again.”

built a following in their native Australia.

: over the years, Starfishis their first bona

fide hit here. Which is one reason why
Arista is their third American label in as

“though not from the record com-

But no one is disappointed by the

: gradualness of the Church’s climb. Kil-
turn of the decade. I don’t want to point :
: fingers, because those bands are all :
: broken up and gone now. But we wanted :
¢ to do something that had substance and :
i soul to it, and strike a blow for guitars :
s far as describing the Church'’s :
musical signature, suffice to say :
that if Phil Spector’s was a wall- :
of-sound, the Church'’s on Star- :
fish mlght best be called a nice- hot bath- :

bey calls it an outright blessing, in fact.
“It didn't seemlike it at the time, but now
that I look back I can see that if this had
happened on the first record, several
members of the band would be dead, and

the others would be in the asylum. My

The Church was a critics’-choice band :
from the beginning, and they quickly :
i other naughty things one shouldn’t do.
But despite a sizable American cult built :

ego would have burst; I would have done
every drug under the sun and done all the

My next record would have been terri-

|

Bl AUDIO DYNAMITE

n’"

Produced by Mick Jones.
Management: Gary Kurfirst

“TIGHTEN UP
VOL.’88"
MICK JOvagg,
DON LETTS,

L8 LEO "E Z KILL" WILLIAMS,

GREG ROBERTS
and DAN DONOVAN.

Featuring
the new single,

“JUST PLAY
MUSIC!”

On Columbia Cassettes,
Compact Discs and Records.

""Columbia," ® are trademarks |
of CBS Inc. © 1988 CBS Records inc. |
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The computerofrecord

These days, more and more of music you make, there is Macintosh software to
artists are entering the charts not just $&g===§ help you make it better. Composing, arranging,
with a bullet. But with a Macintosh” Aeemmmed sequencing, sampling, sound design — you name
personal computer, y it, Macintosh can do it

Thats one reason you'll find so 8% Macintosh is flexible. It doesn't lock you in to
many Macintosh computers in the &% » ~ anysingle, rigid MIDI configuration. So as your
studios where they cut the hit o] _ music grows, your music computer will, too.
records.No matter what kind S=m——"" And the performance doesn' stop when you

‘A song " being defined as $9.95 plus $3.00 postage. not an a cappella rendition of your furorite Top 40 bit. You need @ VISA or MasterCard o order by phone. Or call. and we'll tell you where you can send a check




finish playing. Because Macintosh also gives vou  be as instrumental to your success as it is to theirs.

access to a huge library of serious business soft- You can have the video for a song: Just call

ware. That means vou can shift from plaving vour — 800-538-9696, ext. 750, and we'll send you a copy.

music to promoting it without missing a beat. You'll discover why, in the music business to-
See for yourselt. Order the Macintosh, MIDI - day, the signs all point to Macintosh.

& Music video. Half an hour jammed with insight -

and instruction from many of Americas most no- e
table artists. Demonstrating how Macintosh can The power to be your best”

N0 caash, stamps, b tofs or gustar poks aceeplted no matter bow: nucely you ask Video offer expires Dec: 310 1988.°C 1988 Apple Comprdter: Inc Macintosh. Apple and the Apple logo are tradeniarks of Apple Comudter. I




Programmed for
everything but
obsolescence.

D3 & ok

When the Kurzweil 250° was introduced in 1984, it set the , !i
industry standard for sampling excellence and program- PEED.. "‘:,
ming sophistication. But what may have been a 4 ~
crowning achievement for others was just a starting
point for us. The K250%, you see, is being updated v #’ ’
continuously to keep pace with future technological ﬁ ¢ ; ]
advances. I /e

For example, weve recently developed power- ﬁ’/ e ] &

ful, portable RAM cartridges that vastly extend
the K250 memory. We've just released our
ninth sound library and have more on the
way. Also, the option of having twelve sep-
arate outputs for unprecedented versatility
in using those renown K250 voices is
available.

Things have changed a lot since
1984, but the K250 and 250RMX®
(rack mount expander) are still on
the leading edge of music tech-
nology. So when you buy a
K250, you know youte invest-
ing in an instrument that will
continue to earn the admi-
ration of music makers
everywhere.

Visit your nearest
Kurzweil dealer today.
By the time you get
there, he'll have
more exciting
updates to tell
you about.

Kurzweil 250, K250 and 250RMX are registered trademarks of Kurzweil Music Systems, Inc, 411 Waverley Oaks Road, Waitham, MA 02154 (617) 893-5900.
In Canada, contact Heinl Electronics, Inc., 16 Mary Street, Aurora, Ontario’ '4G-3\W8 {416f 7221951



THE CHURCH

ble, and I would probably be in a clinic
outside Los Angeles now.

“But the way it’s happened, I've paced
myself. That stuff doesn’t bother me.
Sometimes I walk onstage and there’s a
big crowd and they roar and I think,
‘Great!” My ego gets a rush. But I'mjust
an average sort of guy who happened to
get lucky strumming a guitar. I think
anyone who does this and thinks any-
thing else is a fucking idiot. Elvis Presley
was an ordinary guy. Sting is an ordinary
guy. Maybe they’re particularly tal-
ented, but you should never believe your
own publicity, your own myth. When
that starts happening, it’s dangerous.”

Their gradual ascent has held other :
benefits, too. Because the Church was
known as a band with a small but :
doggedly loyal following, the CD-only :
label Rykodisc was willing to sign three :
of its four members—Kilbey, Willson- :
Piper and Koppes—to solo deals. It'san :
unconventional arrangement to say the :
least, but since it was cut before theband :
signed with Arista, Arista will have to :
grin and bear it. As aresult, everyone in :
the band save drummer Richard Ploog :
has a new solo CD out at the same time :

as the album.

“It’s funny that some people say, ‘Ah,
look at all these solo projects—their :
days are numbered,’” says Willson- :
Piper. “In fact it holds the band together. :
Nobody’s got any reason to leave now.

Nobody'’s frustrated creatively.”

“Everyone says it must have taken :
guts to stick together all these years,” :
Kilbey offers later. “But what else could :
we do? I think it was almost cowardice to :
stay together. I mean, if you break up :
your band, you have to start all over with :
another one. We were just like the guy :
at the roulette wheel who stands there :
and keeps betting on number 13. Even- :

tually it’s gonna come up.” ™

DEVELOPMENTS.....,

for their digital pianos and ensembles, It :
might pay to try it out, because Technics :
is running a big $40,000-plus-Digital :
Ensemble sweepstakes at their dealers :
this fall, with 15 keyboards up as runner- :

up prizes.

The software community had one :
notable Atlanta debut: CODA. Their Macin- :
tosh-based Finale program, presentedin :
a big booth complete with fern-bar :
decor, has stepped right in as a genuine :
alternative to the Mac’s Big Four (Op- :
code, Performer, Southworth and Mas- :
terTracks Pro, if you're keeping score). :
This sequencer environment is best
suited to regular notation-centered :

players who prefer to work on piano
continued on page 39

i staves rather than bar graphs. Overall, :
: Finale has completely rethought the :
! sequencing environment as we've come
i to use it, making it more comfortable for :
: the trained composer. Just to wet your :
: whistle, here are three things it’ll do that :
: are unique. If you have trouble playing to :
: ametronome, it will take its tempo from :
i a foot pedal, so you can slow up for the : this summer NAMM deal. Let’s cut the
¢ hard sections and speed up for the easy :
. ones and afterwards have a continuous :
i performance (and you should see the :
i variety of ritards!). Finale also has a
i scoring mode called “Igor,” which gives
i you a complete score sideways in one :
: continuous printout, the way Igor :

Stravinsky liked it. And it has a second-
ary memory buffer that preserves ev-
erything, so if you go ahead and do
something seemingly irrevocable like
erase a perfect solo, you can actually go
in and recover it.

We're about out of time, but before I
go, I should stand up and be counted on

crap and bring it to New York City. We
want to keep the big-name players in-
volved, we want some excitement, we
want summer NAMM to matter again.
Bring it to the Big Apple, if not every
year, then every third year. Only then
will the cheap jokes stop for good. W

The Macintosh

music video was
made to order

So what are you waiting for? Order it now.

You'll see how Americas top recording artists are
using Macintosh” computers to help change the way that
music is made. You'll also learn the basics of MIDI tech-
nology, sampling, sequencing, notation, sound design and
much more. (See the ad one page back)

So don't wait. Use this coupon. Cut yourself a hit. Or
call (Visa or MasterCard only) 800-538-9696, ext.850.
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r----————-———————--—-———ﬁ
Please send me copy(s) of the Macintosh, MIDI & Music video. For each copy, send $9%5 |
plus $3.00 shipping, California residents add 7% sales tax. Total enclosed: ___ |
Name (please print) __Phone { ) :
Address - I
ity State Zip |
Method of payment:  OMC  Account #____ [OCheck |

OV bExp O Money Order :
Sgnawee 000000 — |
Make checks payable to Macintosh Music Video Offer. Mail to: Macintosh Music Video, PO. Box 8240, Beaverton, OR 9707% I
Offer expires 12/ 31/ 88 or while supplies last VHS only: Allow 4-6 weeks for delivery.

Macintosh is a registered trademark of Apple Computer. Inc. M0 |
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THE REVOLVER SESSIONS

Sometimes history gets lucky. The Beatles did all their studio
recording in one place: EMI's Abbey Road Studios. That fact makes
possible the publication of 7he Beatles: Recording Sessions, a
detailed look at exactly what went on when the band was inside
Abbey Road. Thanks to loghooks, session tapes and his own
interviewing, Mark Lewisohn has fashioned a definitive account of
the Fab Four at work from 1962 to 1970. Our excerpt concentrates
on the making of what many Beatles scholars consider their best
album: no, not Sgt. Pepper, but Revolver. | d 4 2

‘_"

From The Beatles: Recording Sessions (The Official Abbey Road Studio Session Notes 1962-1970) by
Mark Lewisohn. © 1988 by EMI Records Ltd. To be published in October by Harmony Books, a
division of Crown Publishers, Inc. All rights reserved.
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THE BEATLES
Wednesday, April 6, 1966

(working title of “Tomorrow Never Knows") (takes 1-3).

The first session for what was to become the significant album
Revolver. Here was a set of recordings destined to rock the
rock world and change the course of popular music. And its

first to be taped. What a start!

It took just three takes—one of them a breakdown—to
record “Tomorrow Never Knows,"” although by its very
essence the song was also the result of innumerable overdubs,
especially of tape loops. (These were superimposed on April
7.) On this first day the Beatles recorded only the song’s

the overdubbing of the loops and for the record release, and
take two was the breakdown. But take one was a sensational,
apocalyptic version, loop-less so to speak, which is very close
to defying adequate description.

Take one of “Mark I,” the working title of “Tomorrow Never
Knows” (the latter being a Ringo-ism seized by John as the

enormous proportion, with thundering echo and booming,
quivering, ocean-bed vibrations. And peeking out from under

were being broadcast through the cheapest transistor radio
from your local market, and delivering the most bizarre
Beatles lyric yet, including one line taken directly from Dr.
Timothy Leary’s version of the Tibetan Book of the Dead.

The released version was a somewhat lighter take of the
song, although it was still unlikely to rival “Yesterday” in the

thud. Paul’s bass, high up on the fretboard, matched Ringo
note for mesmerizing note. There was another eerily live

continuously, two guitar solos—one fuzzed and played

backwards, the other put through a Leslie organ speaker—and
a jolly honky-tonk piano. All in all, a quite remarkable day’s

boundaries and then smash right through them.

It would be wrong to assume that the Beatles alone were :
responsible for this remarkable recording, or for the progres- :
siveness which would be the hallmark of much of their future :
output. Producer George Martin was, as ever, a vital :
ingredient in the process, always innovative himself, a tireless :
seeker of new sounds and willing translator of the Beatles’ :
frequently vague requirements. Now he was joined by :

engineer Geoff Emerick, promoted to replace Norman Smith.

Emerick’s promotion was a shrewd move by the studio
management, particularly Bob Beckett, the man in charge of :
disc-cutters, the job in which Emerick had latterly been :
employed. “Geoff walked in green but because he knew no : |
rules he tried different techniques,” says tape operator Jerry :
Boys. “And because the Beatles were very creative and very
adventurous, they would say yes to everything. The chemistry :
of George and Geoff was perfect and they made a formidable :
team. With another producer and another engineer things :
would have turned out quite differently.” Engineer Ron Pender :
notes, “Geoff started off by following Norman Smith’s :
approach because he’d been Norman’s assistant for a while. :
But he rapidly started to change things around, the way tomike :

drums or bass, for example. He was always experimenting.”

One major reason for Emerick’s promotion to what was, at :

: this time, probably the most enviable position in the recording
Studio Three: 8:00 p.m.-1:15 a.m. Recording: “Mark |” i world, seems to have been his very inexperience. Here was a
i young man—a mere 20—with not only the best-tuned ears in
: the business and a head full of fresh ideas but, very importantly,
¢ no preconceived or irreversible techniques. What he could and
: would learn from George Martin and the Beatles he could and
¢ would repay.

momentous closing song “Tomorrow Never Knows” was the :
: studio manager called me to his office and asked whether I'd
: like to be the Beatles’ engineer. That took me a little bit by

: surprise! In fact it terrified me. I remember playing a game in

¢ my head, eeny meeny miney mo, shall I say yes, shall I say no? ‘
i The responsibility was enormous but I said yes, thinking that ‘
i I'd accept the blows as they came...”

rhythm track. (Only?) It was take three which was chosen for : i
i Road. The technical boffins were having to respond quickly to

Emerick recalls the circumstances of his promotion. “The

It wasn’t only the personnel which was changing at Abbey

i the Beatles’ needs. “They would relate what sounds they
: wanted and we then had to go away and come back with a
i solution,” recalls Ken Townsend, now general manager at
: Abbey Road Studios. “For example, they often liked to double-
: track their vocals, but it’s quite a laborious process and they
ideal title for his masterpiece), was a heavy metal recording of :
: time session doing just that, I was driving home and I suddenly

: had anidea...” \
the squall was John Lennon’s voice, supremely eerie, as if it |

soon got fed up with it. So after one particularly trying night-

Townsend’s idea was to affect not just most of the Beatles’

¢ future recordings, but recording techniques everywhere.
i Balance engineer Stuart Eltham realized it needed a name, and
! christened it Artificial Double Tracking, ADT for short.
: George Harrison told Townsend he should get a medal for
! inventing it. In layman’s terms, ADT is a process whereby a
i recording signal is taken from the playback head of a tape
ballad stakes. Ringo’s drums carried a hypnotic and mournful : machine, recorded onto a separate machine which has a
i variable oscillator (enabling the speed to be altered) and then
: fed back into the first machine to be combined with the original
Lennon vocal, a tambourine, one note of an organ playing :

signal. In photography, the placement of a negative directly

over another does not alter the image. The two become one.
: But move one slightly and the image widens. ADT does this
i with tape. One voice laid perfectly on top of another produces
work. Coming less than three years after “She Loves You,” :
“Tomorrow Never Knows” reveals an unrivaled musical :
progression and the Beatles’ willingness to first observe the :

BEAT PUBLICATIONSALESLIE BRYCE
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THE BEATLES

one image. But move the second voice by just a few milli-

seconds and two separate images emerge.

Second engineer Phil McDonald remembers that John
Lennon was the prime motivation behind Townsend’s inven- :
tion. “After Ken invented ADT, John used to say, ‘Well I've :
sung it once, lads, just track it for me.’ He didn’t really want to :
sing something again.” Peter Vince, another engineer, :
concurs. “John was a one or two take man. If you didn’t get him :
then, or if you didn’t put the right amount of echo into his cans
[headphones], you just wouldn’t get the performance from :

hirnn

He said, ‘You're pulling my leg. Aren’t you?’ I replied, ‘Well,

let’s flange it again and see.’ From that moment on, whenever '
he wanted ADT he would ask for his voice to be flanged, or call :
out for ‘Ken’s flanger.’” The Beatles’ influence was so vast that :

the term “flanging” is still in use today, more than 20 years on.
Thursday, April 7, 1966

Studio Three: 2:30-7:15 p.m. Recording: “Mark I” (working
title of “Tomorrow Never Knows”) (overdub onto take 3).

You into My Life” (takes 1-5).

Knows” is one of tape loops, the sound achieved by tape

saturation: removing the erase head of a machine and then :
recording over and over on the same piece of tape. “The tape
loop idea started because they all had Brennell machines,” :
recalls Geoff Emerick. “Paul in particular used to make his own :
loops at home and walk into the studio with bags full of little :
reels saying, ‘Listen to this!” The seagull-like noise on :
‘Tomorrow Never Knows’ is really a distorted guitar.” :
(According to studio documentation, other loops used included :
the sounds of a speeded up guitar and a wine glass.) “We dida :
live mix of all the loops,” says George Martin. “All over the :
studios we had people spooling them onto the machines with :
pencils while Geoff did the balancing. There were many other '
hands controlling the panning.” “We had five machines :
running,” says Phil McDonald. “Geoff would say, ‘Okay, let’s :

lift that fader, that sounds good.’ It was done totally off the cuff.

The control room was as full of loops as it was people.” “I laid :
: full drum intro, heavily limited, and it was also the first to
: feature vocals. These were not only superb, Paul being backed
: by Johnand George, they were different too, Paul singing “Got
: to get you into my life, somehow, someway” at the instrumen-

all of the loops onto the multi-track and played the faders like a
modern-day synthesizer,” says Emerick.

“Tomorrow Never Knows” was a groundbreaker in so many
ways. No John Lennon vocal had ever sounded like that before.

That was the sound of a voice being fed through a revolving :
Leslie speaker inside a Hammond organ. Organ notes played :
through it are given the Hammond swirling effect; voices put :
through a Leslie emerge in much the same way. “It meant : .
: Monday, April 11, 1966

i Studio Two: 2:30-7:00 p.m. Recording: “Gotto Get You into
of the speaker. It was just one of sheer amazement. After that :
: title of “Love You To") (takes 1- 3). Studio Two: 8:00 p.m.-

actually breaking into the circuitry,” says Emerick. “I
remember the surprise on our faces when the voice came out

they wanted everything shoved through the Leslie: pianos,

guitars, drums, vocals, you name it!” (Note: The “Leslie’d” :

Lennon vocal on “Tomorrow Never Knows” begins 87 seconds :

: “Granny Smith” (remix 1, from take 6).
This new discovery was again prompted by John Lennon, in :

conveying his vocal requirement for “Tomorrow Never :

into the song. Prior to that it was just treated with ADT.)

So John, like the others, was very impressed with ADT. But :
he was no technical genius and made just one attempt to find :
out how it worked. “I knew he’d never understand it,” says :
George Martin, “so I said, ‘Now listen, it's very simple. We :
take the original image and we split it through a double
vibrocated sploshing flange with double negative feedback...” :
: to sound as though I'm the Dalai Lama singing from the highest

Mick drops by to hear Revolver's early mixes.

Knows.” George Martin remembers, “John said to me, ‘I want

mountain top. And yet I still want to hear the words I'm
singing.’” Others recall John also requesting that the song have
the sound of 4,000 monks chanting in the background.

“John was so impressed by the sound of a Leslie that he hit

: upon the reverse idea,” recalls Emerick. “He suggested we
¢ suspend him from a rope in the middle of the studio ceiling, put
: a mike in the middie of the floor, give him a push and he’d sing
: as he went around and around. That was one idea that didn’t
Studio Three: 8:15 p.m.-1:30 a.m. Recording: “Got to Get :

come off although they were always said to be ‘looking intoit’!”
Another distinctive element of “Tomorrow Never Knows”

was Ringo’s hypnotic drum sound. “I moved the bass drum
Perhaps the most striking sound on “Tomorrow Never :
: before,” says Emerick. “There’s an early picture of the

microphone much closer to the drum than had been done

Beatles wearing a woollen jumper with four necks. I stuffed
that inside the drum to deaden the sound. Then we put the
sound through Fairchild 660 valve limiters and compressors. It
became the sound of Revolver and Pepper, really. Drums had
never been heard like that before.” And Ringo’s reaction? “He
loved it, there’s no question of that. They all loved the sounds.
It was exactly what they wanted.”

And all this was just one afternoon’s work. The remainder of
the day saw the group start work on Paul’s superb Tamla-
Motown inspired “Got to Get You into My Life,” takes one to
five. It was to change a great deal before it ended up on disc.
Take one of the song, although only a rhythm track, had a one-
note organ introduction (played by George Martin) supple-
mented by Ringo’s hi-hat, paving the way for a very acoustic

: number. Before take four the Beatles and George Martin

discussed alternative ideas. Take five had the organ and then a

tal breaks and John and George offering the chant “I need your
love” four times over in the refrain. This take was marked
“best” on the tape box, if only temporarily.

My Life” (overdub onto take 8); “Granny Smith” (working

12:45 a.m. Recording: “Granny Smith” (takes 4-6). Studio
Two (control room only): 12:45-1:00 a.m. Mono mixing:

continued on page 105
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Drum machine gives musicians
new creative license.

ith the announcement of the RX7 Digital
Rhythm Programmer, Yamaha has provided
musicians with a powerful tool for writing.

The RX7 comes with 100 built-in PCM samples,
providing access to a range of drum sounds, from
acoustic to clectronic. It offers a wide choice of
percussion instruments and cymbals (including
Ya-open and pedal hi-hat sounds)—as well as an
assortment of instrument samples, such as electric
guitars, basses, clavinet, marimba and brass.

Individual voices are assignable to any of the
RX7’s 24 keys, and can be edited for pitch, volume,
panand decay. Theresalsoaneffects feature thatlets
you add up to 3 delayed repeats of the sound, each
with its own pitch, level and pan setting. There are
10 “drumkit” presetkey assignments that canbe called
up instantly, including 5 that are user-programmable.,

YAMAHA RX7 DIGITAL RHYTHM PROGRAMMER. 7

The RX7 lets you assign a single voice to be
played in pitch over the top row of 12 keys. And it
otfers 8-note polyphony per voice, so notes that
you've played aren’t cancelled by successive drum
hits. 1f you connect the RX7 to a MIDI keyboard
like the DX711, volume on each RX7 voice is control-
lable by key velocity. Voices also respond to pitch
bend information from a MIDI controller.

In composing, you can create up to 100 patterns
(99 measures in each), 20 songs and 3 chains. You
can insert gradual tempo and volume changes into
songs, and mark any part of a song for instant loca-

tion. Plus, you're free tosave all your patterns, songs
Y g
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|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|

and chains to cassette, RAM4 cartridge or computer.

The RX7 is available now at a suggested USA
list price of $895.00 at authorized Yamaha Digital
Musical Instrument dealers.

Hot Tips

Using the DX7IIFD to store data from an RX5.

The RX5% bulk data dump is larger than the 20K
buffer of the DX7IIFD. Soitisn't possible todirectly
download RX5 bulk data onto a disk in the synthe-
sizer. There is, however, a simple alternate method.

Save the memory of the RX5 onto a formatted
RAM4 cartridge, then put it into the cartridge slot
on the DX. Enter Edit mode on the DX and call up
the Disk function via button #16. Select the CRT
disk library and save the contents of the RAM4
cartridge to disk—effectively bypassing the DX’
internal buffer.

To use your stored data from disk, just put an
RX5-formatted RAM4 cartridge in the DX and
transfer the file you want from disk to cartridge.
Then use that cartridge in the RX5.

Questions

I have a QX1, and I'm using Step Time Entry to
type in music thats beyond what I can play live.
Buthow dol getitto sound more like a person and
less like a computer?

The most obvious approach is to make alterations in
your QX1 Banks after you've entered them in Step
TimeRecord. Use Edit mode to make small changes
in the Clock value forsome of the notes. Justkeepin
mind that “human” feel isn’t easy to define, and it
may take a number of tries to find the approach that
works best for you. Whatever you do, make sure you
copy your original, unedited tracks. That way, you
can always compare. And if you have to, you can
create new copies for further experimentation.

| AFTERTOUCH
isa monthly news- |
| letter filled with the
| latest on Yamaha
products. Get a year's
| subscription free by
| writing to:
| AFTERTOUCH, )
| PO.Box 7938, ,
| Northridge, CA |
91327-7938. ‘

|
|
|
|
|
|

YAMAHA.

I Yamaha Music Corporation, USA,
| Digital Musical Instrument Diision,
PO. Box 6600, Buena Park, CA

90622.
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YOU. can 1 t ston d epeche Mode has survived the

the beating of

a human heart

Andrew Fletcher

Ice Age of synth-pop to
emerge as the last techno-lizard to
prowl the Top 40 tundra. Which
proves that a little bit of

the world’s arenas and spreading
depression and decadence to pro-
gressive pop radio while most of its
contemporaries are rocking with the

smilodons?

blasphemy, black leather, by ted drozdowski Because be-

sampling and sado-masoch-

ism can get you through anything.
But it took more than style, weird
taste and technology to keep this
eight-year-old group from Basildon,
England, out of the keyboard-band
boneyard. After all, Heaven 17, Soft
Cell, Yaz, Devo, the Human League,
Bronski Beat, the Flying Lizards and
the Buggles all had as much, and yet
they’re fossils of an era when a beat,

texture and tony hair were all it took

to win MTV.
So why s Depeche Mode packing

neath the
band’s cool, modern exoskeleton
beats a warm, human heart. “I try to
express a great deal of real feelings
within the songs; I try to put a lot of
real emotion in. It’s crucial,”
vouches Martin Gore, the band’s
chief penman.
That’s the fabric of hits like “Fly on
a Windscreen,” “Blasphemous
Rumors” and “Never Let Me Down
Again,” the neo-psychedelic ditty
that anchors the recent Music for the
Masses, Depeche Mode’s eighth

David Gahan

Photos: ANTON CORBLIN

-
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album. They’re songs fraught with
loneliness, mortality, mystery, im-
balance and sexual tension. Heady
stuff abetted by some of the craftiest
combinations of hooks, melodies and
otherworldly soundscapes since
Brian Wilson’s heyday—all primed
for the young and sensitive.

hich makes Gore one of the

more eloquent spokesmen for
a generation of romantically disaf-
fected post-nuclear adolescents who
stare into the abyss of adulthood with
fear—or at least rightful trepida-
tion—in their black-linered eyes. “I
think there are a lot of people who
are disenchanted with the world who
actually find something in our
music,” Gore suggests, “because
it’s more realistic than most of the

stuff that’s being played on the radio,
and it’s dealing with its topics ina pop
way, in a somewhat uplifting way. A
lot of music that deals with these
topics is so depressing itself. But as
a band, we've always placed great
importance on our songs, which is
something a lot of electronic bands
don’t do.”

“It’s very difficult to keep writing
good songs,” adds Alan Wilder,
whom Gore calls the band’s “only
real musician.” “We’re lucky to have
Martin, who, in my mind, is still
improving as a songwriter. I always
quite liked Human League, for exam-
ple, but what happened to them?
They dried up. They couldn’t write
any more good songs. I don’t blame
them for that. That’s just the way it

happened. But I think that, in the
end, you've got to be able to keep
writing good songs, because you
can’t pull the wool over people’s
eyes.” '
® think another reason a lot of
electronic bands have fallen is
that they lost their electronic
roots and became very conven-
tional,” Gore offers. “We thought it
was a real pity when the last Human
League album jacket stated ‘No se-
quencers used on this record.” The
early electronic bands were an ex-
tension of the punk scene, moving
away from bands like Queen who
used to say, ‘No synthesizers used
on this record.” Now they’ve gone
full circle.”
Traitors. Of course Gore isn’t

synthetic survival



above using a guitar himself occasionally.
But more often than not it’'s sampled,

Martin Gore:
“If you call your-
self a pop band
in England you
can get away
with murder.”

thetic
necessity, because the
only thing Depeche
Mode values as much as
its songs is its sounds.

“A lot of modern bands are losing their

originality, because they use factory :

presets, so you hear the same sounds

Alan Wilder, who’s dressed in a black

leather jacket with matching pants, :
boots, T-shirt and watchband. “Some of
the presets are very rich and good, but

they don’t have the stamp of personality.
That’s what we strive for.

@ n the studio we use a whole array :
of things: Synclaviers, Fairlights, :

Emulators—our sampling instru-

easier options of modern equipment.

“One of our favorite synths now is the :
PPG, because it’s so weird,” he con- :
tinues. “It’s really frustrating to use. :
The moment you try to change a sound :

¢ you get lost in its system. The manual’s :
: a complete joke. You can't follow it and
shuffled, sliced and diced : it's written in German. But it’s got such
before it reemerges :
from the band’s syn- :

Cuisinart. A :

anice, strange, rich sound.

Oberheims. Analog synths that are old

get some really good sounds and sample :
i them to overcome that problem.”

But the record-making process actu- :
ally begins with programming, after :
songs are demoed in Gore’s or Wilder’s
i home studios. “For some reason,” says
: Gore, “I get designated the job of pro- :
gramming the computers. I think the :
others find it boring. After that, when we :
: get to the studio, we usually spend three :
ments, and then we have a collection of
analog equipment. We prefer older :
analog synths, like Mini-Moogs, a Ro- :
land rack-mounted system, old sequen- :
cers. We're not too keen on modern
digital synthesizers because they tend to :
be immediately impressive, but haven't :
got a lot of capability for altering sounds. :
The DX7, for example, is very difficult to :
change sounds on. A good analog syn- :
thesizer sound is incredibly pure and has
a very high sort of frequency range, so :
it’s easy to create really interesting : [§
sounds. Of course most people don't :
bother to do that when they’re given the :

: you've used a sound, like

"A lot of electronic bands have lost their roots."

i days or so just sampling to collect a
: library of sounds that might be used on
: some of the songs. Then when it comes
: time to record a particular melody or part
i that we don’t feel our library is appropri-
¢ ate for, we'll do more sampling with that
i part in mind.”

Banged metal has been a pet sound of

i Gore's since 1983's Construction Time
: Again, which featured the hit “Every-
i thing Counts.” “At the time, we were
¢ recording in the East End of London and
: there was alot of construction going on,”
i he explains. “We went down to a site
: near some railway tracks with a hammer
: and tape recorder and started pounding
. things: sheets of metal, corrugated iron.
i We got a very unusual sample when we
i hit a fence around one site that had a
: watchman. It was like, ‘CREEESH'—
oy

“I like the idea of using samples in a
less obvious way, rather than just repro-

i ducing the sound something actually

makes,” says Wilder. “For example, one

: of the sounds we use for bass is only a
O ur producer, Daniel Miller, has a :
i collection of old analog synthesiz- :
i ers that we also use for recording. He’s :
: got an EMS, one of the suitcase-type :
: keyboards. It’s not good for melodies, :
¢ but it’s great for sound effects. I like his :

i Moog Series 3, and the great big old : further.

We also do a lot of
tend to go out of tune all the time, so we : reversing and
popping up on everyone’s records,” says :

part of a sound, its percussive edge,
which came from a Hoover being kicked.
So if you think of sampling a Hoover,
don’t just sample the sound of it vacuum-
ing. Sample a part of its

machinery, take it a step Singer David

Gahan keeps
the smilodons

looping, so by the time .= Fletcher

L emulates.
the loon, which is some

kind of animal, on ‘Strangelove,’ you
sometimes can’t remember what it was
when you started. We've gone to the toy
shop and bought loads of toy instruments
and sampled them. You can put them
through an amp, add cheap reverb, gate
them, distort them and by the time you

at bay while key-
board player An-

B.C. KAGAN, JOHN STODDART/ONYX






DEPECHE MODE

bring them back, they have a whole new :

dimension.
“We also use real instruments uncon-

ventionally,” he continues. “There’s a :
sound at the beginning of ‘I Want You :
Now’ that’s like heavy breathing. It’s an :
¢ joined in ‘82, took piano lessons as akid.)
: “It was just a hobby until a lot of punks :
started moving into what was called the :
i Bridgehouse in Canning Town.
clubs where people were dressing up in :

accordion being played with none of the
keys down. There’s another sample we

keep using that’s an acoustic guitar :
plucked with a German coin. And :
another that sounds like a guitar, but it’s :
actually [singer David Gahan’s] voice. It
was a long sustained note, and we chop- :
ped into it and looped it, then ran it :

through an amplifier.”

Now that's progress, considering that :

in 1980 school chums Gore, Gahan, :
: Andrew Fletcher and Vince Clarke had : played for a few hundred people every
: just started pecking out pop on cheap :

monophonic synthesizers. “None of us :

had any musical training whatsoever,”
maintains Gore. (Although Wilder, who

futurist scene, which centered around
lots of make-up and flamboyant clothes,

and listening to electronic music.
“There were very few bands in our

For Stevie Ray, it's
GHS Nickel Rockers -
pure nickel rollerwound
strings, in heavy gauges,
tuned low.

For your perfect match,
choose from a variety of
metals and gauges that
won't quit!

GHS Strings - in sets
and singles.

The String Specialists y

lonufactured by G.H.S. Corporation, 2813 Wilber Ave., Battle Creek, MI 49015 USA

as

managed to get a residency there. We

week, which was a good start.” Depeche
Mode, whose name is French for fast

fashion, quickly moved on to London’s
¢ clubs and shopped demo tapes, but no
¢ contracts were offered until Daniel

Miller, founder of Mute Records, saw
the band open for Fad Gadget at the

Miller became Depeche Mode’s pro-

¢ ducer; and Mute released three singles
: and the first album, 1981’s Speak & Spell,
: within a year. But shortly after the LP
i area, but there was quite a good club, :
Croc’s, just outside of Basildon, and we :
i real turning point,” says Gore. “He
i wrote 95 percent of the first album and
i he’s really into pure pop, which he’s
: shown in his later projects like Yaz and
: Erasure. With A Broken Flame, our next
: album, we were just thrown into the
¢ deep end and had to shove together a pile
i of songs that were written over a very
: long time. Some of them, like ‘See You,’
¢ I'd written when I was 17. So that album
: was a mish-mash. It wasn’t until Con-
i struction Time Again, and perhaps ‘Ev-
¢ erything Counts’ in particular, that we
i really took control of things and realized
i the direction we wanted to take.”

wedged in the British Top 10, Vince
Clarke quit. “Vince's departure was a

“Everything Counts” is a classic pop

parable about greed: tuneful, upbeat,
: cleverly textured, yet it slams the grab-
i all-I-can mentality that’s pervasive in the
i ’80s with the force of a falling Steinway.
: “We realized,” reflects Wilder, “that you
i have a duty not to write nonsense. You
i do have a duty to say something that can
: make people question what they’ve
: thought about a particular subject, or just
! think in general.”

Of course that kind of attitude was

¢ bound to get the band in trouble. And it
: has. “Blasphemous Rumors,” from
' 1984’s Some Great Reward, tells the
i story of a girl who survives a suicide
i attempt and finds Jesus, only to be cut
: down by a car while a bemused God
: watches. Born-again censors who heard
: the tune wanted to slip off their Bible
: belts and give the boys from Basildon a
: good stropping. Parents, deeply con-
i cerned about little Muffy’s world view,
i have ruffled at the sense of fatalism in
: songs like “Black Celebration” and “Fly
: on a Windscreen.” And the real pros,
i Maggie Thatcher’s scissormen, took
i umbrage at the S&M overtones of “Mas-
i ter & Servant” and tried pulling the song
: from BBC radio.

“I don’t think it was that big a fuss,”

: says Gore, running a hand over his short
: yellow dreadlocks. “I mean, all I did was
i use a sexual theme to get across political
¢ ideas. If you call yourself a pop band in



England you can get away with murder.
Actually, there are quite a few of our
songs that tend to deal with a domination
theme over the last few albums, like
‘Dressed in Black’ on Black Celebration.
‘Strangelove’ on the new record. I was
surprised at the lack of reaction that one
got.” He chuckles.

And what do these songs say about :
: that we kept running into. ‘Springsteen
: is God,’ that kind of thing.” Of course
: large men who can play the “Cross-
: roads” guitar solo with their nostril hairs
: resented Depeche Mode’s sound and
: look. And still do.

the domination clubs. I find it really :
interesting to go there and watch : -

their author, Martin? “I don’t think
people should take them too literally,” he
replies, “and I don’t think they do.
Having said that, I do really like the kind
of mystique about the domination theme.
I mean, my favorite clubs in London are

things.” Uh-huh.

Americans had their chance to watch
Gore do his thing when Depeche Mode :
writhed through its first arena tour of the :
States in late spring. The extremely
successful sojourn culminated in a sold- :
out show at Pasadena, California’s :
78,000-seat Rose Bowl that featured :
Orchestral Manoeuvres in the Dark, :
Thomas Dolby and Wire as opening acts. :
D.A. Pennebaker, who made the :
documentary Monterey Pop, filmed that :
date and much of the tour for amovie the :

band may call A Brief Period of Rejoicing.

As Gore gratefully recollects, much :
has changed since the band’s first trip to :
the U.S. “When we came to New York
to do two shows at the Ritz and inter-
views, just after Vince had left, we were :
used to being accepted. Here it was a
different matter. Just a few stations were
o= =S — e = _—— ——

epeche Mode never
attends a black cele- SYNTH-
bration without the

proper gear. This means

Alan Wilder, Martin

Gore and Andrew

Fletcher each must have an Emulator E-
Max sampler, a Yamaha YMM2 MID!
merger and YMEB Midi Expander, and
a Simmons TMI percussion trigger. If a
keyboard fails, all have spare Yamaha
DX7s or Korg DW-8000s available at
the stomp of a volume pedal. The three
keysmen also each have a pair of cus-
fom percussion pads, which use BSS DI
boxes and YMM2s and YMES8s to pound
their message home. Melodicas are by
Hohner, of course, and all stands and
microphones are custom-made.
Onstage the band uses some taped
backing tracks which reel off a Tascam
58 via a dbx noise reduction unit, and a
Tascam 38 deck is trucked along for
backup. When Gore strums a guitar, it's
usually a Gibson Byrdland or Gretsch
Anniversary model with a Gallien-
Krueger 250 ML or Fender Stage Lead
amp. And BSS ACline conditioners keep
the spikes out.

! playing our records, and we had a very
: hard time with the critics. Being an
: electronic band was still fairly unusual,
: so in every interview we were asked,
: ‘Why don’t you use guitars?’ Some inter-
: viewers got really pushy about it. They :
: couldn’t believe we'd want to be an all-
i electronic band.

“And there was a real rockist attitude

“After that we’d really given up on

: America,” Gore says. “We thought our
: music must be too European and that
: there was no point in coming here. Even
i releasing records seemed hardly worth
i the effort.

“But while we were away, the new

: music thing had taken off in America in a
: big way. Bands like the Cure, New
: Order...When we returned in 1985, we
i couldn’t believe the change that had
: taken place. Radio stations played our
: records. We were playing big theaters.
: We couldn’t do a thing wrong. And now,”
: Gore smiles, looking into his half-filled
: teacup, “we seem to be really re-
i spected. Which is very nice.” M

KORG......

pattern section back into the song, or
just to leave the instruction to play the
pattern as is. Had this been combined
with a multi-track pattern section, it
would’ve been a breakthrough in hard-
ware sequencer design. As it is, it’s
still very strong. And even the se-
quencer gets its own effects section—
too bad their parameter changes
couldn’t be recordable as one of the
sequences. Maybe I’m asking too
much.

There is one significant fly in the
sequencing ointment—there’s no disk
drive. Memory disappears on that baby
like beer at a ball game, even after you
disengage the aftertouch. Where to
dump it? Right now, Korg has only two
ways, one being RAM cards. All well
and good until you learn the blank cards
go for a hundred bucks apiece—Korg
projected them as cheaper, but has had
nagging supply problems. Since the
internal sequencer can really only hold
two fully developed songs and a card
can only hold twice that, you can
foresee big library costs at that rate.
That leaves MIDI system exclusive as
the only way—the dump works great;
mine sent out about 18,000 bytes in
roughly two seconds—but if you had
your own computer, why would you
need this sequencer? For the comput-
erless, you'll need a MIDI disk drive
from the likes of J.L. Cooper or
Yamaha, but forget the cards. Other
gripes about the M1 sequencer? At
times it seems to not retain certain

changes like volume or tempo. It has
no way to set a point to roll from—
unless you manually reset the start bar
each time, it always goes to the begin-
ning. I wish I could apply the effects
separately to each track rather than to
the mix as a whole. And you can’t make
changes (other than tempo) while the
sequence is playing—bummer. But
how much are we asking it to do?

Well, that begs this whole question
of what a “workstation” is, especially
now that Ensoniq is said to be reposi-
tioning its EPS as a workstation. Come
on, guys. Clearly the M1 is not a
Synclavier or Fairlight or WaveFrame,
or even a digital sampler/editor like the
Lexicon Opus or new Mellotron. Its
sequencer is pretty all right but isn’t
going to put Atari or Apple out of
business. Its mighty effects can’t be
used for any external inputs like vocals
or guitar, so you still gotta buy a good
reverb. And the M1 is more than com-
petitive as a performance stage instru-
ment—the keyboard has a good feel,
for instance—and works great as a
master controller/tone module in any
MIDI studio. So why all the big market-
ing fuss about workstations? It’s time
to tell the whole sordid truth. Maybe
the way the M1 is all pulled together is
worth a bravo or two, but I'd have to
say it’s really only a superb-sounding
samploid synth-cum-drum box with a
better-than-average onboard sequen-
cer and a pair of versatile signal proces-
sors, all for $2400. But start calling this
thing a workstation, and you’re on your
own, pal. — Jock Baird

Coming Next Month:

Musician’s Producer Special
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Assuming you haven’t already heard its incredibly low
price, the first thing that will impress you about the new
Roland TR-626 Rhythm Composer is the sound. We went
back to the studio to create all-new high-
resolution PCM samples of the finest per-
cussion instruments to give you the latest in
today’s sounds. And that’s just what you'll
find on the TR-626: round woody-sounding
basses, tight full snares (even including a
gated-reverb snare) toms deep enough to
please a Phil Collins, clear, vibrant cymbals,
and the most complete selection of latin per-
cussion instruments that’ll really add some spice to those
dance tracks. Thirty digital samples altogether, and each
onc is tunable as well as level programmable.

Then, since we'd come up with all-pro sounds, we just
had to balance it out with the state-of-the-art in pro-
performance features: like the most musically-naturaland
accurate programming software anvwhere — combining
the best of real-time and step programming with visual
accuracy through its sophisticated LCD Display Window.
To make the rhythms sound as real as the samples, we've
included shuffle, flam and accent features.

On the TR-626 you'll also find songs up to 999 measures,

©1987 Roland Corporation US ‘Suggested Retail Price.

eight assignable outputs for separate processing of the in-

strument samples, sterco mix,
trive e MIDI A and _
trigger out. Finally, in a fit of

nostalgia, we threw in a price

so low it sounds like the good old days: just $495.00*
But probably the most important performance feature
is one you won’t find anywhere else —and it’s an idea
that makes the TR-626 the first drum machine that's
really usable in live performance. We've added a Memory
Card Interface that allows you to load-in stored songs and
patterns as fast as you can push a button. Up to 18 songs
worth of drum data can be saved and loaded in a flash
from the credlt card sized M- 128D Memory Card.

If you think all this sounds like the
most exciting drum machine to
come down the pike in a long
while, you're right. Because while
the idea of a drum machine isn’t
new, the idea of a drum machine
with some really new ideas of sounds, features and price
is positively revolutionary. See and hear the TR-626 today
at your Roland Dealer. RolandCorp US 7200 Dominion
Circle, Los Angeles, CA 90040 (213) 685-5141.

Roland
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YOURI LENQUETTE/STILLS/RETNA

muggy July evening.

Two vehicles are
parked in front of the Omni
Biltmore Hotel in Providence,
Rhode Island. One is a
brand new, virgin white
BMW. Lights from the hotel
lobby glisten along the pris-
tine surfaces of this ultimate
status symbol, straight out of
the car dealer’s brochure. It
belongs to 19-year-old over-
night R&B sensation Al B.
Sure, in fown for a date at a
big local venue. This story is
not about him.

Right next to the BMW
rests a road-dusted bus,
most of its windows boarded
up for privacy. Itis not new. In
fact, its vaguely military-
green paint-job and weary
appearance suggest possi-
ble combat duty, or at least
long service in the Grey-
hound or Trailways fleet. The
bus is the official tour vehicle
of Timbuk 3, in town for a gig
at a small rock club nearby.
This story is about them.

Inside the bus, the irony of the scene does
not pass unnoticed. Some of Timbuk 3’s
roadies seem amused by the contrast be-
tween Al’s flashy ride and their own modest
conveyance—but perhaps a little envious,
too. Someone says the singer just up and
bought it in the last town. Plunked down the
cash and drove it off the lot. Jeez. A sizzling
blonde struts through the hotel doors and
somebody wonders aloud whether she
belongs to Al, too.

Settled quietly on a bus seat, Timbuk’s Pat
MacDonald takes a polite interest in their
conversation. But something he said re-
peatedly earlier in the evening lingers:
“Flaunting material wealth is something that
really bothers me. As a country, | feel we're
10 times more materialistic than is healthy.
That’s what a lot of Timbuk 3's music is
about.”

Numbskull avarice in the Reagan Era has
become a favorite topic for everyone in these
days of stock market crashes and defense-
contract scandals. But MacDonald and his

Sin,

Salvation

and

Sampling

the Dog
Q

by Alan di Perna
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wife Barbara K—who collec-
tively make up Timbuk 3—
have been lambasting this
pervasive side of the Amer-
ican character long before
their 1986 signing to .R.S.
Records. Pat was atit, in fact,
before Uncle Ron even took
the big oath.

But it was only with Timbuk
3’s surprise hit single “The
Future’s So Bright | Gotta
Wear Shades” that a signifi-
cant chunk of the record-
buying public began to take
notice. That buoyant, witty
tune sent up Yuppie-style
educational values with a
tongue-in-cheek subtlety
that may help account for the
record’s success. Half the
audience got the point; the
other half took the song liter-
ally. Both halves bought the
record.

Not that the MacDonalds
contrived it that way. If any-
thing, they seem a littte un-
comfortable with the success
of “The Future’s So Bright.” It
got pegged as a novelty hit. Sunday-supple-
ment writers had a ball with the song’s clever
tag line, and with the fact that Pat and
Barbara are this level-headed married
couple who have a swell kid and live down in
Austin, Texas—cute, comfy and as full-
dimensional as a Hollywood stage set.

“I'm so sick of reading the phrase ‘a man,
awoman and a beatbox,” ” Barbara groans.
The duo’s lanky, laconic guitarist/vocalist/
violinist/mandolinist/drum machinist, Mrs.
Mac seems content to leave most of the
talking to Pat, punctuating his comments with
the occasional joke, wry observation or
detail about something like tube preamps, all
delivered in a relaxed Texas drawl. Pat—who
writes most of the songs, plays guitar, bass
and harmonica and also programs drums—
is more voluble. But his conversation is given
to long, thoughtful pauses as he searches for
the exact word he wants, his hair half-cover-
ing features that veer within hollering dis-
tance of pop-idol handsomeness. There's an
affable intensity in his manner as he explains
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how the duo tried to avoid the “Shades”

syndrome on their new album, Eden :

Alley.

[Greetings from Timbuk 3], the single

really tried to avoid anything remotely

i working on on the first record.”
:  Hmmmm. Artists who, to all appear- :
: ances, actually mean all that stuff they :

“We wanted to make the album more :
of a unified thing that was hard to pull :
apart—something that had to be heard :
as awhole. Because with our first record

sing about not being materialistic and
actually act accordingly? You don’t find
that on the Hot 100 every day. Nor, for

throughout. But this is one way in which

of Adam and Eve—Original Sin and the

vacuous materialism—concerns carried
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: poignancy from this oldest theme.

“I don't know if we used it because it’s
big today,” says Pat, “or whetherit’s just

: something that’s always been going on.
: The idea of lost innocence. Maybe it’s
: somehow our lost innocence. Maybe
: that matter, do you find many albums :
: with a Biblical subtext woven gracefully :
seemed to upstage the album. So we :
: Eden Alley is a unified whole. The story :
similar to ‘The Future’s So Bright’ like :
the plague. But it would be wrong to say :
that this album is just a reaction against :
the first record. In another way, it’s a :
continuation of a lot of things we were :

that figures in there, too. We started out
as just this family trying to make a living

: playing music in bars—very uncompli-

cated in a way. And now we've gotten to

this place where everything's suddenly
Fall—links many of the songs. The :
album’s vignettes of empty lives and :

much more complex.”
But it would be wrong to say that Eden

i Alley was consciously designed as a
over from the first record—pick up extra :
i consists of older songs—some going as
: far back as 1977. The central idea for the
: album grew out of this material, and then
i new songs were written to fit in with it.
i The germ of the theme, Pat explains,
i came from the 1985 tune which opens
i the album: “Tarzan Was a Blues Man.”
! The song showcases Pat’s ability to
i telescope images and ideas. Adam and
: Eve, Tarzan and Jane, the lust for knowl-
: edge and power that has made white
: Western man such an ace when it comes
i to despoiling nature and pillaging the
i black man’s culture...whew...it’s all in
: there, in just eight lines (not counting
: repetitions). The themes are superim-
i posed—like so many slides in the car-
i riage of a projector—so that their colors
i blend into one dense, vibrant pattern.

“concept album.” About half the record

“Yeah, it’s a little knot,” Pat agrees.

: “It’s a real complicated thing, but the
: words are real simple. To me, a phrase
: might be very simple, like ‘sample the
i dog’ [another of Eden Alley’s tunes] or
i ‘The future’s so bright I gotta wear
i shades.” But I'll immediately see about
: five different ways in which that phrase
: can be taken. And I have this faith: If
: something has that energy, where it can
i be taken in a number of ways, then
i somehow all those ways are valid and
! relate to each other. And so writing a
: song becomes like exploring all the ways
: in which they do that.

“I don't always know exactly what I'm

i trying to achieve in a song, though. It's
: not just a mechanical process. There’s
: some element that comes into it that’s
¢ hard to explain.”

Another good example of the Mac-

: Donald technique is “Reckless Driver,”
: which appears at first glance to be a
i straightforward “Love in the Fast Lane”
¢ vehicle. Actually, though, Pat wrote the
: song about “Ronald Reagan, early on in
: his presidency; and that whole kind of
: speed trip he was proposing for the
¢ country. I think people actually used the
: analogy, ‘It’s like a shot in the arm for
i America.’ And I thought that was so
¢ fucking disgusting. Like yeah, another
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| shot in the arm; and when we crash, we’ll
‘ really crash good.”

“Eden Alley,” which the duo co-
wrote, is one of the album’s pivot points,
anchoring and amplifying the “Paradise
Lost” theme. Melodically and lyrically,

| the song’s roots lie deep in the folk
tradition that centers around classic
bluegrass laments like “East Virginia
Blues.” Which isn't surprising. Listen to
just about any Timbuk 3 song and you'll
hear the solid folk grounding in Barbara’s
fluid fiddle and mandolin work, Pat’s
bluesy, chicken-fried harmonica playing
or the duo’s modal harmonies. Hey,
these ain’t kids who were in a hardcore
band last week.

“For a long time I just listened to and
played that kind of old-timey music,”
says Pat. “I just loved the stuff: blue-
grass and early string band music. Gid
Tanner and the Skillet Lickers. So a lot
of that melody and harmony stuff is
ingrained in me. But [ hope that it’s
mixed up in there well enough so that, if
it does come out, it'll be one line of one
melody and another line of another
one—all jumbled up, but all sounding
natural together.”

The lifestyle mags have worked every
possible variation on the “making beauti-
ful music together” cliché, but there’s no
denying that Pat and Barbara’s relation-
ship provides much raw material for their
work. Eden Alley’s central metaphor
implicitly casts the artists as a contempo-
rary Adam and Eve—just an ordinary
couple trying to make their way in a
world that’s no garden. Couples have
always figured predominantly in Timbuk
3’s work: in straightforward love songs
like “I Need You” on Greetings from
Timbuk 3, and in portraits of less-than-
complete relationships—like Eden
Alley's “Dance Fever” and “Cheap Black
& White” from Greetings, where emo-
tional voids are filled by TV and fatuous
daydreaming. These, too, are a little
autobiographical, Pat owns.

“Even the best of relationships have
some of that element. It creeps in. I
mean we’ve watched some TV!”

Above all, the MacDonalds try to
avoid seeming smug about their relation-
ship. “I feel the same way about flaunting
that as I do about flaunting material
wealth,” Pat adds. “Because a lot of
people don’t have a great relationship
with somebody. You can only do so much
of the personal love song type of thing
before it starts sounding like nyah-nyah
nyah-nyah-nyah. That ain’t going to

make anybody feel good.”

But still, maintaining a good marriage
and a successful artistic partnership is no
mean feat. And the MacDonalds have
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“They blew away JBLs . . .”

Rich Meadows, country/gospel monitor mix, Ferndale, CA:
““No muddiness in low end, crisp high end.”
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Convincing, we hope. But there’s still room for one
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decision. BechoVoice'

a MARK IV company V

600 Cecil Street, Buchanan, M1 49107 Phone: 616-695-6831

In Canada: Electro-Voice, Division of Gulton Industries (Canada) Ltd.,
PO Box 520, Gananoque, Ontario K7G2V1, Phone: 613-382-2141




'HE |\V[SIELE° STUDIO

\

< S =< WORKSTATION

For recording musicians
~ who have everything-

.

L —— ‘_ Gt/

\For a Free brochure, see your music dealer or write 159 Commercial St. Lyin, MA 01905

/
v’
and our pickups. Legendary
sound at your fingertips. Write for catalog
and current specs and we'll send you
OUR pick. Sound 1s our technology.

PO. Box 4394 /Santa Rosa, CA 95402 /(707) 525-994i

46

|
|

TIMBUK 3

been doing it for some time now. Mar-
ried in 1978, their musical alliance began
in 1982, when Barbara joined Pat’s band
the Essentials. Based in Madison, Wis-
consin, where the couple met (Pat was
born in Green Bay, WI), the group put
out one indie album on the folk-oriented
Mountain Railroad Records during its
four-year tenure.

“I was playing solo,” Pat says of the
group'’s origins, “and then decided that I
wanted to have a band playing my tunes.
The Essentials started as a four-piece.
At one point, there was a vacancy in the

continued on page 106

nstage, Pat Mac-
Donald plays Gib- .I.I M B U K
son’s “The Paul” guitar
and a Fender Preci-
sion bass through a
rack-mounted Gal-

lien-Krueger stereo preamp and a
Roland DEP-5 multi-effects unit. The
preamp feeds the house board and Pat's
onstage monitoring system: a Crown
D60 power amp and Yamaha 110
speaker cabinet.

The male half of Timbuk 3 primarily
plays Hohner Golden Melody har-
monicas (also used by Barbara during
the show), supplemented by the occa-
sional Special 20 or Lee Oskar. The
harps go through a Symetrix preamp,
Rane five-band EQ and another Roland
DEP-5 mulfi-effects unit. Pat’s vocals and
harmonicas get picked up by a Electro-
Voice BK-1 microphone connected to a
custom switch for sending the signal
either straight to the board or through
the harmonica rig.

Pat also stomps on a Drum Workshop
5000 kick drum pedal, connected to a
Yamaha drum pad which triggers a Boss
Dr. Pad unit.

Barbara K records with a Gibson
Howard Roberts model guitar, but her
onstage guitar is a solid-body Gibson
prototype with one humbucker and two
single-coil pickups. This goes through a
Dumble Overdrive Special amp and yet
another Roland DEP-5. Her speaker
cabinet is a 1x12” Electro-Voice enclo-
sure. Her 1920s vintage violin is routed
through a t.c. electronics parametric EQ
and then through her guitar set-up.

Rhythm tracks are provided by a
Tascam 234 four-track cassette ma-
chine, with stereo drums on two tracks
and bass on a third {either a Precision
Bass or a DX7 bass patch sampled on an
Akai $612 sampler). The drums on the
| tape, and on the records, were pro-
grammed by the band on a Yamaha
CX5M computer, running Yamaha's RX |
Editor software and using a KX5 key-
board to record velocity data. The
computer drives a Yamaha RX11 drum
machine, a LinnDrum {via the RX11) and

| | the Akai S612.
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full automation.
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30 Ips speeds are optional); the E-22 uses 1/2"
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°nword and upward we

continue in our cover-
age of this summer’s doze-in
at Atlanta NAMM. Oops,
there | go again, making fun
of an invalid. From here on,
I’ll refrain from the cheap
shot, which is easy enough
because there was still more
good stuft at Atlanta. Earth-
shaking? No. Intriguing?
Um.... Useful2 Hey, no doubt
aboutit.
The Tascam MIDiizer was

the most foreshadowed, but
the surprise was how high-
end it was. Unlike the little
MTS-30 sync box of winter
NAMM, the MTS-1000 is a
full-service pro synchronizer.
Sure it'll slave MIDI to taped
SMPTE code, but will do the
opposite as well, including
navigating the tape deck
through tempo maps or song
chains. It's also an auto-
locator or two-transport syn-
chronizer. Connections can

rTETETETEL]

notes, rests, that stuff) to do
notation. A true hot-rodded
IBM-PC. But why IBM? Why
now? | guess because it's
there.

What's of secondary in-
terest is whether this is the
newer, bluer, faster MIDI
interface 1BM software writ-
ers have been clamoring for.
Maybe—trontrunners Voy-
etra and Bacchus were ready
with compatible programs,
giving rise to one show
rumor Yamaha was buying
up software companies.
Wrong. See, even the best
rumors at this show didn’t
pan out. Something else that
didn’t pan out, by the way,
was Gibson’s purchase of
Guild—although Gibson
was very interested in ac-
quiring Guild’s acoustic
guitar talents, the engage-
ment never became a mar-
riage. And speaking of Gib-
son properties, it anyone’s

be made to either serial or
parallel ports of any kind of
deck, itincludes 1/100th subframe resolution,
and has all sorts of memory to keep cue
points for punch-ins, pre/post-rolls, etc. The
MIDiizer also has memory-storage via card
slot and MIDI bulk dumps, and more than its
share of buttons, alpha dials and matrices to
simplify hellish synching tasks. A lot of
machine for $2000.

There was much more surprise in the
appearance of the Yamaha Cl1 loptop music
computer. Was the market really clamoring
for a $3000 IBM-PC compatible computer,
even if it had its own interface and SMPTE
connections? Gosh, maybe, but this seems
almost like a prestige product, built for the
honor of having the best. Consider what's in
it: a meg of RAM memory, with 1.5 more
available; a new interface with two MIDI-ins
and eight MIDI-outs; SMPTE jacks coming
and going; a special System Timer chip
dedicated to keeping smooth tempo; front
panel sliders on the main keyboard which
can become MIDI controllers; and even
ROM-based music fonts {you know, man,

(Above) Yamaha's C1; Tascam MTS-1000 MIDiizer.

More
Newsmalkers
from
Atlanta
NAMM

@

by Jock Baird
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seen a Photon MIDI guitar,
call this office immediately.

A careful search of the floor did reveal two
little boxes from Oberheim that could find a
niche inlots of MIDI systems out there. One is
a tairly versatile $250 mapper, named the
Systemizer and endowed by its creator with
the ability to do splits, layers, crosstades, big
system setups, controller remaps, whatever.
No, it's no Axxess Mapper, but at a third the
price, you could tolerate some shortcomings.

More ambitious is the Oberheim Cyclone,
which does much to advance the concept of
an arpeggiator. The Cyclone allows you to
record your own arpeggiated rhythms, then
add note data separately. Oh sure, that will
allow you to play all those incredibly difficult
lines you didn’t think you could, but don't just
use it to show off. This is a very open-ended
implementation—the word arpeggiator
doesn’t describe how many different musical
ingredients can be stirred in and controlled.
The Cyclone, like the Systemizer, uses analog
footswitches for swiftt onstage patch
changes, and also goes for $250.

We're well into a trend I've come to term
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DEVELOPMENTS

“half-rack fever.” First there were the :
little dbx modules and the SCHOLZ boxes. :
Then there was the ALESIS phenomenon.
Lately more and more companies are :
chopping 'em down to size, including :
VALLEY PEOPLE and even LEXICON. Now comes :
a more organized effort from a group of
companies to establish a pro standard for :
the half-rack (HR) format, led by RANE :
FURMAN, ART, ASHLY and SYMETRIX. Not only will :
it allow for two half-racks to lay side-by- :
side, but also has a vertical array—10 :
racks in a five-rack space. Power is :
provided through a small plug similar toa :
telephone jack, with all HR gear using
the same power specs. An external AC :
converter feeds up to 10 units. Yay, no :

more adaptor clusters!

The most visible HR prototypes at :
Atlanta NAMM were from RANE, FMI-14 :
stereo mixer modules (with four-band :
EQ and two aux busses, thank you) and :
an FAC 28 crossover that could best be :
described as steep. Expensive, you say? :
No, it crosses over at a slope of 48 dB :
per octave, which is damn steep and just :
what you want a crossover to do. As for :
the mixers, they're being targeted more
at commercial sound companies thanyou
or me, but are a very cost-effective way :
to build your board up bit by bit. More :
HR Rane boxes, called the Flex series, :
are on the way, specifically a parametric :

Oberheim Cyclone

EQ, compressor/limiter and headphone
amp, and other more live-sound- :

oriented utilities.

Atlanta NAMM brought new evidence :
that mixing synth sounds with PCM :
samples, as the D-50, SQ-80 and Korg :
M1 do (see box), is the hot synthesizer :
format of '88. Now comes TECHNICS with i
their version—which makes sense, :
since they’ve got so much play-only :
sampling hardware from their Digital :
Ensemble Series to trickle down. These
new samploid babies, numbered the SX- :
AX7, 5 and 3 respectively, use what :
Technics calls PCM? tone generation to :
mix their synth patches with sampled :
thuds, twacks and burbs, as well as more :
staid samples. One nice variation is an :
idiot-friendly programming aid called :
One-Touch Synth, which gives you a :
kind of joystick-based timbre control. :
Technics also came to Atlanta flauntinga :
new weighted keyboard action system :

continued on page 27 :

ne of the biggest newsmakers

you-better-not-touch display motif.
Well, one of them at least is up and

section signal processor and an on-
board sequencer that’ll do most any-

on one and see.

Korg’'s M1 ““Workstation”’

A synth by any other name...

o %

¢ sampler, but these Hot 30 make it a

°of the summer was a NAMM
no-show: the Korg M1. Thisis : blocks prove insufficient, 100 more can
the first of a number of products un- :
veiled at winter NAMM and promptly :
dubbed “Workstations Under Glass” : grams using “fancy filters” galore,
by the trade press for their look-but- :

killer synth. Should these 100 building

be accessed through a card socket.
These waves get built into 100 pro-

doubled oscillators, detuning and the

i two independent internal stereo ef-
: fects units. Suffice to say you would
working and creating quite a stir in the :
music stores. Essentially it combines a :
very adaptable 16-bit PCM play-only :
sampler with a drum machine, two- :

scarcely recognize them in their made-
up state. The effects are more than a
few limpid reverbs—we're talking 33
halls, rooms, stages, early reflection

schemes, delays, flanges, choruses,
: distortions, and even a rotary speaker,
thing—all for around $2400. Too good : parametric EQ and exciter. And as

to be true? We decided to get our hands :

many as eight parameters can be ad-

¢ justed on each. Better still, they can be

At its most basic, the M1 belongs in :
that burgeoning category we call :
samploid synths, suchas the D-50, SQ- :
80, KZ-1000. These use fairly simple :
waveforms permanently written into :
memory and then mix and modulate :
them to make them more complex :
sounds. The M1 calls its version Ad- :
vanced Integrated Synthesis, and uses :
100 basic sound types. The first 20 are :
fairly conventional multi-samples, :
while the next 20 are synth-tweaked :
multi-samples from the DSS-1 library. :
Then toss in 10 odd-ball loops and :
another 20 attacks and effects. An :
alternate section has 44 percussion :
sounds. So far so good, but nothing :
groundbreaking. What gives the M1 :
internal waves a strong finish are its 30 :
synth sounds, some generated from :
their house DWGS system used in the :
DW-8000, others just the old analog :
standards. The M1 may be billed as a :

run chained together (in serial) or
separately (in parallel) with 4x4 routing
schemes as part of each program. And
there are four separate outputs in the
back to send any sound to, wet or dry.
Then these 100 programs can be
assembled in a higher combination
mode. These can consist of simple
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Witht onic SV-250 po: rtzble DAT recorder the world is your studio.

It weighs less than 3.5 pounds vmhbattery pack, measures a compact 9” by 5%”
by 1% . and has 2 built-in lead-acid battery that’s good for over two hours of
continuous recording,

Professional features include: XI-type mic/line inputs 01 industry standard
sampling/replay frequencies 0 14dB mic pad 0 peak limiter 0 60-times search
mode & high-precision metering 1 headphone monitoring & dual MASH A-to-D
converters and 64-times oversampling digital filters for enhanced audio quality.

With these features, the only problem you have left is where to get the SV-250,

But we can solve that one, too. For the name of your nearest dealer, write to
Panasonic AVSG, 6550 Katella Avenue, Cypress, CA 90630, or call 714/895-7278,

Professional Audio Systems




Make Your Passion for Music Pay
Learn the fechnology and techniques
of the professional recording studio
® Recording and Mixing ® Editing ®
MIDI m Signal Processing 8 Console
& Outboard Gear m Digital Systems
m ifetime Placement Assistance ®
8 Professional Internships @

212/777-8550

Institute of
Audio Research

64 University P, Greenwich Village,
New York, New York 10003

Lic. NY Dept. Ed., VA Approved
Financial aid for those who qualify

Est. 1969

DEVELOPMENTS

layers and splits, or can include velocity :
crossfades—you know, when one sound
plays when you hit a key softly, and a :
completely different one plays when you :
hit it hard. Combo mode is also where :
you can quickly map the keyboard and :
i it'l do 'em all. And it even has an event
with up to 16 voices split up to eight :
i I wouldn't try to do too much withiit, if I
display then becomes an eight-channel :

set up the M1 to play multi-timbrally,
different ways. The M1’s 80-character

mixing window, controlling programs,

programs and combo programs, you
enter a vast labyrinth of menus made

there’ll be three submenus for six, five
submenus for key seven, etc. At first |
would step through them all to find the

for effects on key eight, for example. In
general, it’s a very unconfining setup
that’s pretty darn easy to scope out.

I wish I could say the sequencer part
was as easy, but it took at least six hours
for me to finally not feel like an idiot with
it. Having gone through this humiliating
ordeal, I can attest that the M1’s se-
quencer really is useful, with most of the

on my C-64. The only serious absence is
transposition. As far as clipping out bars
and sticking them on other sections,
tracks or even songs, as far as bouncing,
copying, punching-in and -out, or just
recording program and tempo changes,

editor for fixing a few clunkers—though

were you. It also has a step editor,

: although no magazine could pay me
levels, MIDI channels and still more :
effects setup options. As you edit both :

enough to try it out.
Most intriguing is a separate “pattern”

section of the sequencer, a subunit of the
: “song” structure. This is analogous to
navigable by the numeric keypad— :

having a drum machine on the side. You

i can loop up to eight-bar phrases and
i overdub instruments just like you’d build
i adrum part; then you can just tell the M1
one I needed, then got used to looking

to play the pattern over and over, con-

i serving memory. Up to a hundred pat-
! terns can be chained together this way.
: This canalso be used for any instrument,
: although since it doesn’t play more than
: one part, you'd do better to play your
: best performance in the song, then copy
: the repeatable sections into the pattern
: editor. Interestingly, it has the ability to
i either copy all the note data from the
control and editing features I got usedto

continued on page 91
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Let’s just say that like any
good Tulsa kid, certainly one
known by the nickname Pigboy
Crabshaw, Elvin Bishop went
fishing. Though he never stopped
performing, “Big Fun” is his first
album in 10 years.

He did bait a few hooks too.
Started a family. Worked in his
garden. Fed the hogs. Guitarist
for the Butterfield Blues Band,
million seller with *“Fooled Around
And Fell In Love,” Elvin is back,
renewed and rockin’ his
country soul.

And while most comeback
albums remind you why an act
stopped recording in the first
place, “Big Fun,” with its recipe
for carp cakes, tribute to his dog,
tales of beer drinking women,
and a nobody-done-somebody
Wwrong song, is a joy.

On Alligator Records,
Cassettes and Compact Discs.

ELVIN
~ BISHOD

B RIC FUN
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earl’s Prestige Custom 8500 MLX Series

Drums represent the ultimate in quality;

craftsmanship and sound. Offering
innovative new features that can be found only
from Pearl, combined with 100% maple shells and
eight highly polished beautiful lacquer finishes, the
Prestige Custom is for today’s most discriminating
professional searching for a drum set that is
always state of the art. At Pearl, drums are not
just a small part of what we do as with some
other companies, we think drums all day,
every day. Constantly researching, redesign-
ing and evaluating our drum kits keeps them
ahead of all competition and has helped Pearl
become the largest drum manufacturer in

the World.
ﬁanL

For a fullcolor catalog, please send $2.00 tor postage and handling to: In US.A.: Pearl
International, Inc., Dept. PCL P} Box 111240, Nashville. TN 37222:1240; In Canada. Depl.
T2, 378 Rue Isabey, SI. Laurent, Quebec, Canada H4T IWI; In United Kingdom: Pear!
Music Lid., Dept. PC1, 11 Garamonde Drive, Wymbush Mikton Keynes, England MKS 8DF

If you are the type of player that can only be satis-
fied with a drum set that offers the pure sound of
maple, the best hardware, features and accessories,
and the most beautiful transparent and opaque lac-
quer finishes you can find, see your local dealer for
a Pearl Prestige Custom 8500 MLX Series Drum Kit
. .. total satisfaction awaits you.
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Above top; Pearl’s $950W Snare Stand
featuring our new large rubber drum
grips, a universal angle adjustment sys-
tem, oversized basket adjustment kiob
with set-screw memory and our unique
quick release lever allowing you'to re-
move or change drums, or even tear
down the stand, without readjusting
the basket grip

Center; Pearl’s LB-30 Floor Tom Leg
Bracket. This unique bracket on all
floor toms hinges open to accept the
tom leg and memory fock for fast set-
up and tear<down.

Bottom; Pearl’s SP30 Bass Drum Spur
featuring quick conversion between
rubber tip and spike tip Simply pull,
turn and release to change tip
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The computer that
works like
the mind of a musician.

A musicians mind is like a miraculous computer that runs several programs at the same
time. It weaves a bass line while painting an improvised melody. The mathematics of chords
and scales {lood its memory, along with emotion and occasional inspiration. It’s a pertect
network of intricatelv choreographed events—all occurring at once.

Commodore’ Amiga personal computers work much the same way.

Through a process called multi-tasking, Amigas can actually run several programs at
once. If vou're composing or arranging music on a computer, multi-tasking can mean a
radical increase in speed, spontaneity, and creativity.

Because with an Amiga; vou can run a MIDI music sequencer
while vou edit patches, samples—even your production notes. And i coinst g
You can compose a music video by running powerful Amiga
graphics software in concert with MIDI music tracks.

So get a closer look at the computer that thinks like vou do. Sce
vour Authorized Dealer or call 1-800-343-3000, ext. 200 for in-depth
information about the affordable Amiga 500, the expandable Amiga "

2000, and the large and growing library of Amiga music software.

AMIGA
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Only Amiga Makes It Possible. =




BY SCOTT ISLER

The
Ant-Man

one

Neil Finmn's
Crowded House
Does the Australian

Craw!l to Stardom
T

HOW THE MUSIC BIZ WORKS:
In 1986 Capitol Records re-
leased Crowded House’s first
album. Conceivably as a sales
inducement, Capitol pasted the
cover with a sticker noting that
frontman Neil Finn was “for-
merly of Split Enz"—a band
whose most popular U.S.
album, six years earlier, had just
grazed the Top 40.

In 1987 A&M Records re-
leased a Split Enz “best-of”
compilation. /s sticker read,
“Featuring Neil Finn.” Crowded
House had arrived.

“I hate those stickers,” Neil
Finn says.







his April the mild-mannered, 30-year-old cynosure :
of Crowded House was in New York for the mixing :
of the band’s second album. The rhythm tracks :
were recorded in Melbourne, Australia, where they
live (though Finn is a native New Zealander); :
overdubs in Los Angeles; mixing in New York. :
“We're working eastwards, ” the singer/songwriter/ :
guitarist noted. The drift continued when Crowded :
House kicked off a world tour in Europe—and then
Japan—that will keep them on the road until

February 1989.

It's hardly the lifestyle for a self-described trio of :
stay-at-homes, but then Crowded House’s career :

has been a dizzying series of lurches and turnarounds. That :
description could apply to their music as well: Deceptively neo- :
conservative pop on the surface, the pretty melodies hide :
squirming phrases and unflinchingly probing lyrics. Their :
popularity itself is a surprise—not only as a rare example of :
good taste triumphant, but coming after that self-titled debut :
LP had seemingly been dead-filed in the record-company limbo :

known as Nice Tries.

“It really looked like it was going to be a very obscure album, :
the first six months of its release,” Finn admitted from his New
York hotel room. He was surrounded by the detritus of a :
musician and family away from home: suitcases, a package of :
British cigarettes, portable tape player, American Express :
receipt, a Wee Sing cassette. “It's good to have an audience :
out there and to feel that people responded to it as much as an :

album as one single.”

That one single is “Don’t Dream It’s Over,” an enchanting
tune that “broke” Crowded House in the U.S. But we'’re :
getting ahead of ourselves. To understand Crowded House, :
first it’s necessary to understand Split Enz. Although
something of nonentities in this country, in Australia Split Enz :
was hot stuff—especially by the time of True Colours, the :
band’s fifth album. That 1980 release went nearly quadruple- :
platinum in Australia, and lodged in the down-under charts at :

number one for two-and-a-half months.

Finn believes that Split Enz “should have happened” in this :
country too, and blames “our own attitude. We were pretty :
¢ for long; he decided to pull the plug on the group while they
Spending a lot of time in America was something we didn’t want :
todo at all.” The band’s U.S. record company, he adds, “would :
be really into it while we were here for four or five weeks. :
Then we would go, and really get the feeling the whole thing :
had slid onto the back burners. Also, we were a bit hard to :
i new, more stripped-down band as a vehicle for his songs. They
i added mutual acquaintance Nick Seymour on bass, and, briefly,
One factor Finn always discounts is a personal one: His older :
: christened after Finn’s mother’s maiden name. And so, like ten
¢ zillion gillion other musicians—albeit with Finn’s background in
fuse, is a Neil Finn song. A couple of albums :

ist later, the younger Finn was writing most of :

Eddin havmer, Split Enz's material. Then Tim Finn left the }
Paul Hesterand band. “We argue a lot sometimes,” the elder :
Nick Seymour. Finn said in 1981, “and we can be very an- :
tagonistic towards each other.” And that was :

i Finn's new songs at the last Split Enz show, recalls that Don

perverse about certain things which might have helped.

pigeonhole. We had a cumbersome management situation.
There were lots of factors.”

brother Tim co-founded Split Enz in 1972. Neil joined in 1977.
Crowded stage: “I Got You,” the single that lit True Colours’

Neil Finn, guest

before Crowded House’s success.

“He found it hard, I think, when our record happened,” Neil :
Finn says. “And I felt conscious of it, too. We did share so much
time, and all of a sudden this happens for me when I break :
away. He was quite honest about it in certain interviews: He :
said he was envious and thought it should have happened to :
Split Enz. [ would have felt the same way. It’s slightly harder :
possibly for him because I'm the younger brother.” (For an :
update on Tim Finn's career, see sidebar.) But we're getting :

YAMAKR
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ahead of ourselves.
Neil Finn hung in with Split Enz after his brother left, but not

were still respectable. There was a farewell tour of Australia in
1984. Two Americans in the audience at the very last show
would loom large in Neil Finn's future: Gary Stamler and Tom
Whalley. But we might be getting ahead of ourselves.

Finn took Split Enz drummer Paul Hester with him to start a

Craig Hooper on guitar, and began life as the Mullanes—

Split Enz as considerable insurance—they cut demos.

Tom Whalley had just started at Capitol Records’ A&R
department, and wanted to prove himself. He heard Finn’s
demo tape and was immediately taken with it. Whalley
recommended that Finn contact Stamler, a Los Angeles
attorney, for representation. Stamler, who was impressed by

Grierson, then vice-president of A&R at Capitol, didn’t want
to sign the band. But Grierson (now A&R head at Epic
Records) remembers differently: “I thought the music was
really intriguing,” he says. “I didn’t know if they’d be a major
pop band. They’re not a pop band. They're a classy act with a
unique style.” There was some difficulty with the group’s
country of origin—"at the time we had stringent rules about
not signing acts outside your home territory,” Whalley says—

S8
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but he worked out an agreement with Capitol’s Australian arm.
Crowded House’s troubles could now safely begin.

Finn, but “the Mullanes” just doesn’t have the authoritative

a bit,” Hester says, so the band proposed some alternates: the
Largest Living Things (sure), the Record Company (Stamler:

their cramped living conditions while recording in Los Angeles.

Second problem was finding a producer. “Virtually every-
body we approached” turned them down, Stamler says. David
Kahne wasn't interested, Keith Forsey was always in the

had worked with Split Enz, and Mitchell Froom. The latter was
something of an unknown quantity; his only prior production

the band. Froom got the job.

portrait painted by Seymour. Capitol preferred a photo of the
trio in their “acoustic” guise: Seymour with upright bass,
Hester with snare. The band does play some songs this way,
but they objected to their debut album giving the impression
they were an Australian Stray Cats.

company about his artwork. “First of all, they couldn’t

“In Split Enz, Neil was

likened to an ant, al-

. ways setting off in some
- direction without first

. finding out where he

was going to go. He's

probably become more
frantic.” — Paul Hester

: record cover for a first album”; Seymour had gone to art school
: and worked as an art director and set dresser in films and
: television. “Secondly, they thought my ideas were not
: commercial enough. They think Americans think about girls
: and cars when they listen to music. It finally took Neil, who
: they took most seriously because he could write songs, to say
¢ the record company would spoil their relationship with the
band quite drastically if we didn’t use my album cover.”

Capitol released Crowded House in July 1986. It got great

: reviews and promptly disappeared off the face of the earth
: (figuratively speaking). According to Stamler, this problem
: boiled down to Capitol’s insistence that the hit single was
: “World Where You Live,” the LP’s first cut. The medium-
: tempo song about a couple growing apart makes a low-key
: introduction to the album. Capitol’s strategy was to establish
¢ Crowded House at album-oriented radio stations with this
: song, only AOR wasn’t buying.

Stamler felt the song Capitol should be pushing was “Don’t

Dream It's Over,” an entrancing, slow tune with plaintive
: sevenths in the verses, a soaring chorus and ambiguous lyrics.
First problem was the group’s name. No offense to mother :

The label objected, Stamler says, for the “usual textbook

: reasons”: You don’t make a ballad your debut single. A
ring of a chart-topping outfit. “The record company balked at it :

Hammond B-3 organ solo just isn’t done. And what, no

: electronic percussion? Still, Capitol issued a 45 of “Don’t
: Dream It’s Over” in late August 1986.

“too corporate”). In desperation, they gave themselves the :
working title of their album, Crowded House—a reference to :

In retrospect, Grierson says, Capitol didn’t “really put
themselves on the line” for “Don’t Dream It’s Over” the first

i time around. He blames a “conflicting internal” situation, with
i promotion working AOR and Top 40 to cross-purposes. “It
: took time for the company to get a grip on what they had.”
: Whalley agrees. Seymour is less charitable. “They thought we
shower, etc., etc. The choice narrowed to David Tickle, who :

had blown it,” he says. “They didn't know how to market us

: because they didn't think we knew what we were about. We
i didn’t have long hair teased up and tipped.”

was the Del Fuegos. But Whalley, who had heard the Del :
Fuegos’ demos, was very impressed with Froom’s polishing of :

But all was not lost. Downtrodden rock journalists, if nobody
else, noticed Crowded House's virtues, and Capitol’s publicity

: department was quick to pass the word: More than one critic
Third problem was the album cover art, a fanciful group :

termed it “the best record I've heard this year.” Capitol then

i got the band—which had yet to play in the U.S.—to come over
! for a promotional acoustic mini-tour of ethnic restaurants.
i Whalley says this strategy “put them over the hump. It created
i a buzz, and got radio adds.” Seymour says that what really put
: Crowded House over on these industry showcases was that
Seymour says he “fought tooth and nail” with the record :
: painful accuracy: “‘Oh, they're funny!’ They realized there was
understand how a musician could be an artist, or design a :

“we made them laugh!” He mimics an American accent with

an element of warmth that was part of the music.”
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Seymour: “We

n December 1986, New York’s “Z100"—WHTZ-FM, a

key Top 40 radio station—began playing “Don’t Dream

It's Over.” Another influential New York station, WPL]J-
FM, followed. Capitol started pushing the single all over
again during a time of year—Christmas season, with its

traditional record-industry concentration on back :
¢ for Temple of Low Men, Crowded House's second album, in
eight days.

catalog—that rarely generates hits. The label didn’t
know that Stamler had hired independent promoters to
work the record.

The subject of “indie” promotion is a touchy one in the
record business—all the major labels officially severed
their ties following a 1986 Senate committee investiga-
tion—but, whatever their methods, the indies did get

results. Capitol “was very supportive,” Stamler says, but “the

saw “Don’t Dream It’s Over”
starting to happen, he says, they
ran with it.

Seven months after its release,
Crowded House experienced a
miraculous resurrection. The
album finally entered Billboard s
top 200 chart—at number 180—in
February 1987; it eventually
reached number 12. “Don’t
Dream It’s Over” became a colos-
sal spring hit, going all the way up
to number two on Billboard's Hot
100.

Now the issue was merely stay-
ing a hit. For a follow-up single to
“Don’t Dream It’s Over,” Capitol
proposed “World Where You
Live.” Stamler groaned. He ar-
gued that after a slow, complex &

song the next pick from the album should be simple and sunny, :
like “Something So Strong.” He got his way, and his instincts :
were correct: “Something So Strong” followed “Don’t Dream :
: very rarely all the lyric. The ‘Don’t Dream It’s Over’ lyric came

It's Over” into the top 10. After that, Capitol proposed as the

next single: “World Where You Live.” Stamler, having proven :
: came all at once. Generally, in order to feel I've got something
: substantial, I'll need to have a melody that’s married to at least
For its second album, the band reunited with producer :
Froom. “He’s great with pre-production,” Finn says, “working :
songs through and honing them down.” “We both got a lot :
better” between the two albums, Froom says, noting that the :
¢ for things that feed off that. You get your verse pattern,
used quite a few engineers. [Crowded House had] never really
performed as a group; we had to define a band :

Bassist ., ;nd and we didn’t know what it was.” Also
making this year’s album more pleasurable was :

his point, went along. “World Where You Live” still stiffed. But
Crowded House has now sold almost 800,000 copies.

group’s earlier record suffered from “a lot more anxiety. We

are:nr: 'gmd‘:_ the familiarity between band and producer— :
times Ne.II takes and it didn’t hurt to have success under their :
the focal point.” collective belt.

with Froom and Finn going over the latter’s songs for a few
weeks. “We're mainly working on the arrangements,” Froom
says, “and deciding what'’s the strongest material—before we
even go into band rehearsal. We usually have a drum machine,
and he plays guitar and I play keyboard. We come up with ideas
and listen to each other.”

For the next step, pre-production rehearsals, “Mitchell
basically joins the band for six weeks,” Hester says. At this
stage, Froom says, “We're concentrating on bass and drums,
to make sure the grooves are right. By the time we getinto the

Crowded House’s recording s.o.p. starts :
: todo, it takes a long time to get into the right frame of mind for
¢ a good natural flow of lyric. There’s a lot of hard work involved
! in finishing a song for me, but there’s moments of, you could
: say, enlightenment with a melody where you suddenly get a
: couple of phrases which just feel right. They often don’t even
: make a lot of sense, but you feel there’s something right about
: them. At that point you've gotta look at them and say, ‘What
: does this say, and what am [ saying? What is this about?’ I look
i for lines which have a similar kind of feeling as the ones I've
: already got.”

studio, quite a few keyboard parts are already written.” Froom :

! tries to save his keyboard playing, though, for the end of the

recording so as not to get in the way of the trio proper.
The intensive pre-production means that the actual

recording can be a breeze. “By the time we get to the studio,”
: Hester says, “we’re pretty relaxed and we can just go for a

dynamic performance.” The band put down all the basic tracks

“This record is a more sophisticated production than the last

: one,” Finn says of the new album. “It’s got a bit more depth in
: terms of atmosphere. It’s still a pretty simple album. There’s a
i certain purity to it which I was concerned about. One of the
i most important things these days is you feel a human presence
: onarecord, and that people’s personalities come through.”

indies gave it the extra nudge to get it over.” When the label :

Finn claims his songs are simple, but it’s a deceptive
simplicity that doesn’t come
easily to him. “No matter how
pdl many songs I've got around,”
he says, “I always feel like
two months before an album
I've got to sit down and really
work on it. Often those
months feel quite frustrating.
You get to pre-production and
you realize you've written a
W lot of bits and pieces, if not
] finished songs.”

He composes via “untidy”
notes for lyrics, and tapes of
musical ideas. “I forget
what'’s on them half the time.
Before I go to each album I
listen to a few I haven’t heard
in a while and pick up on any
bits that strike me. But
mostly a song needs to lodge itself in my brain for me to take it
seriously.

“In a majority of cases, I get a melody and lyric together—

all at once. The lyrics to ‘Into Temptation’ on the new album

a few lines which are an intrinsic part of the song. For instance,
the chorus of ‘I Feel Possessed’ came all at once. A phrase
comes out with a tune, you suddenly realize it’s kind of locked
in the brain. You sing it again and again and start fishing around

maybe, and a few central lines in the verse pattern.

“That’s a classic time to say, ‘Great, I wrote a song,’ put
your guitar down and walk out. Which is a mistake. And I'm
getting better at not doing that. Because the next time you
come back to that, even if you can recreate the atmosphere
that you had when you first wrote the song, there’s still

: something that’s not quite as fresh.

“When you're finishing off your verses, which I usually have

His bandmates aren’t shy about asking Finn what his lyrics
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o doubt about it,
Stanley Jordanis a
genius. Of course,
the new Casio
PG-380 SynthGuitar
is no slouch either.

The PG-380 has an on-
board synthesizer—incorporat-
ing our new VZ-1technology.

That means you’ve got
64 built-in sounds with virtu-
ally no tracking delay. With an
optional RAM/ROM pack, y
get an additional 128 sour
That’s a total of 192 different
sounds. And if you're Stanlw ~
Jordan, you can get an almost.
endless array of sounds. With
no external source. 28

Of course, if you do tapT
into an external source, the
PG-380 also has an on-board
MIDI converter. Soyoucan
blend guitar, internal sy d #_.
any external sound source. re

That's the kind of flexlbﬂy
that creativity like Stanley’s
can really explore. 3 »

But don’t think the PG-380 3 )
is all gadgets and bellsand il
whistles. With a maple neck,
ebony fingerboard, and lock-
ing tremolo, it’s a beautiful
instrument.

Of course, if you ask
Stanley what he thinks
of the SynthGuitar,
he’ll say: ‘“‘Now
| can play sounds
I’'ve only heard
in my head.”

Which prob-
ably says it best.

RS,

If you don’t need synth,
try the Casio MG510 MIDi guitar.

‘CASIO

Where miracles never cease




CROWDED HOUSE

Neil's Brother: Tim Is On His Side

much of the last 15 years wrapped in the cloak of cultdom

as the lead singer of Split Enz and releasing neglected
solo albums—while his younger brother Neil has blossomed
into a massive pop hero/heartthrob as the leader of
Crowded House. It wouldn’t seem to help matters that Finn
the younger, himself initially a non-songwriting member of
Split Enz, had to rescue his older brother from record
company indifference by getting him a deal with Capitol,
Crowded House's home. Capitol in turn paired him with
Crowded House producer Mitchell Froom.

“It is all a bit ironic,” Finn admits good-naturedly, taking
a break from recording his self-titled Capitol debut at
Hollywood'’s Sunset Sound Studio. “But it was always Neil
who got us our breaks in Split Enz. After all, it was Neil who
wrote ‘1 Got You.””

A mesmerizing slice of giddy power-pop, “I Got You” was
meant to be the Enz’s ticket to fame and fortune when it
was released in 1981. New Zealand-spawned Split Enz were
already mega in their adopted Australia; here, however, the
single and True Colours album saw only mild success.
“There are lots of people you can blame in situations like
that,” Finn reflects, “but it’s all a bit late now.”

More Split Enz albums followed, each selling less than
the last. By 1983 Finn was restless. He recorded two very
different solo albums, but neither received much attention.
He hopes to change all that with Tim Finn, crafted with the
help of brother/guitarist Neil and such ace studio vets as
bassist Tony Levin and drummer Jerry Marotta: “I was
initially a bit leery because they’re such studio musicians,
but they play with such fire.” The new album, he adds,
strikes a balance between the emotional extremes of his
earlier solo records. )

Finn is in such good spirits these days that he’s toying
with the long-shot idea of touring with Crowded House and
Schnell Fenster, the new group (also signed to EMI/Capitol
internationally) featuring three former Enz, including
singer/guitarist Phil Judd. Among Enz fans, the feud
between Finn and Judd is well-known. “Phil is the only
person I've ever punched in my life,” Finn says. “But we
get along now. When we're together, though, we don’t
make much small talk. We play a lot of golf together. I guess
that’s where we get our aggressions out.” — Cary Darling

By all rights, Tim Finn should be very bitter. He has spent

! mean. “Sometimes he can tell us,” Hester says, “and
i sometimes he’s not sure. We like to know what he means by
i songs like ‘Into Temptation’ or ‘Sister Madly’ or ‘Kill Eye.’
: We're a very nosy, very gossip-oriented group of people.”

:  Anyone who's read Finn’s lyrics printed on the Crowded
i House albums must have noticed a pronounced tendency
: toward the darker emotions. “There are times where I'm
: really up,” Finn says, “but it's always balanced by melancholy
: and a slightly morbid touch. That’s what I'm attracted to.”

i Froom notes that while “a lot of people have commented on
: the darkness” of Temple of Low Men, “not many people have
i said how funny it is. It strikes me as funny, even if it is a bit on
: the black side.” He's thinking of “Sister Madly,” a lounge-
: swinging tale of a greedy striver, and “Kill Eye,” which—like
: the album title—reflects a certain fascination with Jimmy
: Swaggart. Swaggart’s voice (“I beg you forgive me”) opens the
i track, although the song was written before the evangelist’s
! fall from moneyed grace. For Froom, the song deals with “the
: perversity of that sort of power.” Hardly sitcom material, but
: Froom did say it was black humor.

i Crowded House’s most powerful songs, however, deal with
: more direct emotions. “Into Temptation”’s seductive melody
: becomes a metaphor for its poetic evocation of infidelity. Finn
i says the song is about guilt as much as being unfaithful. “If I
: was Prince, I'd be writing, ‘Baby, baby, I'm gonna fuck you all
: night long!” Because I'm a little guy from a small town in New
i Zealand, I write about feeling guilty about it.” “Into Tempta-
i tion” sounds a little too convincing for Finn's wife, but Finn

here’s a striking keyboard sound on Crowded lUW

House's Temple of Low Men album. It sounds like
saxophones on “Kill Eye”—not just any saxophones,
but specifically the crunching saxes on the Beatles’ 'I'EEH
“Good Morning Good Moming.” It sounds like both
flutes and a string section on “Into Temptation”—but
specifically the flutes of “Strawberry Fields Forever” and the
string section of an early Moody Blues record. A Mellotron!

Wrong, but close. The versatile instrument with a period sound
is a Chamberlain, the Mellotron’s slightly larger American
cousin. “l was thrilled to get it,” Mitchell Froom says of his
musical collector’s item. He found one that had been used only
in a recording studio, sparing it the rigors of the road. Like the
Mellotron, the Chamberlain’s keyboard activates tape record-
ings of various instrumental sounds. “Maybe because if’s tapes
playing, it has a real powerful edge to it,” Froom says. “It's an
amazingly emotional instrument.”

On Low Men Froom enhanced the Chamberlain with analog
synthesizers, but without detracting from its charming inconsis-
tencies. “It's all wobbly,” Neil Finn says, “with weird, wacked-out
sounds. We ended up using it a lot. You couldn't play the same
thing twice ‘cause the notes wouldn’t work sometimes. It had a
lot of limitations and we were attracted to that.”

Neil Finn has a sunburst Fender Telecaster, sunburst 1963
Fender Stratocaster and a reissue gold-top Gibson Les Paul. He
runs them through a Hotcake distortion pedal and Yamaha
SPX90, then splits the signal into a Roland JC 160 and Vox
AC30. Finn also has a Nady 1200 wireless unit, and a Kramer
acoustic guitar. Nick Seymour prefers Spector basses with their
small bodies and long necks—"they look real sexy”—but mostly
because they’re lightweight.

Paul Hester has never liked using too many drums because
he used to have to pack them up himself. His current kit, “the best
one money can hire,” is a Pearl with “the old Ringo Starr set-up”:
three-inch piccolo snare, 12" rack tom and a 14” deep-mounted
rack tom in place of a floor tom—"if you get my drift.” His Zildjian
cymbals are two 12" splashes, 17” and 18" crashes, and 22" ride.
He has a Paiste bell cymbal and a cowbell, uses brushes and
wooden drumsticks, and wears shoes with rubber soles.
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CROWDED HOUSE

claims artistic license: “I like the idea of being able to write

myself. Anyway, once a song’s written it has its own life.”

Finn speaks while propped up on his hotel bed, nervously w .
; . “We bad to define a band sound,
and further until he’s fully recumbent. I start to feel I should : ) h ; 7
- and we didn’t know what it was.

Froom says of Finn. Hester, who's played with Finn for six :
years now, observes that “he’s probably become more :
frantic.” In Split Enz, the drummer says, everyone had an :
1 don’t seem as real as the others. I feel there’s more songs on

pulling apart a ballpoint pen. As he talks, he reclines further

charge him by the hour. “He’s certainly an intense person,”

animal counterpart. “Neil was likened to an ant, because he

was always setting off in some direction to do something :
without first finding out where he was gonna go. He gets pretty :
i certain things. I get incredibly nervous and precious. It's good
: to be liked. [ don’t want to wallow in obscurity.”

wound-up about things.” Seymour says Finn can feel insecure
and is slow in warming up to people: “It's probably because

he’s from such a small country; New Zealand always regards
: than Crowded House did—and Capitol didn’t even bug the band
: about the cover art this time. “They say theylove it,” Seymour
: says, adding with a laugh, “but if you look at the way they
¢ decorate their own homes...” More seriously, after just a few
burn-out rate of people who become incredibly famous; their :
i Soon”—showed signs of trouble; Low Men “may be patterned
: after the first record,” Whalley laughs. “Top 40 radio is
: resisting,” Stamler says. Playlists are “even tighter now than
: they were a year and a half ago.” The single “doesn’t fit a four-
: on-the-floor format.”

A good dose of common sense, coupled with his Split Enz

the world as such an incredibly big place. But he weathers fairly
well amongst the whole stupidity of the rock industry.”

His high-vis leadership position in Crowded House undoubt-
edly contributes to Finn's nerves. He says he’s aware of “the

best work is almost always in the past. That scares me.
There’s not many exceptions, not many people who get better
as time goes on. Writers often do, artists often do—if not get
better, at least change, evolve. But it doesn’t seem to happen
in music very often.”

experience, keeps Finn’s feet on the ground. “It’s great to
have people enjoy your music. But one thing I know about

¢ America is people are very willing to tell you how great you
something and exaggerating life, my own life, within a song— :
imbue it with some real personality, but create a fiction for :

are. If you start believing it, you can start losing touch with
your system of self-criticism.
“At the end of every album there’s a few things you listen to

— — Mitchell Froom

and you're let down by a couple of lines that don’t ring true or

this album which are more fully realized than I ever felt before.
But I still have my moments of intense doubt and panic about

Temple of Low Men blasted into the album charts much faster

weeks the lead single—the reassuring “Better Be Home

The manager sounds more proud than disturbed; he’s seen

: it happen before. “Neil Finn doesn’t write songs for Top 40
i radio,” Stamler says defiantly. “I think that’s admirable.” ¥
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STEVE FORBERT EscaPEs FRoMm HELL

The Frihteningly True Story of a Rock 'n’ Roll
Singer/Songman Who Endured the Musician’s
Worst Nightmare »» » » > > BY BiLL FLANAGAN




STEVE FORBERT

t’s January 1988 and we're in Long Branch, New Jersey
—at Garry Tallent’s Shorefire recording studio. Steve
Forbert and his band have driven up from Nashville with

thinks levels. Keyboard player Paul Errico tries all sorts of

lope where it should kick. But nobody’s asking my opinion.
and walks over to the corner of the studio window. At his right,

through the bigger window, is Forbert and the rest of the band.

finished.

who couldn’t get himself dropped, no matter how hard he tried.

bidding will begin in earnest.

what he plays me. He keeps a lot to himself.”

Forbert later confirms the song’s absence is definitely :
intentional: “The guy singing that song is removed,” Forbert :
insists. “He’s an older person, maybe of Waylon Jennings’ or :
: them up,” Forbert says. “I don’t want to do that. Even if some

Guy Clark’s generation. It wouldn’t have fit into this album.

He’s looking back. I'm in it. I wrote a lot of songs, all kinds of
: I'made that decision. I wasn’t 14. And that is the truth. 7/ signed

different things, but there were certain ones that were

particularly autobiographical, regarding the past few years. :
They were the same style, basically folk rock, and I knew they :
were the ones | wanted to use. Then we got out there playing :
little places way off the beaten path and—not to be too arty :
: magazine’s attorneys wouldn’t let me. So don’t worry, if

about it but—I began to see what was going on out in Kansas

S

: and Louisiana, and I felt it would be justified to bitch about
¢ these things and try to draw a conclusion, that it was more than
: just my personal story, that it wouldn’t be entirely self-indul-
anew song, “Running on Love,” that came to Forbert in :

a burst of inspiration while he was driving home from a show. :
Now Steve is performing the song on one side of the glass :
while Tallent thinks dynamics and engineer Jan Topoleski :
: internal rhymes on that one: ‘I fit your crazy normand
sounds, from roller rink to foghorn. Something is keeping the :
song from taking off. It could be the cross-stick C&W drum :
pattern Bobby Lloyd Hicks is playing—it’s making the song :
i of these places is a far cry from sitting here in New
Halfway through the take Tallent gets up from behind the board :
i tonight.”
behind one glass, is Hicks in the drum booth. In front of him, :
: Topoleski are squeezed into a tiny room at New
Tallent moves over to where only Hicks can see him and starts :
playing a straight-ahead rock pattern on air drums. Hicks :
switches in mid-song, to the confusion of Forbert, who starts :
mouthing “What are you doing?” But Tallent’s right, Hicks :
sticks with it, and “Running on Love,” the last song for Streets :
of This Town, Steve Forbert’s first album in five years, is :
¢ “Running on Love” with the obstinance of two
People assume Steve Forbert was dropped by his record :
company five years ago. What a joke. This is the story of a guy :
i version, Tallent thinks it makes one note sound out of
Forbert has spent the time from 1982 to 1987 fighting business :
battles on two fronts. First he jumped from Nemperor :
Records—where he made two successful albums and two :
flops—to Columbia, where his position deteriorated from :
rough to tense to under siege. During the same time, he went :
through four sets of managers, leaving piles of animosity and :
lawsuits in his wake. Only in the latter part of 1987 did Forbert :
wrap up all the litigation and become a free agent, and he’s :
renewed an old acquaintance with Tallent, the E Street Band :
bassist who's lately established himself as a smart, no-frills :
producer with Evan Johns & the H-Bombs. Tallent and Forbert :
have recorded all of Streets of This Town at Shorefire with :
Forbert’s road band—and no label. Now that it’s done, the :
: loud voices about the meaning of the Tunnel of Love tour, and
It’s March. Forbert’s mixing at Manhattan’s Power Station. :
These days Tallent is flying back to New York to mix on his days :
off from Springsteen’s Tunnel of Love tour. Forbert is coming :
up from Nashville for each burst of work. Steve and his wife Jill :
have new twin sons, Sam and Dave. Both Forbert and Tallent :
are bearing down hard to get the album finished. Around 3 :
a.m., when Forbert leaves the mixing room to get a soda, |
mention to Tallent that I'm surprised the album does not :
include “All the Mistakes I Once Made,” a melancholy country :
song Forbert wrote at the depth of his exile. It's about a no- :
longer-young musician who sits in the corner watching the :
latest Next Big Thing do all the silly things he used to do. “I :
never heard that one,” Tallent says. “He’s real careful about :
: determined to get on the record. He views that approach the

gent.

“Hopefully the album’s not just my little problems. ‘On the
Streets of This Town’ is the low point of the narrative. I'm
really happy with that song. I got real lucky on the

wore your uniform where you told me to go/ And got
back in return this here feelin’ that I've learned what
the Indians know.” The way people are living in some

York worrying about which sushi restaurant to go to
A month later Forbert, Tallent and engineer

York’s Sterling Sound, mastering the record—now
successfully shopped to Geffen—with high-tech
wizard George Marino. Artist and producer are now
so deeply into the project that they seem to be able to
finish each other’s sentences. They're arguing over a
fractional difference in the speed at which to press

campers who've spent a whole summer together in a
small tent. Forbert insists on the marginally faster

tune. No one else can tell the difference. Finally
Tallent orders both versions repeated again, and
while they are playing Forbert starts chatting with a
visitor. Tallent, cold-eyed, lets Steve talk, lets the
track play out, and then says, “Okay, what did you
think?” Forbert looks up like the kid caught passing
notes in class. “Uh—sorry Garry, | wasn’t paying
attention.” “Okay, let’s do it again.”

That evening Forbert, Tallent, Tallent’s girlfriend Chris
Eriksen and Topoleski convene at a Mexican restaurant to
celebrate the completion of the album. The tensions of the
day—and of the last nine months—are buried in nachos, beer
and jokes. Some preppies at the next table are pontificating in

everyone hushes to eavesdrop. “You know what,” one of them
concludes. “Someday we'll be old, too, and we’ll care about
marriage and all that stuff, and then I'll bet these songs will
sound as good to us as his old ones.” Tallent and Forbert look
at each other and bust out laughing. “God,” Chris smiles. “I
can’t believe this album is really finished.”

It’s now June. I meet Forbert at his New York apartment for
an interview. He’s been talking to the press for two weeks and
has his rap down. His new album is not even in the stores yet
and already the critics are salivating, calling it Forbert’s best
record. Forbert and I are in an awkward position; we're
friends. I can’t rave about his work; I'm not objective. But I do
know all sorts of things about his five lost years that I'm

way a small boy views a trip to the dentist.
“It’s just that some people come back and all they do is
complain about everything everybody else did that messed

people were maybe not the best, I decided to work with them,

those contracts.”

Well, I say, it’s an important story, an insight into how the
music business really works, and someone should tell it.
Besides, I'm not going to print anything libelous. The
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anything comes up that could get us in legal trouble... “You'l

But he means it. Five years with lawyers has had its effect.
Still, he motions to the tape recorder and says go ahead.

MUSICIAN: A fellow at MCA told me that they tried lo sign you
for this album and lost out. Suddenly everybody loves you.

FORBERT: They're all saying so. Some of the stations here in ;
New York have started playing a sampler CD Warners sent out. :
Soit’s very promising. I have reason to be optimistic. But I also :

have the experience to be cautious.

I'm so glad we’ve done something people seem to think is as :
good or better than my accursed first album. Not to be :
arrogant, but it’s been like This Side of Paradise, F. Scott :
Fitzgerald's first book; after that they hated everything he did :
by comparison until The Great Gatsby. When we made that first :
record I insisted on no overdubs. There was a lot of pressure :
against that. A lot. [ thought at one point there I was going to :
have a nervous breakdown just to make a record! I'm still :
proud of that record. I got a CD player a couple of weeks ago :
: MUSICIAN: They were your first managers?

: FORBERT: In a sense Danny Fields discovered me. I think he’s
: said that. He was at CBGB one night when I was playing and
: started talking to me about management. I liked him and I still
i like Danny. He was one of the most entertaining people and a
i caustic dry wit. I haven’t talked to him in a while, but I have
i good feelings toward him.

1979 I told Roiling Stone, “From now on I'm just gonna do what :
I want to do.” I've seen that article lately and it’s like, [laughs] :
¢ “Wait a second, we did particularly well for a new act. The first
¢ record sold quite respectably and created a good little buzz, we
MUSICIAN: Your third album, Little Stevie Orbit (1980), was :
: record—nothing.” As it began to set in, I got a little paranoid,
FORBERT: We put too much stuff on it for vinyl. We couldn’t :
get any volume out of it. It was a very mixed bag; some of it :
worked, some of it didn’t. Some of it I recorded in too high a :
key. It was a point of reality really hitting. “The last record did :
that but this one only did this! We’ll have to stop the tour.” It :

and I heard it again. It was good, I liked it. But I had no radio or,
dare I say, competitive spirit about the record. The bass sound
was very un-bassy, not a round punchy sound by any means.
Not to sound like I've sold out, but I was able to make this
record with more of a realization that trying to survive in the
music business is something I want to do my whole life. |
couldn’t have known that at 23, that just wasn’t my concern. In

okay, [ did—and a lot it got me! “Great, do what you want to
do. Just do it somewhere else.”

your first failure.

: was very bewildering! It was a hard dose of Something’s Not
protect your ass and throw me to the wolves,” Forbert laughs. :

Right. You realize you don’t know as much as you thought you

: did when you were young and saying, “I'm just gonna do what
: I want from now on.” It can throw you into a sort of whirlpool.
: And it was around then that I started to get into a management
i problem, a legal thing with Danny Fields and Linda Stein, who
¢ actually had accomplished some good things. Undeniably.

A
,

t was terrible! A no-win thing.
Record companies can put you in
something called suspension,
which means time is going by, but
not by their clock. Your hands are
virtually tied.

MUSICIAN: What went wrong?
FORBERT: The Orbit thing started a whirlpool. It was like,

toured Europe and did well. The second record had a hit! Third

a little confused. It was funny to me that it should just be over
that quick! “Aren’t we gonna put out another single?” I'm not
saying the record was perfect; I'm not saying we did every-
thing we could have done. In fact, when we finished the record
I had a chance to tour with Sonny Terry for three weeks in a
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van and I jumped at it. We went to some blues festivals and I :

got to live with Sonny Terry for two or three weeks! I had to
take that opportunity and I don’t regret it entirely. It was great. :
But it might have done me better to be listening more carefully

to the mixes.

When I started making the fourth record, I switched :
managers. The people I went with were managing Pat Benatar, :
who was getting a lot of things done at the time. His name was
Rick Newman, his partner was Richard Fields [no relation to :
Danny]. 1 went through an out-of-court settlement with Danny :
and Linda. I was always very jumpy in my youth. A different :
producer every album! Boom! Jump! I would advise young :
musicians against that: Try not to get too jumpy. When there’s :
not a whole lot of time left on contracts, try to stick it out tillit’s :
over. It’s such a hassle getting out of them and it’s not a good :
i wanting to get this story told.
Anyway, the fourth record (Steve Forbert) was released in :
i lose alone.” No one wants to know the story "cause there’s no
And it was worse! For all I went through and what was :

thing to make a habit of.
1982. 1 had new management and some good expectations.

accomplished, I felt I went from the frying pan into the fire.

i Nemperor Records]. That’s the word I
i was getting. Managers are the liaison
. between you and the record company
i and they have to do that well, and you
i have to understand that everybody in
i this business is putting their life, their
: time, their energy into what they’re
i doing. You can’t, with a blanket remark,
: say all record company guys are this or
: all radio guys are this or even all rock 'n’
i rollers are the other thing. You can’t! I
i feellike that was a problem at that time:
: not establishing and nurturing a good
: rapport with the record company. And
: I'm not so sure that there was so much
i wrong with Epic Records at all. Let me
i just say that. But then came the sugges-
i tion that we switch to Columbia.

i MUSICIAN: Was that your idea or your
i new managers’?

: FORBERT: I think it’s accurate to say it
: came from management. [ pauses]* This
i is very difficult for me to talk about. For
i one thing it’s painful, and for another
: thing I just don’t really want to say a lot
: about it. It’s not real constructive and it’s
¢ very much in the past.

: MUSICIAN: But you know, for the last five
i years you've been in limbo, and nobody
i wrote about it. Maybe music magazines,
i including Musician, do players a disser-
i vice; we always write about winners.
i Everybody we interview is doing well, and
: that does not represent how things really
i are for most musicians. If you're a young
i player coming up and looking for informa-
i tion about how the music business works,
i you can read 20 books about the careers of
i the Beatles and the Stones, but you can’t
: read a book about the career of Jesse
i Winchester. And there’s a lot more Jesse
: Winchesters than there are Beatles and
i Stones. So I'm glad yow're doing well and

was always very jumpy in my
youth. A different producer every
album! Boom! Jump! | would
advise young musicians against
that—try to stick out contracts
till they’re over.

want to put all the problems behind you, but forgive me for
FORBERT: “Everybody loves a winner and when you lose, you

way it can fit into the industry machine. But when you’re back

: and you have arecord that everybody’s interested in, then you
Well, word was that it was Epic’s fault [Epic distributed :
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can fit into the whole multi-faceted complex. If we didn’t have

*Richard Fields denies this and claims Forbert's relationship
with Nemperor was “already unwinding” when they became his
managers.

BARRY TALESHICK/RETNA
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STEVE FORBERT

a record coming out on a major label it wouldn’t be worth your :
while to write any more about the record than maybe a small :
review. And I understand that. It’s like touring without an :
album. I keep saying in these interviews, “Harry made a :
bareback rider” [a line from Dire Straits’ “In the Gallery,” a :
song about artists who die unknown]. You can paint and paint :
but until you're in the gallery you're not really a painter, are :
you? That’s the way it is. The dead-end stories are never told. :
No one wants to write them because they can’t really help sell :
records or radio advertising time or magazines. You learn that :
it’s all a big working engine, and you've got to have arecord to :
: where I can’t record anymore... [pauses] I don’t really want to
MUSICIAN: Then let’s use the fact that you have a new album on :
i too much about their record companies and their problems!
FORBERT: Then we're going into it in a lot of detail. [sighs] :
“Frying Pan into the Fire” would be the next chapter. We went :
to Columbia Records and talked to a few producers. We :
decided to work with Neil Geraldo [husband and collaborator :
of Pat Benatar, who was managed by Newman and Fields]. 1 :
brought my own band in and we worked real hard. ThenI went :
to California where we worked real hard again, doing the mixes :
i MUSICIAN: Am I too hung up on this?

fit into that engine—then everyone else can get involved.

a major label to tell the whole story.

and some vocals.

On the one hand, I'm a guy who's real jumpy, but I can also :
stick with things. I got into this thing with Neil Geraldo and I :
just thought, “Dammit, we’ll complete it.” It was work, you :
know, but we completed it and we sent it to the record :
company. Anyway, things turned into a stalemate. The record :
company, CBS, was not pleased about our process. They had :
said, “Cut nine things and let us listen to them before you do :
any fleshing out. Don’t cut any more than that, and we'll listen :
and see how they sound.” Well, we didn’t do that! I'd always :

just made my rec-
ords and turned
them in, and Neil
Geraldo—work-
ing with Pat Ben-
atar—certainly

didn’t know from
a limited budget.
That just wasn’t
one of his con-
cerns. We were
working and work-
ing, and the dish

tention!

ran away with the spoon. It just wasn’t handled properly. Inall :
fairness, I can understand CBS’ disenchantment with that :
element of the project. It creates a very definite prejudice. :
They’re running a business and they asked us to adhere to :
certain guidelines. But I really wasn’t aware of those :
guidelines! That’s the truth. [Richard Fields says he did inform :
i we could all begin to get enthusiastic about a record.

The thing that made me mad with CBS was that whenit all :
hit the brick wall, I said to the person I was dealing with, :
“Look, you're not happy with the record, you don't want to put :
it out, suppose I write some more songs? Suppose I demo :
those songs and see what you think and add to the record? :
Let’s try to agree, to work it out.” I spent a long time trying to :
do that. It meant remixing some of the things we did, writing :
new songs, singing demos of those songs to the company, to :
the guy that signed me, Rick Chertoff. He was busy with other :
things. I'm just saying this for the benefit of the people who are :
reading this who are in this rat race/snake pit that they call the :
music business. It’s the way things are handled. You can’t make : out my records, you have to let me go,” and they said, “Go ahead
people mad and then expect to have their undivided attention! :
i foryears.” [Chertoff insists he was not the person who said this.]

Forbert of CBS’ guidelines. ]

I was just the little engine that couldn’t!

So we remixed a thing that we thought was the single and I

t's the way things are handled

in this rat-race/snake pit they call
the music business. You can’t
make people mad and then ex-
pect to have their undivided at-

paid for that. We mastered it and I paid for that. We sent them
an acetate. Couple of weeks later we hear a reply: “Nah.” We
sent 'em songs. Very little comment, very little guidance, very
little interest. That’s when the whirlpool began to carry me
further out into the ocean.

I began to realize that not a damn thing I was doing was right.
It’s just not working, nothing’s working out right, and I didn’t
think it was the songs. I was being very flexible about recording
new material. I didn’t want out, I wanted to get a record
together. I really tried—honestly—to be as helpful as I could.
Well, no way! The next thing I know I'm running into a situation

talk about this a lot, because certain artists right now complain

I've been through it; I did it with lawyers pretty much all by
myself; I deserve an introductory music law degree and
diploma. I do! But I don’t want to harp on it because it’s in the
past and I did it and I feel good about where I am now. If I were
65 years old that might not be so cool, but I'm 33, my dreams
are intact and I've still got alot I want to do and feel I can do it.
I feel good about now! I don’t want to talk a lot about the mess.

FORBERT: It was terrible! CBS said, “We won’t release what
you've delivered, we won’t record anymore, and we won’t
release you!” A no-win thing. Record companies can put you in
something called suspension, which means time is going by but
not by their clock. Your hands are virtually tied. Talk about, “I
want the heart, I want the soul, I want control right now!” It
was “Badlands,” absolutely. My version is “Don’t Tell Me (I
Know).” “Sometimes you feel so weak you want to explode.”
I completely understand that emotion.

Management became a problem. I
can’t harp enough on how badly an artist
needs his manager to be his liaison with
the record company. “Coordinate, help,
make everybody understand what I'm
doing! They think I'm being disagree-
able! If they only knew! Call me!” These
people had my phone number. I didn’t
get free from CBS until late ‘87, okay?
This is "84, "85, '86, '87. Not a phone call!
“Are you alive? Have you written any-
thing you like? What's happening?”
Nothing!

MUSICIAN: At one potnt someone at CBS [not Chertoff] said, “If
you insist we'll put your album out—but we won’t promote it”’?

FORBERT: Yes, they said that very early on. Having had two
albums that didn’t do well, I really thought that was the last
thing I needed. That would just be another step away from a
good beginning. So I said no, and I tried to find some way that

Some people may read this and think, “Well, for one thing,
Steve Forbert and Pat Benatar don’t have that much in
common! Didn’t anybody think of that?” Well, they're right.
But I was just coming from a very frustrated situation,
thinking, “Things aren’t getting done for me, who’s getting
things done?” That became my criteria. I still had a lot to learn
at that point. I went from having a record that didn’t do well to
having records that didn’t even come out! Okay, the fire was
getting hot!

MUSICIAN: There was a point when you told me that you said to
CBS, “Look, neither of us are happy, if you're not going to put

and sue. We're CBS, we’ve got a lot of lawyers, we can tie you up

FORBERT: Well, you know... Paul Simon sued them for a couple
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STEVE FORBERT

FORBERT: Well, you know... Paul Simon sued them for a couple
of million dollars. He finally settled, but it took him a long time

to get his two million. Do you know how much interest a million
: Fields was part of the problem?

i FORBERT: This is getting tricky. I can’t answer that.

¢ MUSICIAN: Anyway, you said to Richard Fields, “Look, we have
i to go our separate ways."”

dollars makes in a year? Forget it! They probably wish the suit
had taken longer. What’s it to them? They’ve got so many
people. I dare to say that at points they’'ve had people on that
label they didn’t know they had. We got in that kind of mess.

MUSICIAN: Let’s put a little blame on you. When you quit Nat :
i two years since I knew the record was not going to be
: released. That’s a long time! I do not want people to think I'm
¢ just aleapfrog.

: MUSICIAN: How come when you said to Richard Fields, “This
i isn't working, let’s part ways,” you couldn’t just shake hands and
: walk away clean?

: FORBERT: I would have liked to. But what happens is, people
: make certain efforts on your behalf, whether they succeed or
: fail. And they feel, “Hey, you may talk to so-and-so next week,
¢ but I spoke to him last July! I could have planted a seed in his
! brain, man!” “Well, how come we didn’t get a record deal?”
¢ “Well, I don’t know, but he may still just be thinking about it!
i You don’t know! He could be calling me Tuesday!”

think, “Let’s move to the major label,” but maybe they got to :
: minds. Legally it will hold a bit of water. I think it’ll hold four
: teaspoons. So it is often very hard for both parties to just walk
i away. It's not that tidy. Especially if your name is on a piece of
: paper somewhere. Or a 70-page document.

Weiss’ Nemperor Records after the fourth album failed, did you
feel bad about deserting Weiss, who had signed you in'78?
FORBERT: Yes.

MUSICIAN: So to be fair—you saw what you thought was a
chance to do better by switching to Columbia, the mother label,
and you went for it.

FORBERT: Yeah, I was confused, angry. I was like a blind
snake, striking at anything. And one of my managers had a very
good relationship with Rick Chertoff, on a friendly basis, and it
looked like we would get some personal, first-rate, in-house
treatment, as opposed to things I was thinking about being on
a satellite label. But there are no blanket rules—some things
work great the way they are. That’s important. A lot of people

where they could make that move because of certain good
things that are happening that they’re not looking at. They're
not seeing that the glass is half-full.

MUSICIAN: So you had reached an impasse with CBS, and you
dectded to leave Fields and Newman.

FORBERT: They split up. I began to talk more with Richard
Fields. I trusted this guy. That’s all there is to it. I trusted
Richard Fields and it didn’t work out. It was unproductive. And
after we tried a number of things it still wasn't working. Years
were going by! Please don't think, “This fickle guy Forbert is

DlREETION SET. VETERAIN CREWVWW

: just leaping around.” I really just stuck with this guy as long as
: I could hold my breath. But then I had to come up for air.

MUSICIAN: Did anybody at CBS suggest to you that Richard

FORBERT: That was in November ’85. It had been pretty near

These are some of the thoughts that go through people’s

[Fields replies: “Not only were we functioning as his

: managers, we were trying to keep him alive. We were responsible
i for insisting that he move out of New York City. I sent somebody
i full-time with him down to Nashville. We spent an enormous
: amount of time and effort introducing him to every record
: company, every publisher in Nashville. We put him in the studio.

A L S T E W AR T

CHARTS A COURSE
“THE YEAR ?F THE CAT” TO THE

I.AST DAYS OFT

SR )
COMPCTUISC u ;

74



We secured a record deal for him, and I spent over $100,000 of :
: matter of principle.”]

¢ MUSICIAN: Anodd thing happened after you fell out with Richard
i Fields and before you hooked up with Praxis, your current
i management team: You were briefly managed by Ira Fraitag, a
i Woodstock intellectual who worked with the Persuasions.
because he was really on the edge, ‘I want to end my relationships '

my own money to save his life. You're talking about a kid that
was going down the drain for the count. So I felt he had a
responsibility to us. My suggestion was, find another manager.
We'll take a payout of the money that's owed to us over years. We'll
take a reduced fee, we'll take an override. But his position was,

with everybody.” He fired his lawyer, he fired his agent, and he
fired us. That's your prerogative. But I think you have certain
Steve Forbert plays a 35-year-old Gib- 1
son Southern Jumbo (SJ} acoustic guitar
with a Takamine pickup through one of his
amps. He strums light-gauge D'Addario .[U N I N GS
strings and blows Hohner harmonicas.
Deluxe Reverb amp, souped up with an Alesis digital reverb unit,
D’Addario strings {.010-.052) and has been known to resort to a
bass {“It's small,” enthuses Forbert, “like Bill Wyman’s!”) through
a Groovetube preamp, a Roland DEP-5 effects unit, and an Art
cabinets. Danny, too, uses D'Addario strings.

Bobby Lloyd Hicks builds his kit around a three-piece set of
Ludwig Speed King foot pedal, Sabian cymbals and Remo Pin
Stripe drum heads. What's that in his hands2 Looks like Pro Mark
his Kurzweil 1000 piano, his Royal Artist accordion and—it goes

without saying—a Hammond B3. On the new album Paul

moral obligations. So we wouldn’t just walk away. Finally we

two 20-year-old Fender Super Reverb

Clay Barnes picks a ‘76 Fender Strat through a ‘66 Fender
Peavey Triumph 60. Danny Counts blasts his Ibanez MC800
IEQ equalizer and a Carver power amp. And dig those Hartke
1970 Rogers drums. Added to that is a Ludwig Acrolite snare, a
5B sticks. Paul Errico’s flashing fingers fly up his Yamaha DX7,
played Garry Tallent's Yamaha grand piano, too.

(N

kept a very small override, a small amount of money. It was a

FORBERT: It was part of going back to square one, another

i drastic swing of the pendulum. I looked at the people with the
: big corporation, big name, big acts and a big office on 52nd
¢ Street and said, “It’s real cold here; I think I'll go to the
i equator.” It was a sort of reactionary time for me.

i MUSICIAN: My impression was that Ira was a gentleman, a great

guy—Dbut not the one to send into battle against the CBS lawyers.

: FORBERT: But I never asked him to do that. He knew about it,
: he looked into it a little bit, but I handled that stuff. The whole
: thing was my problem and I felt responsible for it. It was my
i mess. I didn’t ask my new managers to get involved in it. I had
! to take care of it and get free of it. I got free. No, I didn’t come
i out unscathed, but I did better than a lot of people have.

: MUSICIAN: When you were in the middle of this, you quoted a line
i from Lou Reed: * Heroes all learn to swim through mud...”

. FORBERT: “...
i squashing bugs.” Yeah. Lou’s alittle more...frank. [laughs] I'm
: Southern. To get into the music field you not only have to love
: it—and I mean love it—but you also have to really feel you have
: something to contribute. I myself doggedly believe that, and a
: few other people do, but there’s been no great following. It’s
¢ not like I could sell out the Garden for a few nights. But I just
i felt I had something to contribute and I think that’s alot of what
: kept me going. Just a stubborn feeling that, “Yeah, it’s terrible
: and all but I don’t think I should quit I really think I have
: something worthwhile to contribute.”

and they got boots caked with dirty soles from
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STEVE FORBERT

MUSICIAN: How'd you hook up with Praxis, the Georgia

Satellites’ managers?

FORBERT: Andy McLenon and Jack Emerson [of Praxis] were
friends of mine. I moved down to Nashville in the spring of '85.
I was ready for a break from the city; I had been here nine

many people who listened to “Sunny Afternoon” or Music from
Big Pink. I met these guys who actually liked the Kinks a whole

do, and they had some thoughts on why. And frankly they
started doing real well with the Georgia Satellites and some

they were getting it together, too.
My band is another element in this picture. I was playing solo

all of '86, paying the rent and taking it back to square one. I had
a nice little following that would come to these clubs and it was :

great fun. But I began to hear that backbeat. I had a tape of a

five-week tour I did in 81, after the Orbit record flopped. 1
: started thinking about the guys in that band and how they were
¢ very simple, supportive players. Clay Barnes has played guitar
¢ with me off and on since we were kids. Danny Counts played a
years. Well, it was all country music down there, there weren't :
: up for it. And you had to be there. Forget all this other stuff!
: [laughs] We got in my van with our entire crew—Amos
lot and we hit it off. They would finish a hard day of all kinds of : Jones—and we did what work was there. Evenif we could have
terrible hassles in the management field and actually go home :
and listen to a doggone Mitch Ryder record. So we became :
friends. That was all well and good but I was certainly going to :
make a thorough search of what my next management thing :
would be. I sent tapes out, made phone calls. This was :
probably the lowest point for me, because my self-esteem was :
not very good. I thought I had something to offer but I didn’t :
really think anybody else felt that way. I was able to call certain :
people and, “Wow! They got on the phone! Now what do I :
say?” In a shaky, uncertain way I'd say, “I've got some songs :
and a tape and I'm looking for management.” It was some :
pretty rough demos, I might add. And it turned out of the :
people who were interested, my friends in Nashville were the :
most perceptive about it. And they already had my records, it :
wasn't like I had to buy a few down at the store and ship ‘em :
out. They knew what that record did and what that one didn’t :

good simple bass. I got in touch with these guys and they were

afforded a keyboard player we didn’t have room for him. We
had our equipment, our luggage and ourselves in a van. We
would get to the place and pull into the cheapest motel we could
find. We never knew where we were staying. It didn’t matter;
no one wanted to reach us anyway, there were no interviews
or photo sessions or radio ID’s. No way! We're playing Green-
ville, Mississippi, in the corner of this bar/restaurant. Then
we'd get a good gig, maybe play Tipitina’s in New Orleans. But
then it would be up to Ruston, Louisiana, and “Okay, this is
ordinarily a disco, just set up right here in front of the mirrored
wall, under the big chrome ball.” Fine. I'm playing road
manager and the whole bit.

But we probably enjoyed it. | know I did. It was a challenge.
Ifelt I had to doit. It wasn’t like this is it for the rest of my life,
I had a plan in mind and I felt we should earn some good luck.
Everything happened so quick when I started out that I wasn’t

: at the time feeling really secure in it, justified that I'd earned a
: place in this thing. At the time of my second album they even
other things. Aside from being my friends, I began to see that :

talked about putting my picture on the cover of Rolling Stone

and I said, “I don’t know who else you can put on there that
: week instead, but it shouldn’t be me.” I just said no, because,

man, I was a little uneasy. So they put Bob Hope on. I know
he’s not uneasy.

res:
] F::;: Was A Rolling Stone
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STEVE FORBERT

Clay says the worst gig was the Rodeo Clowns Dressing :
Room and Beer Bar in Billy Bob’s Complex in Fort Worth. It :
I put this out, you said okay, nothing was signed. Then while you

wasn'’t the big room, it was the beer bar. The whole room’s

covered in dust. You couldn’t put your jacket down in that :
room! We got consistent work at a restaurant in Florida. They : bed with Geffen.
had a deck out there and a little tiki hut where they featured :
live music. They said, “Sure, we’'ll have you!” So we played :
time and time again in the tiki hut. We liked that. At least they :
i toward a goal and if that’s the next step, so be it. But I had good

! representation and a few people heard the tape and one made

were real nice to us and, you know, it was Florida.
I've been working every day on this for the last five years,

be it talking to lawyers, putting a band together, writing songs, :
road managing, booking the dates or whistling “Romeo’s :
Tune” into the phone to some club owner in Birmingham, :
Alabama! Then I got a call asking me to do a couple of nights :
with the Crickets at the Lone Star in New York. My Buddy :
Holly stand-in wasn’t that great, but it was fun to meet those :
guys and I met Garry Tallent again at that gig. He said, “What :
are you doing? I have a studio, I'd like to hear some of your :
songs, I'll call you.” I figured, “Yeah, sure. Back to the tiki :
hut.” But he called a couple of weeks later. He was really :
sincere. So I sent himn a tape and he said, “I like it, I like these :

particular songs, let’s do it, bring your group in.”
Everybody was happy with what we got, so we started going
back. We weren’t doing demos. We had a 24-track windfall,

gifthorse, great thing courtesy of Garry. Bob Clearmountain :
did us a favor and mixed a couple of things. We could take this :
around to people and if they didn’t like it, they didn’t like it, but :
¢ and pitfalls, and keep it together and move along. Whatever

if they did it wasn't a case of “These are the demos, we’d like

to work with this producer and have this guy engineer.” This
: hand it to them. You may not like Conway Twitty but holy

was ¢t and if you liked it, you liked us. That was a luxury,
especially in this day and age when it can get so complicated. A
nice demo becomes a never-heard album.

MUSICIAN: Okay, you were a free agent, you finished your
record, MCA was interested, Capitol wanted it. Capitol said let’s

and Capitol were flirting, you turmed around and jumped into

FORBERT: Those were the three main bites. For a while I
didn’t know if it would come out on a small independent label. 1
was proud of it and I wanted to put it out. I figured, I'm working

us a better offer than the others, in a very serious situation.
That’s all there is to it. And it was a lof better. It wasn’t just a
few minor details. But we don’t know what will happen; this
record might not sell any copies and it won’t be any skeleton in
the closet of anyone who let it go. Or maybe it will.
MUSICIAN: For today, the hard luck story has a happy ending.
FORBERT: It has a natural quality to it. Jack and Andy were my
friends, it began to look more feasible that we work together
professionally. Then we ate humble pie for a year. Luckily
when [ met Garry again he made good on his offer and meant
what he said. And luckily I had a group together that was ready.
It’s real hard to sit on the sidelines and watch cats run

touchdowns and make 90-yard returns and 60-yard field goals.
: And yes, I've been jealous of certain people and I've always got

my own opinion of music and who I like. But when you go
through a lot of this stuff you begin to develop a certain kind of
respect for anybody who can stay in this, with all of its potholes
kind of music they’re making, at a certain point you've got to

smoke, you have to respect that. And I didn’t used to. What

: did I know? ™

—ne ]
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DAVID BECKER TRIBUNE—"SIBERTAN EXPRESS"
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David Becker and his eloquent electric/acoustic guitars hit the target on “Siberian Express”! David's new
tunes are guided by the ace production hand of Ken Caillat (Fleetwood Mac, Pink Floyd), played with fire and
finesse exposing a young artist in charge of his creative muse and vastly expanding his growth. Joined by
Jimmy Johnson (Flim and the BB's) and crack drummer Vinnie Colgiuta, David & Tribune deliver the goods on
“Siberian Express"—watch for them on tour soon!

Also ovailable “Long Peter Madsen”

Wayne Johnson—composer/guitarist, is making the finest music of his young career—captured here on
“Spirit of the Dancer”!

Wayne takes a break from his stint as Manhattan Transfer’s tour guitarist to record with Jimmy Johnson and
Bill Berg (AK.A. Flim and the BB's), John Patitucci and even vocalize with Lori Perry (of Perrf)! Wayne
Johnson plays with spirit—the “Spirit of the Dancer.”

MCA
» JINZZ

Avoiloble on MCA & Zebro Compact Discs, HiQ Cossettes ond Recards.
© 1988 MCA Rocords, Inc.
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Free your body and
your music,will follow.

“When I play, I move. Doesn’t

-
matter whether it’s a solo thing or :: oAy
the E Street Band. Just give me a Sal
wireless system that sounds great and g,

works perfect every night with no hassles. A
Like the Yamaha WXY-10 wireless system.” .

YAMAHA
oeRyTY Reckroen

Total Performance Wireless by the total guitar company

Yamaha Music Corporation, USA, Drums, Guitars, Amplifiers Division,

6600 Orangethorpe Ave., Buena Park, CA 90620 YAM A H A




- KEITH

RICHARDS

[AKES
UNLIMITED
ACTION

BY CHARLES M. YOUNG

n every generation, a few Zen monks
decide they have re®eived their fair
share of satori doing orthodox medi-
tation and opt for lives of “unlimited
action”; that is, they leave the monas-
tery and break all their vows according
to their owrfinner calling. The most
prominent such renegade in current b
times is probably Jung-kwang, a monk .
artist whose slash d whimsical
style with traditional painting imple-
ments has earned him the reputation ‘.‘-
as the Picasso of Korea, and whose
behavior has inspired joy, consterna-
tion and outrage. Jung-kwang paints in
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KEITH RICHARDS

a trance sometimes achieved with the aid of alcohol and drugs
and rock 'n’ roll. When not painting, he wanders the coun- :
¢ rough mix of the Blues Brothers’ Made in America and Keith,
hours if at all, and having sex with vast numbers of sentient :

tryside, consorting with all levels of society, sleeping at odd

beings at all levels of the food chain.

Once, when a particularly lurid profile of the “mad monk”
appeared in a magazine, a visiting American professor asked
Jung-kwang why he had admitted in such detail to all this odd

pleased with the article. He tells the things I told him.”

should stay in normal Zen: “If a person who is not ready
practices this way, it is draining; he will fade and grow ill within
a few weeks. I have practiced ‘unlimited action’ for years and I
am always rested. Had I pretended, I would have died long
ago.”

Brian Jones died long ago. Countless others grew ill within a
few weeks of drifting into the orbit of the Rolling Stones. The :
sun at the center of that dangerous and wonderful and
extremely-well-documented-in-lurid-articles solar system is :
Keith Richards, guitarist of almost unlimited action, who has
come as close to not lying as anyone in show biz. If any fans :

doubted it was Richards’ nuclear furnace fueling the world’s

Keith’s first solo album, Talk Is Cheap, with Mick Jagger’s two
solo albums. Keith’s sounds like a great Stones album without

Mick Jagger, and both of Mick’s sound like he’s up studio :
musician creek without a paddle.

“Hitler dumped a V-1 on my bed. He was after my ass.”

loyalty and sincerity.”

Jordan and Richards first met nine years ago at the Blues :

82

Bar, a semi-secret hangout for the original cast of Saturday
Night Live. One night Dan Aykroyd insisted on debuting the

even more honest than usual due to copious consumption of

: Jack Daniels, ripped Jordan's drumming. Jordan was crushed
¢ but willing to try again in 1984 while in Paris recording with
i Arcadia, one of the Duran Duran offshoots. The Stones were
¢ also in town recording Dirty Work, and Jordan dropped by for a
behavior. “A man of unlimited action must never lie, does not :
cover up. That would be limiting,” replied Jung-kwang. “I am :

visit. In need of some extra percussion, they asked him to play
a tambourine the first night. The second night he got a

: tambourine and a bass drum. The third night they added a high-

On another occasion, a young monk asked if he should follow :
in Jung-kwang’s footsteps. Jung-kwang said if he had to ask, he :
: for Jordan, because they were trusting him with almost half of
¢ Charlie Watts’ previous drum kit, the famous black Gretsch
i seen on the cover of Ya-Ya's, which they'd taken out of stor-
: age.

hat. And on the fourth night he knew he’d made the big leagues
when they graduated him to a snare. It was a particular thrill

Jordan returned to New York, where he grew increasingly
frustrated with the creative constraints of playing old hits
during commercial breaks for David Letterman. Richards also
returned to New York, where he grew increasingly frustrated
with Mick Jagger, who declined to tour in support of Dirty
Work, an album Richards had designed specifically to be
performed live. Keith and Steve spent a lot of time together

: venting spleen, and upon Jordan forsaking the lucrative bucks
greatest rock 'n’ roll band, they have now only to compare :

of TV, they backed Aretha Franklin on her version of “Jumpin’

¢ Jack Flash.” Flying from Detroit back to New York, Richards
: managed to crush Jordan again by telling him he wasn’t the

right guy for the Chuck Berry concert/documentary film then

: under discussion.

The ever obtuse Berry then asked specifically for Jordan,

and Keith was forced to make an embarrassing phone call
: asking if Steve was still interested in the gig. They tempered
: their friendship in the trial by fire that Chuck Berry Hail! Hail!
Rock’N’ Roll became.

“It really didn’t matter what Chuck put him through, because

¢ Keith was going to pay that debt, no matter what it took, ” says
: Jordan. “It was something that plagued Keith. He had to
i document the real thing before Chuck died, and he did. Maybe
i I'm reading too much into it, but having played with Keith
: before and after, I think he’s more himself now, more
¢ comfortable, like he feels entitled to make his own mark.”

The next natural step was writing songs together, recording

them and—if it all works out—maybe do a tour of medium-
: sized, quality halls with the nucleus of the studio band: Jordan
¢ on drums, Charlie Drayton on bass (the two switch instru-
i ments on the single “Take It So Hard”), Waddy Wachtel on
i guitar and Ivan Neville on keyboards. Although the sounds and
i styles vary greatly from cut to cut on the album, I found myself
: writing “Keith riff” a lot when I took notes. As a vocalist,
: Richards manages a smoky imitation of Bobby Short on “Make
: No Mistake” and otherwise sounds a little like Bob Marley
: when not sounding exactly like himself.

We talked for three hours in the office of his manager (with

| the Stones, one takes the setting one gets). More accurately,
i he talked and I occasionally wedged in part of a thought. When

i I interviewed Jimmy Page a few months ago, I felt that I had
“When you look him in the eye, you know you're not going :
to bullshit this man,” says Steve Jordan, once Paul Shaffer’s :
drummer on Late Night, now co-writer and co-producer with :
Richards on Talk Is Cheap. “And when you're going to bullshit :
him, do not look him in the eye. There’s only one way he likes :
to say things, and that’s brutally honest. He’s not going to :
preach to you, but he does have this moral code of honesty and :
: able consumption of cigarettes and alcohol. I just hope his

my hands firmly on the steering wheel while Page was
stomping on the brake pedal every few feet. With Richards I
felt strapped in the baby seat as Keith drove way past the
speed limit to whatever conversational terrain he chose. |
didn’t even look at my list of questions until the last 15 minutes.
Physically, he appeared up to peregrinating around the Korean
peninsula with Jung-kwang, despite (because of?) his consider-

occasional little white lies don’t limit his action.

LYNN GOLDSMITH
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MICHAEL PUTLAND RETNALTD

MUSICIAN: I heard the word “lie” in four or five :
different songs on the album, and all the songs :
seem o have the problem of maintaining one’s :

honesty at least as a subtext.

RICHARDS: Yeah, I only realized that in retros-
pect, all the “lies.” You're the first one to pick up :
on it other than me and Steve. I just find a lot of :
duplicity going on and people don’t even know :
they’re lying. It’s all so unnecessary. Most :
people are such bad liars anyway. If you want to :
tell lies, you better be really good at it. [ know a :
couple guys who are born liars and [ admire them :
because it's artistry, almost. But as a means of :
getting along in the world, it’s just destructive. :
We all do it. I do it still. It has to be recognized :
for what it is. Sometimes I lie just to get out ofa :
situation. That'’s called a white lie, as opposed to :
outright duplicity. All these fine moral grada- :
tions. “Do you remember me?” “Oh, I re- :
member you.” The truth is, I don’t remember :
the cat. It’s just easier to say yeah. And you get :
the payback right away: You know you've been :

lying.

MUSICIAN: What about when loyalty and honesty
come in conflict? What do you tell a friend who's :
done a crummy album and you know it’s the end :

of a friendship if you tell him the truth?

RICHARDS: Or you might think it’s going to be :
the end. But in actual fact, it’s just hard to be :
brutal. Sometimes the truth, no matter how you :
try to soften it, is brutal. But what I've usually :
found is that it’s harder for you to say it than itis :
for the cat who's going to hear it. If he's a friend, :
he’s going to know it’s not easy for you to say. :
And he’s going to know instantly if you're trying :
to fluff him off. Suddenly he’s going to be looking :
at you like a stranger because he knows you're :
lying to him. It is hard to tell people how you feel :
sometimes, but it’s only how you feel and it’s :
only one opinion. It doesn’t have to kill him. To :
me, that’s what friends are about, when you can :
tell some guy that you love dearly that he's just :

full of shit. And has been for a while.

MUSICIAN: Is that why the Stones have lasted so :

long?

RICHARDS: Probably has a lot to do with it. :
There weren’t many secrets in the Stones, :
anyway. There wasn’t a chance for any secrets. :
One way or another, you get to know everything :
after living in each other’s laps for years and :
years. All my garbage has been splashed in the :
newspapers. There’s nothing that can be said :
about me that everybody doesn’t know. You :
can’t have a worse reputation than mine. The :
junkie gunrunner. I realized in the '70s that I had :
no reason to lie, that everyone was going to :
believe far worse anyway. I had nothing left to :
cover up. To me the hardest thing to do is watch :
one guy lie to another guy and I know the cat is :
lying and I know that the cat who's being lied to :
knows that the cat is lying. And I have to watchit :
go down. Weird interactions I've seen. There’s :
nothing to lie about. There's nothing worth lying :

about.

MUSICIAN: When you reinvented the Stones
sound for Beggar’s Banquet, there was that :

“] fought against making
this record, because to
me it meant admitting |
couldn’t keep my band
together, that | hadto
work on my own. My
sense of failure.”



KEITH RICHARDS

exhilaration from discovery and new creativily. I think there’s
some of that feeling on this record too.

RICHARDS: I've had that feeling too, but it’s not something I
can say, soit’s nice to hear it from somebody else. This one has
an identity to it that with the Stones is impossible to keep all
the time, for God knows what reason. It’s an elusive thing.
Every now and then it gels. I had the feeling this one might be
special as we were progressing. It was incredibly easy to
make. Those are usually the ones that come out best. The
ones you really work at, and you tear it to bits, stay up for days
at a time, those are the ones that you somehow miss. You can’t
expect it always to flow. You try for it, but if it’s not there you
start thinking, and I think one of the worst things you can do in
rock 'n’ roll is think about it.

MUSICIAN: I always liked your quote about sticking your finger
in the air and being a receptor for songs floating in the ether. Is
that how it was working with Steve?

RICHARDS: Very much so. We didn’t even know we were
gonna write together. He figured I'd write them all, but the
more we got into it, we both had our fingers in the air at the
same time. The ideas just started to flow and we didn’t need an
outside producer. When we did the Chuck Berry movie
together, I figured we could handle anything. And through that
movie I found the guys I wanted to play with. You see, you get
one great band together, and you think, “Well, that’s it: I've
struck paydirt. It'll never happen twice.” Through the movie I
discovered I could put a disparate bunch of guys together and
within a week have them feeling like a band. And they became
very protective of it. For instance, these guys never let me
stop. With the Stones, especially in the studio, it kinda
developed over the years that [ would lead the proceedings. If
I stopped, everybody stopped. It’s an old club. You can fall into
a rut without realizing it. Whereas these guys, if I stopped,
they’d just carry on playing. “Where are you going? Come on,
pick it up!” It was great, such enthusiasm. Nobody's kicked me
up the ass for years.

MUSICIAN: Could you compare working with Steve as opposed fo
working with Mick?

RICHARDS: Well, Steve is a lot more fun. [laughs] Actually,

“I'm not going to do time just to slit Mick’s throat.”

: comparisons are difficult because I'm fulfilling a different role in
 this band as the front man. To me playing in a band is holding a
! big mattress that the front guy can fall back on and not have to
: worry. That’s my idea of a great band. The front guy can just
! take it away and if he drops the microphone, there’s something
: happening behind him. It’s no joke being a lead vocalist. It
: twists the minds of loads of people, as you can imagine.

: MUSICIAN: I met Mick once several years ago at a Christmas
: party where my band, the Dry Heaves, was playing. I went up to
i him afterwards and said, “I don’t know how you can do it for two
: hours. I ran out of moves after two songs.” And he said, “'I know,

: man, i's fuckin’ hard, isn't it?”

: RICHARDS: It is hard. You're the focal point. The idea of a band
: is to support that, never detract from it, especially inlarger and
: larger venues. In front of a hundred thousand people, the band
: has to make the singer feel that much more confident. He has
i to know that no matter what goes wrong, no matter if he
! sprains an ankle, the show goes on. Of course, what happens
: over the years is you give him so much confidence that he
: thinks he doesn’t need you anymore. But that’s another story.
: MUSICIAN: In “You Don’t Move Me,” you accuse someone of
: being greedy, seedy, seamy, friendless and without principles.

: Certain other details indicate it's Mick. Has he heard it yet?

i RICHARDS: Yeah, he’s heard it. Whether he’s listened to it is
: another thing. I don’t think it’s that important. What is so
: glaringly obvious to other people didn’t strike me until
: afterwards. To me it was a mixture of various feelings about
: various times and various people. It’s not so pointed in actual
! fact. Songs are funny things. They wake you in the middle of
: the night and say, “I go like this.” And then you put it down on
! tape and it says, “Now we go to Memphis.” I have no choice in
: the matter; it needs horns. So you just follow these songs
: around. Once you've started them off, you're not in control of
: them. They control you, until you've done the right thing by
: them. They're like precocious little children. “Now I wanna go
: here...Now you put this on me...” You humor them until they
i come out right.

i MUSICIAN: Steve told me you felt a lot of guilt over being unable
: to keep the Stones together.

: RICHARDS: Yeah. At the outset. I enjoyed making this record,

: but I fought against the idea because to me it meant admitting I
: couldn’t keep my band together, that I had to work on my own.

i My sense of failure.

i MUSICIAN: It wasn’t your decision that Mick made a solo album.

i RICHARDS: No, | know that. But I felt I should have been able
! to override it. The Stones have been through hell and high
: water, and I should have been able to keep it together. Maybe
: that’s unreasonable, but it’s my point of view.

: MUSICIAN: Are you past hell and high water now?

: RICHARDS: The Stones are now calling and they want to put it
: back together again and I tell them, “Well, you'll have to wait
: now. I'm enjoying myself.”

: MUSICIAN: Mick wants to get it back together?

: RICHARDS: Next year we probably will.

i MUSICIAN: For the 25th anniversary of the first American tour?

i RICHARDS: s it that long? I doubt anyone in the Stones canre-
: member.

: MUSICIAN: I read somewhere that Bill Wyman's book is going to
: be timed for the anniversary.

i RICHARDS: Maybe the first volume. I can’t imagine getting
: everything he knows into one book. Maybe the Encyclopedia
: Britannica.

: MUSICIAN: Does that worry you?

: RICHARDS: Not in the least. I'd like to know what I was doing
i in August 1965, and I'll find out from Bill. I'll read the story of
: my life.
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MUSICIAN: You and Mick have discussed all this?
RICHARDS: Mick and I talk about everything. Our battles are
far different from what people imagine they are. All people hear

just sparring. When you know somebody that long, it’s not a

superstars arguing about who runs the Rolling Stones. It’s
many other things, all of them complicated.

MUSICIAN: If people on the outside are getting the wrong

. “Nobody liked Brian
. Jones. And the more suc-

strongly I felt about it. But I'm not going to do time just to slit :
his throat. If they ever find him dead, it won’t be me that didit. :
I've already opened my mouth too much, but yeah, he does get :

. the more obnoxious he

me that pissed off. And I get him that pissed off. [long pause] :

. got. It was hard to shed a

And that’s all I'm going to talk about it. Honesty and loyalty. :

. tear at his demise.”

MUSICIAN: Maybe we could talk about it from another angle.

impression, whose fault is that? You did say in ‘86 that if Mick
toured without the Stones, you'd slit his throat.
RICHARDS: Yeah, yeah. [ did. That was to let him know how

It's a matter of honesty. I have a problem with Mick on that.
We're back on that subject again.

Mick is a different personality type.
RICHARDS: You have to be to do that gig.

different jobs.
RICHARDS: And being tied to each other forever.

rare that I've read an interview with Mick that was interesting,
because he’s. ..

: body batty. But to me, that isn’t Mick. That’s Mick’s defense
: mechanism coming into play. He’s not about to give away
i anything for free.

is that we’re pissed off at each other, but Mick and I have :
known each other too long. I've known him 41 years. Our :
battles are personal and people should understand that we’re :
: toughest bitches of all time. [laughs] That’s why [ could handle
simple matter to dissect. It’s not just two rock 'n’ roll :

MUSICIAN: Sounds like another character you've been working
with lately.
RICHARDS: Chuck Berry. I've worked with two of the

Chuck. “You know who I've been working with for the last 25

years? You're chicken feed!” So many guys said to me that if

cessful the Stones got,

they were offered the same job, they’d have turned it down.
MUSICIAN: Well, in great bands, you have different types in :

For me, there just wasn’t that much difference between

: working with this one or that one.
i MUSICIAN: Hail! Hail! Rock "N’ Roll was the best profile I've seen
MUSICIAN: Mick’s archetype is the trickster, I think. Honesty :
1sn’t high in their priorities. From a journalistic standpoint, I've :
never read an interview with you that wasn’t interesting. Andit’s :
: RICHARDS: Even if it killed him. Whether he liked it or not.
. : Asshole that he can be, I still love him. I'm still fascinated by
RICHARDS: Evasive. Flip. [laughs] Yeah, that drives every- :

of a musician in a movie. It sounds kinda corny, but in essence it
was about love, about you paying your karmic debt to Chuck no
matter what.

what he does. [ wouldn’t have missed it for the world.
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“It was something that

document the real thing
before Chuck died. |
think he’s more himself
now.”

another amp wired to Chuck’s for the show.
RICHARDS: Yes, it was in the basement of the Fox Theater.
This may be the first time he finds out, if he reads this article.

He’s got to be the loudest guy in the room, so he’s always going :
back to his amplifier and cranking it up. We just couldn’t get a :
good sound off that amp for the film. So we ran a wire off it |
down to the sub-sub-sub-basement where we put his guitar :
through a Boogie that we had set just right. So no matter what :
i of it. He has no conception of his talent, of his stature. That’s
i kind of beautiful. Such a mixture of spoiled, moody brat and
{ innocent, prolific artist. It’s almost impossible to fit the two
MUSICIAN: Steve said that Chuck never understood that the :

he did onstage, we had the right sound recorded for the movie.
I think it’s probably the best Chuck Berry live you're ever
going to get. I can’t see him doing it again.

rehearsals were for him as well.

shape. [big laugh]

MUSICIAN: He probably hadn’t rehearsed with anyone for 25
years.

RICHARDS: Probably. Maybe once or twice for a TV show.
Even that I doubt. Rehearsals were totally alien for him, which
I can understand, because it was the way he’d always worked

and you get into a rut. But for a movie, this is you, you're going i
i MUSICIAN: The Stones had some prosecutions as well.

to be captured forever. It’s your life. You live or die on this.

MUSICIAN: I howled when he was showing you how to do the :
: he spent more time in jail. I spent more time in courtrooms.
i Apparently he was a lot more amiable, alot more free and easy
: before the first record, although he’s always been money-
Nobody else could say I didn’t do the job, finish the gig. Chuck : oriented, and quite rightly so. The only way you're going to get
¢ out of East St. Louis is to make some bucks.

guitar bend on “Carol.”
RICHARDS: I was eating bullets, yeah. I figured that if [ showed
that I can go through that, then nobody else could complain.

Berry is the only cat who can do that to me. I had to show the

rest of the band that I was serious. They’re sitting there :

: thinking Chuck’s got a knife in me and I'm going to whack him
¢ over the head with my guitar. “No, I'mnot. I'm responsible. I'll
¢ show you how serious I am about this gig.”

: MUSICIAN: The other scene that got a huge laugh was the
i interview after the show and all you do is raise your eyes. It was
i like Dracula rising from the grave or something.

: RICHARDS: | was incapable of moving at the time. We’d been
i onstage for six hours by then. And that’s not just playing.
i That’s with those movie lights. I was amazed that Chuck made
: it. He was 60 years old that week. Johnny Johnson was 68. It
: was punishing under those lights. We didn’t even stop between
: breaks, because we had to keep the audience in the theater
: entertained while they were changing film every couple of
: songs. Sometimes we did a number two or three times. Go
: back and do the introduction three or four times. And you were
¢ supposed to look good the whole time. I lost 10 pounds. Our
i suits didn’t fit by the end.

i MUSICIAN: Have you seen Chuck since?

i RICHARDS: I watched the movie with him when it played the
: New York Film Festival. I was sitting in the balcony with Patti,
i my wife, and Chuck. Just the three of us. I suddenly realized
i we were coming to the point in the movie where I suggested
: that maybe Chuck didn’t write the music, that Johnny Johnson
: actually provided the melodies, which I'm still firmly convinced
: of. Even though Johnny doesn’t realize it. He said, “No, Chuck
- : would come in with the lyrics, and I'd just play something.”
plagued Kelth. He had to ! lyricist, one of the most brilliant lyricists since Shakespeare.
i I'm an Englishman and I love the English language. His use of
! it is amazing, his precision with words, the beauty of his flow. I
: can listen to him talk for hours. He'll come out with the most
i amazing phrases. But I don’t think he ever dreamt up a song or
i a chord sequence. So I'm sitting there in the balcony and I
i realize that [ want a parachute, 'cause I'm about to suggest that
i Chuck did not write the songs. I wanted to get the hell out of
: there. But he thought it all was great. Loved the fight, saw it
MUSICIAN: [ heard from somebody near the show that you had :
: with him for a tour of Europe. Not that he paid him. Johnny told
: me that. Chuck said to the promoters that he wanted to bring
i his piano player, but only if they pay him. Chuck’s about bucks.

Which means to me that he wrote the music. ’Cause Chuck is a

for what it was. And in the end, he did take Johnny Johnson

MUSICIAN: That was ultimately the source of the comedy and the
tragedy in that film. His obsession with money makes it
impossible for him to see what an artist he ts.

RICHARDS: No, he doesn’t see it. “If you pay me better than
for my carpentry, I'll play my guitar.” In a way, that’s the beauty

guys into the same frame. But he has to live withiit. So I guess

i he’s paid the price.
RICHARDS: Oh no. It was just to whip this bunch of kids into :
: RICHARDS: Yes, he did. He didn'’t take shit from anybody. And
i they let him know they weren't going to take shit from him. He
: was arrested many more times than is known. All the trouble
¢ he had playing small towns in the South when he was starting
i out. Because the other thing he can't resist is a piece of white
i tail. This can give you a whole lot of problems, especially in

MUSICIAN: He did pay a terrible price.

those days.

RICHARDS: We both understand the hard end of the law. But

MUSICIAN: In entertainment, every time you turn around, you're
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multi-track recording. Beginning with the professional-class MR-1M,
the Series also includes the MR-10B, which lets you record 4 dif-
ferent signals simultaneously onto 1 or 2 tracks, and then moni-
tor the 4 tracks separately. For even greater sound quality, the
MR-10PRO features double-speed recording and playback. The
MR-30 offers everything you need in an easy-to-use, affordable
package.

Using any of the MR Series multi-tracks, you can play 4 or more
separate instruments, such as guitar, bass, keyboards, and
drums, and combine the performances together. You can even
create your own professional music programs by recording your
favorite music and narration. Multi-track recorders also make a
perfect notebook for composers and arrangers. Professional or
amateur, take a pick of any of the MR Series multi-track recorders
and experience the new world of MTR!

Model MR-1M

I

) " ™M

o

miL @1 -

- )
@-JlLL O ¢ -
sese ]
®-111' @-0 o

[ |
. MIDCO INTERNATIONAL
Serles m R m‘dc®o EFFINGHAM, ILLINOIS 62401 908\}/3v:str=?2y1e7t)t%f;$lﬁ



o ARD S

getting screwed by somebody.

RICHARDS: Yes, but it’s your only road out of town. So you go :
i MUSICIAN: 've always wanted to know more about your own
MUSICIAN: Do you follow the activities of the Parents Music '
i hadn’t been for the Stones and a few other bands, I think I'd be in
RICHARDS: Not much. I have infinite faith in music. Whether :
* RICHARDS: My mother’s family was very artistic, all musicians
i and actresses. My grandparents [Augustus Theodore Dupree
i and wife Emily] had seven daughters and the house was filled

down that road and get screwed. But it gets you out of town.
Resource Center, the rise of the new censorship?
they know it or not, it’s a necessity. It’s just the shit you play it

on that’s an expensive luxury. No matter what form it comes
in, music is as important as air and food and water for staying

alive. People need it in order for them not to go mad. That’s

why rhythm was invented, why all art was invented.
MUSICIAN: Is your approach to fatherhood different now?

RICHARDS: Yeah, it’s weird, I've got two families now. Luckily :
they all get along. I figured I was done with that by the middle :
"70s. The kids were growing up, they were fine, and that was :
that. Marlon was born in ’69 and Angela in ’72, a very intense
period. We had to move out of England, because they were
trying to bust us everywhere. My current family is far more
stable than the first. Children are like songs to me. You don'’t
bring them up. They kind of show you what they need, and you :
provide it. Children are far too intractable for you to impose :
yourself on them. There’s no point in having fights, because :

they beat you every time. Especially girls.
MUSICIAN: What's Marlon doing these days?

RICHARDS: He’s gone back to London to get the credits he :
needs for art college. He wants to be an illustrator. He really :
wants to do it, so go for it. My kids are so straight. He likes :
champagne. Angela just left school in England. She rides :
horses, been winning a few things, been teaching kids to ride. :
I don’t believe I'm the father of a horsewoman. And now I've :
got these two other girls. I live in a house full of women. I start :
to understand the idea of harems, where you just keep themin :

: one room and you lock it and you can go in but they can’t come

out. There’s women everywhere I look.
childhood. I grew up culture-bound in the middle class and if it

an asylum today. Your parents must have been pretty libertarian.

with music and skits all the time. My grandfather told me to

eith says he doesn®™ know what guitar
he’s playing most of the time, but he
does remember that a year ago Music

Man gave him a couple of new ones
which he has used a lot on Talk Is Cheap. -
“What it's called | don't know,” says

Keith. “It doesn’t have a name on it. If's got a nice compact neck,
quite small with two octaves, and it's all modular. Within 10
minutes you can change the configuration of the pick-ups, just
unscrew the things and get a whole new sound.”

Among his many Telecasters, he currently favors one made of
rosewood, “the heaviest | ever had. I'd rather sit down to play it,
although if the balance is right you don’t notice it that much when
you're standing up. Guitars that are bottom-heavy, that's when
you nofice. After 20 years of lugging these things around and
performing acrobatics with them, I'm sure we could all use a
chiropractor.”

Depending on the track, Keith will use a Boogie or old Fender
Champ or Twin Reverb with the all-important fubes. Sometimes
he'll tie the Fender and Boogie together. Most of the time he
retains his sentimental attachment to old Fender guitars and old
Fender amplifiers.

Elegant simplicity
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One remarkable guitarist. One stunning
vocal stylist. Making music with no frills or
filler, just passion and precision.

An elegant debut on Windham Hill Jazz
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play the guitar. I always thought it lived on top of his piano, but
later I found out he only took it out of the case when I visited.
After five or six years of this, I finally asked if I could touch it
when | was about 12. He never forced it on me, just let me
discover how beautiful that guitar was. I don’t know what he
saw in me. Actually, whatever it was, he created it in me. He

gassed in World War I and couldn’t blow anymore.

mayor after he died. They were solid socialists, helped
that. It wasn’t cool to be a socialist back then. The Tories used

weird mixture. Very stern on one side, and very frivolous, gay,
artistic on the other.
MUSICIAN: How about religion?

procedures go down in church while waiting for the gig, but it
never came from home. My mother thought all vicars were
dirty old men.

MUSICIAN: And your parents?

RICHARDS: This is another thing I just realized lately. My

valves in England. He worked for General Electric. He knows

: and we only got back together in '82. Hadn't seen him in all that
¢ time. My mother [Doris] and him split up, and I took care of
¢ Ma. And he went his merry way. Eventually I wrote him and he
: wrote back and I forgot about it, cause I had my own problems.
¢ But once I cleaned up at the end of the '70s, I wrote again. We
¢ finally met and now I got a guy who I can pump for information
was a saxophone player before he took up guitar. He got :

about tubes. He came over here in '83 and lives on Long Island

: now. We get together every Friday night and have a bottle of

My father’s father [Ernest Richards] was the mayor of :
Walthamstow, a working-class borough in East London. They :
liked him so much they made my grandmother [Elizabeth]

rum and a game of dominos.
MUSICIAN: Do you remember World War 11 at all?
RICHARDS: Nothing except the sirens. I can hear them now in

i old movies on TV and the hair on the back of my neck goes
organize the Labour Party in England. The Red Banner and all :
¢ but I was born with those sirens. Hitler dumped one of his V-1's
to hire thugs to beat and assassinate people. So I come froma

right up. Nothing I can do about it. I have no visual memory,

on my bed. He was after my ass, you know that. I was out

i shopping with my Ma. Apparently she was pushing me back in
i the pram and no house was left when we returned. The rocket
¢ went straight into my room. Hitler had me marked.

RICHARDS: My family was agnostic. Religion only came in for :
me as a singer in a very cool choir. | was a boy soprano and if :
you were in the choir, you could get out of physics and :
chemistry. That'’s all it meant to me. The three biggest hoods :
in school were the best singers. I'd watch the various
¢ hit like Hiroshima there, and it coincided with England finally
i throwing off the effects of the war. There was this incredible
i exhilaration, this feeling that life might be worth living. The
¢ world went from black and white to color in 1956. We became
: fiercely jealous of rock 'n’ roll in the late '50s when suddenly
father [Bert Richards] knows all about tubes, what they call :
i Jerry Lee was disgraced. When Fabian and Bobby Vee and
what good amplifiers have inside them. So I've been showing i
him what I've been doing for the last 20 years. 1left home in 62 :

The thing about World War II in England was that it didn’t
end until 1954. That was the end of rationing. I was 11 before |
could buy candy whenever I wanted. Before, you had this book
with stamps and you were allowed one bag a week. I think this
is why England had such a brilliant explosion of rock 'n’ roll. It

Elvis was in the Army, Chuck was in jail, Buddy was dead,

those easily controlled teen idols came along, it seemed like
rock 'n’ roll was on rationing. There was only one thing to do:

McCoy
Tyner

HiQ Cassettes and KM As
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n the twenty years since John Coltrane’s passing from this world,

musical styles and other innovators have come and gone. Trane’s

remarkable legacy and spirit are remembered here by a very special

assemblage of players, close to Coltrane from either actual experience
LI or by tradition; on a collection of compositions written expressly for
this recording! Produced by Bob Thiele, who guided many of Trane’s classic
IMPULSE! titles. More than just a tribute —a touching modern statement on
John Coltrane’s lasting musical gift to us all.

[}
ool

GREAT JAZZ
1S MADE ON illllllse!
—_—

a9



KEITH RICHARDS

We’d have to make our own.

MUSICIAN: Why did you call it rhythm and blues, then?
RICHARDS: Because rock 'n’ roll at the time was very light, all
arranged, a few violins to keep the guys in the union working.
The Brill Building ran the whole store. Rock 'n’ roll became a
business controlled by some very nasty people in England.
Promoters who ruled the ballroom circuit and would break
your leg if you showed up late for a gig. And then you had to
play Bobby Vee’s latest hit. These jazz clubs got started as a
reaction and it was easier to break in. We decided to do it our
way rather than deal with some pimp of a promoter. We'd call a
club owner, offer to play a night for free, get the house rocking,
and two weeks later they’'d call us back and pay us, too.
Fantastic. So that’s why rock 'n’ roll and rhythm and blues
became split up.

MUSICIAN: What's your perspective on Brian Jones almost 20
years after his death?

“The Stones are an old
club. You can fallinto a
rut without realizing it.”

RICHARDS: Brian played guitar on very few Rolling Stones
records. He was very uninterested in guitar. He could play
“Dust My Broom” better than anyone except Elmore James,
but you can only do that once. He had to find a new niche.
Mostly he did coloring around the edges. Very good coloring, I
might add. He was amazingly adept at picking up whatever was
lying around in the studio and getting something out of it.
[Hums riff from “Under My Thumb”] Marimbas, chimes,
vibes, tabla, sitar. But Brian was far from being the...from this
distance, it might seem he was more spiritually inclined
than...Brian was very much an opportunist. Um. Actually, all
he wanted was pussy and money. Just like the rest of us. And
he wasn’t a very pleasant guy, either. This sounds brutal, right,
"cause I'm telling you the truth. Nobody liked Brian. And the
more successful the Stones got, the more obnoxious he got.
And it was hard to shed a tear at his demise, quite honestly. It
was like, “Wow, he's gone, thank God.” Cold-blooded as that
sounds, he was a passenger for us. We had to cover his ass. On
the road, he would get so stoned that he’d be in the hospital for
three weeks. And I'd be working the Midwest with one guitar.
So you won't find a lot of sympathy for Brian amongst the
Stones. We all revere his memory. And nobody deserves to go
that young. But if anybody asked for it, he did.

MUSICIAN: From what I hear, Charlie Watts is a guy who would
share your preoccupation with honesty.

RICHARDS: Charlie is incredibly honest, brutally honest. Lying

he’s not even that interested in knowing, he just does. That’s
Charlie Watts. He just knows you immediately. If he likes you,
he'll tell you things, give you things, and you'll leave feeling like
you've been talking to Jesus Christ. They say he’s a dying
breed, but with people like Charlie, they must always have
been rare. Genuinely eccentric in the sense of having his own
way of doing things. Just to put it on a very physical plane: At
the end of a show, he'll leave the stage, and the sirens will be
going, and the limousines waiting, and Charlie will walk back to

millimeters. Then he'll look at it. Then if it looks good, he’ll
leave. He has this preoccupation with aesthetics, this vision of

Charlie. The drums are about to be stripped down and put in
the back of a truck, and he cannot leave if he’s got it in his mind

-

: that he’s left his sticks in a displeasing way. It’s so Zen. So you
i see what I mean about who the hell can I possibly play with
! after this guy with such a sense of space and touch. The only
: word I can use for Charlie is “deep.” I was so lucky to find
: Steve, who's almost as deep, and probably will be as deep,

i given a little time.

i MUSICIAN: What's Charlie doing now?

: RICHARDS: Waiting for me to get this shit over with so he can
i work again.

: MUSICIAN: Really? He wants to go out with the Stones?

: RICHARDS: Yeah. Charlie wants to work. He hasn’t played for
: a year. I'm trying to get the boys to practice if they're serious
: about next year. Maybe I could use this to transmit the
: message once again about how important it is that Bill and
i Charlie start playing now! Because it'll be so much easier next
: year if they start practicing now. They’ve heard this speech
: before, and they’ll hear it again. I've got Ronnie working them,

! if he can just pull the moral weight to get them together and
! start juicing them up.

 MUSICIAN: They're all in England now?

: RICHARDS: Yeah, Ronnie moved back a year-and-a-half ago.

i He's doing very well. Always the same. The miracle to me is
¢ that you put such a weird mixture of guys together in one room
: and expect them to come out with something. That will always
i be a mystery. It’s the weirdest chemistry in the world. And it’s
: changed over time. The person that was the actual dynamo of
: the Stones—especially in the early days when everybody
: wanted to quit and say “Sod it!"—was Ian Stewart [the “sixth
: Stone” who often played piano for them]. There was the heart
¢ and soul of the Stones. And probably the reason that...See, I
¢ made Dirty Work to take on the road, and then Stu died [of a
i heart attack] in the making of the record. And the glue came
i out. He was the glue. Everybody’s still in shock about it.

: MUSICIAN: How was he the glue?

: RICHARDS: His quiet reasoning, his flippant fuck-offs to you.
i “’Ello, Angel Drawers.” “’Ello, Golden Bollocks, when are you
i going to start playing something decent?” “Not another piece
: of tripe like that. I can’t stand it.” That was the glue, and it was
: always there. The first rehearsal I ever went to for the Stones,
: I walked up three flights of stairs on top of this pub on Wardour
: Street in Soho. The only guy there was Stu at his piano. He
: was the first guy, [ was the second guy. He was wearing a little
: pair of leather shorts and he was watching his bike out the
: window so no one tries to steal it. And he’s sitting at the piano,
: and he’s commenting on the whores walking by on the street.

¢ Tome that was the beginning of the Stones. And his first words
: to me were, “So you're the Chuck Berry expert, are you?”
: Nailed me the second I walked in the room.

{ MUSICIAN: One final Chuck Berry question: That semi-
¢ legendary time he punched you out, was that how your nose got
bores him. He just sees right through you to start with. And ! rearranged?

: RICHARDS: No, it just grew that way. If anything rearranged
: it, it was a time when I'd been up for nine days. I was working
: on something in the studio and I put a tape in the machine to
: hear the latest blast I'd gotten. I turned around and fell asleep
! for a millisecond and I collapsed into the corner of a JBL
: speaker. You know what noses are like. Great nap, waking to
: this red shower. I think that gave it a slight curve to the left.

: MUSICIAN: Nine days?

: RICHARDS: Don’t take my word for it. I was past counting after
his drumkit and change the position of his drumsticks by two : four or five. Other people told me it was nine.

: MUSICIAN: ] can’t imagine staying awake for nine days.

: RICHARDS: It’s not something you imagine. / can’t imagine it.
how things should be that nobody will ever know about except : It’s something that happens. I don’t plan these things. It was
: just that life was so interesting for nine days that I couldn’t give
¢ it up. Not even for a minute. ™
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LEADBELLY, WOODY:
TwWo PROMISING
NEW SONGWRITERS

VARIOUS ARTISTS:

Folkways: A Vision Shared
A Tribute to Woody Guthrie and Leadbelly
(Columbia)

orget “folk music”; thatisa
term used by the enemy. :
Folk, jazz, rock, hip-hop, :
baroque, country—these :
are all after-the-fact labelings at best, :
divisive sneers too much of the rest of :
the time. The trick is to realize it’s all :
notes on a page, sounds in the air, and :

find the common ground.

realized this. Asch was Folkways Rec-

print. Eskimos, Nepalese, South Amer-
ican Indians, Africans and Afro-Amer-
icans, Appalachian mountain-dwellers—

died last year, the Smithsonian Institu-
tion took over his cultural patrimony.

artists, Woody Guthrie and Leadbelly.

laby,” but it’s associated with Guthrie. )

¢ ways of twentieth-century America with
The late Moses Asch must have :
: their art. Folkways: A Vision Shared :
ords, an idiosyncratic operation whose :
catalog embraced a globe of music and
refused to allow any of it to go out of :
i weight. They also repel ornamentation;
i consequently, most of these tracks have
: fairly simple arrangements.

all were Folkways artists. When Asch :
: belly’s tunes, perhaps to replace his own
: powerful vocal charisma. Little Richard,
Columbia Records is doing its part with :
this benefit album to cover the acquisi- :
tion costs. The record’s theme is the
work of two of Folkways' few “name” :
: “Goodnight Irene” in a viscous stop-time
(Neither wrote one song, “Hobo’s Lul- :
: “Sloop John B”; as in other neo-Brian

RECORDS

Guthrie and Leadbelly (Huddie Led- :
better): The names ring down the hall-

such authority that it’s easy to forget
comes draped in the glitter of its

superstar contributors, but the songs :
are too strong to cave in under the

The exceptions veer towards Lead-

who knows a thing or two about charisma
himself, socks out a flag-waving “Rock :
Island Line” backed by a rollicking :
Fishbone. Brian Wilson smothers

that recalls the Beach Boys’ version of :

92

recordings, he tends to sing as if the

: brain doesn’t quite comprehend what the
: mouth is saying. On the other end of the
: scale, there are Sweet Honey In the

Rock’s pretty acapella readings of “Syl-

: vie” and “Gray Goose.”

Guthrie’s songs are more episodic,

i discouraging clutter. Bob Dylan’s solo
i “Pretty Boy Floyd” is a compelling
: performance of the musical forefather to
¢ “John Wesley Harding.” Bruce Spring-

steen’s haunted, fragile vocal on “I Ain’t

i Got No Home” takes the displaced out of
: the Hoovervilles and deposits them on
: the streets of today'’s cities. Springsteen

further updates “Vigilante Man” with a
squealing, sustained electric-guitar solo.

: U2, displaying what one hopes is a sense
: of humor, chose “Jesus Christ”; they

deliver it—humorously—Ilike rabble-

: rousing missionaries, with rat-a-tat




Small World. The album you've been waiting for. From Huey Lewis and the News.
Featuring the first single “Perfect World” plus nine other World Class tracks.

N
Chrysalis.




RECORDS

drumming and a female vocal chorus.

Of course, there’s more: John Mellen-
camp with accordion and string band on
“Do Re Mi”; Taj Mahal and jumping

“This Land Is Your Land.” The point is
that the songs still count, right down to
the dubious morality of Guthrie’s “East
Texas Red” (sung by Arlo Guthrie) and
“Philadelphia Lawyer” (Willie Nelson).
While it would have been nice to hear a
black voice interpret at least one Guthrie

number, Folkways: A Vision Shared '

makes an excellent case for two singer/
songwriters whose effectiveness didn’t

: stop at the grave. The proof is not only :
: on this album, but wherever their own !
: Folkways recordings are played. Re- :
i member, this is only a sampler.
mandolins for Leadbelly’s “Bourgeois |
Blues”; Pete Seeger leading a chorus on

= Scott Isler :

‘H UEY LEWIS:

& T H E N E W S
i Small World
(Chrysalis)

randed with a name usually :

Clifton Chenier or Ivory Joe
Hunter, or even on ‘“‘The
Wrestling Album,” thanks
to friend and fan Cyndi
Lauper. |
She's made several re- =
cords on her own too, for
small labels on even smaller

You may not know It,
but you know Katie Webster.

You may have heard her playing piano on
the 1950s classic **Sea of Love’ or on Otis
Redding’s **Try a Little Tenderness.”

You may have heard her on records
by Slim Harpo or Mason Ruffner,

budgets, but not until now has the Louisi-
ana barrelhouse soul of Katie Webster
been so fully depicted and widely available.
Hear why she is known worldwide as
the “Swamp Boogie Queen” on
her Alligator Records, Cas-
settes and Compact Discs
debut, featuring appear
ances by Robert Cray,
Bonnie Raitt, Fabulous
Thunderbird Kim

~ tA ‘4
Wilson and the )%
Memphis Horns. 2> ¢
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: does “Slammin’,
: evocative of the Average White Band.
: An homage to zydeco titled “Old An-
: tone’s” lacks true zydeco grit, but
¢ “Walking with the Kid,” a song Lewis
i wrote to his son, should go down well
i with baby-booming record buyers, many
¢ of whom are now discovering the joys of
i parenthood. (I once saw Lewis playing
¢ with his kid by the pool at the Sunset
: Marquis Hotel and he seemed like an
¢ excellent father, really attentive and
: patient. That Huey—what a great guy.)

boxboy at the local A&P, Lewis is so
cheerfully masculine and unpretentious,
it’s icing on the cake that he has a knack

: for devising unforgettable riffs. “Heart

and Soul,” “I Want a New Drug,”

“Power of Love”—mainstream pop
: doesn’t come any catchier than this. And

yes, Huey the Hook came up with a few

gems for this, his fifth LP.

Espousing the somewhat simplistic

message of let’s all relax and get along,
2 Small World is a series of good-time pep
¢ talks. Though flawed with deeply un-

reserved for animated : imaginative lyrics, the title track is a

ducks, Huey Lewis has : classic Lewis groove built around a vocal

: risen above that handicap : gouble-tracked with a harmony that
i toprove himself the reigning master chef :

: of Rock-Lite. Half the calories of real
: rock and none of the bad vibes, Rock-
: Lite provides the kind of perky yet
: mellow groove the thirtysomething :
: crowd needs in order to get out there
: and shop, aerobicize and color-coordi- :
: nate their lives. Homogenized and all- :
: American as theme restaurants, and ;
: utterly satisfying in its predictability, this :
! is music Tipper Gore could love.
Not that you need be a hysterical :
¢ conservative to dig Huey Lewis. Un- :
! threatening and irresistible as the cute :

lends it a buzz; a big, bright horn section;

an upbeat coffee achiever tempo; and a
: killer hook. Lewis must have known
: Small World was the strongest cut on

the LP because he repeats it twice,

i letting the band stretch out on the sec-

ond version. This feels like padding, as

[

a funky instrumental

Featuring guest shots by Stan Getz

and Bruce Hornsby, and incorporating
: flourishes of reggae, jazz and zydeco,
i Small World is being touted as a musical
i departure, but those exotic accents wind
¢ up being overpowered by Lewis’ boogie
: machine. The News is a bar band par
: excellence, but regardless of how well
i they do their thing, they basically do one
¢ thing only; reggae and zydeco have
: never sounded so middle-American. But
: that’s what we love Huey for, that’s what
: we expect from him. Once again he
: delivers the goods, in all their bland and
: buoyant glory. — Kristine McKenna
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Remember Your First Time

oing through the rites of MIDI initiation can be joyful

or painful, but it’s always memorable. And for many

thousands of first-time MIDI users, what made it memor-
was MUSICIAN’s Understanding MIDI, still the most readable
beginner book around.

We're sold out of the first edition of Understanding MIDI, so we'’re
bringing out a new edition, updated to reflect the steady changes in
music technology. We’ve added completely new articles on troubleshoot-
ing MIDI systems and getting more out of drum machines, hardware se-
quencers, synths and samplers. Plus an update of our MIDI products
guide. So make a date with you» musical destiny, and send in the card opposite

page 39 of this issue. M_U_SJC'AN
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KIP HANRAHAN

Days and Nights of Blue Luck Inverted
(Pangaea)

ip Hanrahan constructs his

records the way a director :

puts a movie together,
personality by personality,

scene by scene, marking off space within :

space. Fitted neatly into a slot labeled
Eccentric, Hanrahan, whose five LPs
constitute a weighty body of cultural
conjugation, sums up exactly the ro-
mance and strangeness and humor and
pretense of contemporary America.

His records, and Days and Nights is no
exception, circle around Hanrahan's

comes from—like a dog around a fire
hydrant. Days and Nights starts out with

“Love Is Like a Cigarette,” a tune once :
recorded by Duke Ellington and Ivie :
Anderson, and much despised at the :
time. A bass introduces the tune as a :
saxophone solos, late-night style, and a :
medium-sized big band comes in, mur- :
muring. Cut to Carmen Lundy, who '
sings unaccompanied; the listener is :
involuntarily put in the position of a :
voyeur. The next track, sung by Fer- :
nando Saunders, bassist for Lou Reed, is :
dense with Latin percussion. After :
which comes “Gender,” featuring Leo :
Nocentelli of the lost and much missed :

:ROBERT CRAY:
i : matter of Cray’s relationship with his
: rhythm section. Listen to them push
: Cray into an Otis Redding-like frenzy on
: “Change the Rules”: You know it will
: take something stronger than success to
: spoil this band. — J.D. Considine

: his major-label debut, :
i Strong Persuader, has this handsome
¢ guitarist and singer decided to grab for :
¢ the gusto and become a pop star like Eric :
¢ Clapton—or at least George Thorogood? :
i Get serious. Far from seeming like :
¢ some sort of sell-out, Don’t Be Afraid of '
: the Dark finds Cray continuing as if :
i nothing had happened. Admittedly, the :
¢ recording budget has expanded enough
: toallow Cray and company to bringin the :
i Memphis horns for a few songs, and :
: David Sanborn to boot. On a couple of :
: tunes, he even sounds happy. But :
i there’s a big difference between being : STETSASONIC
¢ successful and betraying the blues, and :
¢ Cray isn't crossing that line. He under- :
: stands how to expand upon the blues’ :
: song form without losing touch with its :
: emotional essence; how else could a :
: song like “Laugh Out Loud” use an
: almost pop-style chord progression and ERIC B. & RAKIM
¢ still deliver a vocal that aches like a
: broken promise? i
main obsession—sensuality and whereit :

Don’t Be Afraid of the Dark
(Mercury/Hightone)

as success spoiled Rob-
ert Cray? After unex-
pectedly going gold with

Sonit be fraidof the dark.

Meters, evoking New Orleans, and :

more.

isn't over yet; mainstream music hasn’t
really even discovered it. From this end

it’s looking a bit tired. Yet Hanrahan :
avoids the mold; his records constitute :
one of the more fruitful experiments of :
the '80s, an experiment that people will :
want to listen to for a long time. It's also :
music that sums up the intelligent side of :
our age, inquisitive, open-minded, sen- :
suous. That it existed in the era of :
Reagan will be one of the mysteriestobe :

debated by social historians.

— Peter Watrous :

ploddingly deliberate pulse, as he does

it resolves to the tonic.

‘S ALT

Because Cray approaches the blues as :
: a mode of expression more than a com- :
: positional style, he's able to play with
your expectations in a way few bluesmen :
can. Sometimes it’s as simple as placing

“Acting This Way”?—but mainly, it's a

In Full Gear
(Tommy Boy)
M A STERS OF
C EREMONY
Dynamite
(4th & Broadway)

Follow the Leader
(UND
‘N PEPA
A Salt with a Deadly Pepa
(Next Plateau)

his summer down in Ocean
City, Maryland, I watched
blond teenage boys booming
rap music out of their vans; [

: mean, has rap arrived? For 10 years
i now, rap/hip-hop has been growing past
i every limitation imagined by its legion of
i critics. Tabbed as music for urban teens,
i it’s now fodder for commercials and pop
: charts, thanks to Run-D.M.C., Salt ‘N’
: Pepa, the Beastie Boys and, yes, the Fat
: Boys. Even with limited airplay, the stuff
: sells major numbers. Hip-hop aes-
¢ thetic—cut-up techniques, sampling,
:{ minimalism—is permeating the larger
: a skittering, squirrelly guitar lead over a :
I suppose this mix-and-match §tuff :
: on “Don’t You Even Care?”; at other :
: times, it can be as structurally ingenious :
as when, on the title tune, Cray’s guitar :
solo begins across the VII chord, leaving :
the listener hanging for four bars before :
: music’s potential is being developed in

Perhaps the best thing about Don’t Be :
Afraid of the Dark is that it shows how :
much Cray has absorbed the vocabulary :
of '60s soul into his sound. That may :
simply be related to working with :
: horns—who wouldn’t sound soulful :
! singing against David Sanborn’s solo in :

pop landscape, and we also have rap to

: thank for re-injecting funky beats—

especially James Brown—into pop’s
increasingly rigid 4/4. Which is not to say
there hasn't also been a slew of numb-
ingly dull rap records. But in the hands of
a new breed of savvy auteurs, the

several directions at once.

Take politics: Challenging social com-
mentary has been relatively rare during
the last 15 years of pop, but an intrinsic
component of rap. Public Enemy, for
instance, whose abrasive, often half-
baked black nationalism harks back to




revolutionary stances of the '60s, raised
issues of media manipulation, systematic
oppression, black cultural awareness
and more, all delivered with a super-hard
alloy of metal, funk, hardcore and free
jazz. Stetsasonic, on In Full Gear, their
second LP, makes political connections
in less confrontational ways; their
“A.F.R.I1.C.A.” single from last year
featured Olatunji’s African drumming
and words from Jesse Jackson. Musically
they touch on Miami hip-hop, Sly Stone,
balladry (a fairly straight re-make of the
ethereally daft “Float On”) and reggae (a
hip-hop version of the “Boops” riddim).
Lyrically Stetsasonic defends sampling
techniques (“JB was old before Eric B.
and Rakim”), hair-extensions and the
experience of loving a social outcast.
Creative, listenable, diverting.

Reggae and rap have been cross-
pollinating since the mid-'70s, so it’s no
surprise to see a new wave of reggae
hip-hop. Masters of Ceremony’s “Sexy,”
from their debut LP Dynamite, fuses
reggae and rap riddims; several cuts use
reggae riffs as part of a very dense,
scratch-heavy approach. “Keep On
Moving” interpolates Yellowman’s
“Zungguzung” into dissonant horn-like
squawls, distorted scratching and JB’s
guitar samples in a manner which cries
out for some free-jazz blowing. Strong
and monolithic.

A peak of JB mania was achieved by
Eric B. and Rakim’s transcendent “I
Know You Got Soul” and “Paid in Full”
singles. Follow the Leader, their second
LP, maintains their high standards with
rock-solid rhythms and some of the
fastest, most lyrical rapping around. The
lyrics don’t often transcend self-promo-
tion, but inspired lines abound (“don’t
sell me no dreams "cause I don’t sleep”).
Without really breaking new ground, the
music adroitly shifts textures, licks and
beats with jujitsu-like precision.

Coming from another place entirely
are Salt 'N’ Pepa, female rappers who
promise nothing but an ebullient pop/rap
confection. They and their astute pro-
ducer, Herby Azor, shamelessly but
effectively plunder classic R&B—Otis
and Carla (on last year’s “Tramp”) and
the Isley Brothers (“Shake Your
Thing”), which melds E.U.’s go-go to

“*Bird’’ is a phoenix that has been

reborn: the dassic original solos of
Charlie Parker—the revolutionary
genius who forged modern jozz—
lives again in todays state-of-the-
art sound. The Yardbird’s every note
has been preserved intact, and
through a technological miracle, he
blows with the jazz masters of today:
Jon Faddis, Monty Alexander and
Barry Harris, along with his old side-
kicks, Red Rodney and Ray Brown.

The soundtrack from Clint Eastwood’s
Cannes Award-Winning film, contains
11 complete performances, including
those that musicians have memorized
for 40 years (““Ko Ko,”” ““Now’s The
Time,”” “’Ornithology’’ and the film’s
centerpiece, ‘’Lester Leaps In"’). In
addition, there are two previously
unreleased performances that Parker
never recorded elsewhere, *’I Can’t
Believe That You're In Love With Me"”
and “‘All Of Me.”’

For music that soars beyond
the legend...

Isley funk and Salt 'N’ Pepa’s sassy - .
rapping. Miscalculated thrusts at heavy B I n D =
metal (“I Gotcha”) and oldies (“Twist @

and Shout”) are merely embarrassing.

But when Salt N’ Pepa are on, they THE ORIGINAL MOTION PICTURE SOUNDTRACK.

make eminent party music. No, rap has

oot On Columbia Cassettes, Compact Discs and Records.
the Rhythm Run.” -~ Randall F. Grass

Exacutive Album Producer Chnt Foytwood f Atbum Producer ond Mus Supervisor Lennie Niehous / Mation Picture Photogiophy ond Artwork Title © 1988 Worner Bros Inc All Rights Reserved
“(olumbeo,” ® ore trodemorks of (BS Inc © 1988 (BS Records Inc
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He's not the new Anyone.

He's Paul Kelly.

RECORDS
Produced by Alan Thome & Paul Kelly

€ 1538 ARV Recurdk. Inc. A Fights Reserved
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n Brazil, they say Milton Nasci-
mento went down to the cross-
roads one dark night in '69 and
made a bargain with the devil: For
as long as the decade lasted, he would

| own the '70s. Once they were over,

though, the '70s would own him—for the
rest of eternity!

Well, no, they don't say that, actually.
But the scenario might explain a thing or
two: Nascimento’s subsequent rise to
the top of the Brazilian pop heap, for
example. His music was subtle, difficult
even, but he had the critics in the palm of
his hand, and he filled stadiums. That
success rested on a mix of jazzy sophisti-
cation and folky simplicity that uncannily
echoed the mid-'70s sounds of Paul
Simon, Janis Ian, Joni Mitchell, etal., yet
put all of them to shame in the arty
melodies and soaring vocals depart-
ments. In the age of the singer/songwrit-
er, this one reigned supreme.

Unfortunately, Nascimento’s indebt-
edness to that era seems to have bound
him to front depressing concerts like the
one he just toured the States with, a
snooze-fest featuring Milton on autopilot
while his band did Santana-plays-the-
best-of-the-Doobie-Brothers impres-
sions. On the other hand, it might
guarantee that he keeps making records
like Yauareté. This small treat doesn’t
live up to the lump-in-your-throat trans-
cendance of his halcyon product, but it
does remain faithful to the other values
that gave him his lease on the Brazilian
"70s: childlike playfulness, unabashed
lyricism, accessibility disguised as com-
plexity.

What'’s crucially missing, I guess, is
the old voice-that-can-do-no-wrong. It’s
lost some of the assurance it used to
have; it doesn’t leap as dazzlingly into its
trademark falsetto as it once did. But
“Enchanted City (Cidade Encantada)”
shows Nascimento can still make it soar



when he puts his mind toit. And when he
brings in Paul Simon for a duet on
“Dream Merchant (Vendedor de
Sonhos),” it’s enough to make you fan-
tasize about an Art-less re-recording of
the entire S&G catalogue, with Milton in
the driver’s seat.

Part of the secret of Nascimento’s
native popularity was the way his songs
idealized Brazil (especially rural Brazil),
both in their lyrics and in their use of folk
styles. Yauareté takes a stab at that kind
of topicality in “Letter to the Republic
(Carta a Republica),” which bemoans the
current sad state of Brazil’s political
affairs, but it’s a listless stab, with the
album’s most forgettable melody. The
LP eschews recognizably Brazilian
forms in favor of a slick international pop
feel. It’s telling that the record’s best
cut, “Heart Is My Master (Meu Mestre
Coracao),” is a samba.

But if this music is ultimately just a
pleasant shadow of the past, it also |
shows Nascimento could do worse than |
be a slave to the "70s. Yauareté won't tell I
you anything new, but it'll sure remind |
you—as a lot of things seem to these '
days—that those pre-punk dark ages '
weren'’t so dark after all. |

|
f
l
|

— Julian Dibbell

Y KI NG
ERRY EVANS|
Live and Let Live!
(Rounder)

n the last 14 months Ry Cooder
has given us three big chunks of
music, including a long-awaited
solo outing. His best stuff’s on the
two that don’t bear his name: John

|
[
Hiatt’s Bring the Family (wherein s . 3
Cooder’s the ultimate sideman) and now ‘ The ultimate 3 recordlng of

this, a Ry-produced collaboration be-
tween vocalists King and Evans, long- : "" WAl's
standing residents of Cooderville. [ .
Even more than Bring the Family, this | in PerfOFmanCE.
album frees producer/lead guitarist
Cooder from the constricting agonies of | Frolm BIG TIME.
continued on page 106 A Feature Film from Island Visual Arts
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i furtive desire smoulders as succinctly as

: that you're left hanging on every word.

i Let It Roll (Warner Bros.)

: the dead, but rock bands sometimes do.
i Let It Roll misses Lowell George’s in-

: funky gumbo of “Hate to Lose Your

[

i quite get the prairie purity out of his

i voice, the rest of the band remains so
: break the mood, but, this being a reggae
i session, such single-mindedness seems
: : appropriate, enhancing the trance-like
: the dark physicality of the sound. If 100-
! IT's A DEPARTURE, ALL RIGHT, BUT HARDLY : Proof groove is your intoxicant, g0 to it.
i for the better. Adept as Roger might be (Box 3032, Washington, DC 20015.)

! at finding real melody in the sing- :
- sty WP KooL 5 THEGANG |
i Everything Is Kool & the Gang:

: ideas into contemporary dance pop; this : Greatest Hits (De-Lite)

DON'T BE FOOLED BY THE TITLE. THOUGH
: three of the 14 selections are new tunes,
: apparently included to prove that the
: Gang’s new singers are as sharp as
i “I.T.” Taylor was—fair enough—five of

gritty and groove-savvy it’s doubtful
: anyone will mind.

Radical Departure (IRS)

i cadences of reggae toasting, he’s ham-
i handed when it comes to translating his

! is cursed with some of the worst drum
: programming in recent memory. As a
: result, “So Excited” isn't, “Falling
: Down” does, and “Your Problems” are
¢ mostly his.

The Long Acre (Virgin)

THOUGH IT’S EASY TO FIND PARALLELS WITH :
U2 and Clannad, In Tua Nua has enough
originality to go beyond mere musical :
resemblances. It isn’t just the way the :
band blends rock and traditional Irish :
instruments, or the ease with which :
Leslie Dowdall handles the songs’ soar- :
ing, triumphant refrains, although both :
help; mainly, it’s that In Tua Nua does a :
better job of conveying what it’s like to :
be young, Irish and aware than any band :
currently recording. From the inspiring :
i brassy “Living for You” to the razor-
: edged title tune. As much as the

WITH A BEAT SO BARE-BONES IT VERGESON :

 the abstract and instrumental interplay : Wordplay defines the action here, it's

: tight enough to be telepathic, Glass Eye : Armatrading’s way with a melody that

: sounds like white funk boiled down toits : Provides the power.
essence. In fact, the material is so lean :

and melodic, from the dark narration of : ;

i “Living with Reptiles” to the brooding : Long Cold Winter Mercury)

: WHY IS IT YOU CAN NEVER FIND AN EVIL

i stepmother when you need one?

“The Innocent and the Honest Ones” to
the irresistible “All I Wanted,” this is an
album to cherish.

Under the Sun (A&M)

To sAY THAT PAUL KELLY HAS A WAY WITH :
words is like suggesting that Dennis :

Johnson is good with a basketball—it
belabors the obvious. It’s hard to im-

agine another songwriter capturing how :

BY J.D. CONSIDINE

i For the Lonely: A Roy Orbison Anthology,
1956-1965 (Rhino)

from the gawky gimmickry of “Ooby

“Blue Bayou” and “It’s Over.” And
though Orbison may sing better now
than he did then, these petformances are
possessed of a sense of time and place
that goes beyond mere history.

i Bent by Nature (Bar None)

¢ hurt of “Kicking the Dog,” it’ll leave you
wondering: Why isn’t this band famous

: yet? (Box 1704, Hoboken, NJ 07030.)
i Kelly does in “Same Old Walk,” or :

: sketching a broken marriage as handily
: as “To Her Door.” The surprising thing
i about these songs isn't the eloquence of :
i the lyrics, but that the music so perfectly : AFTER A TOO-LENGTHY FLIRTATION WITH

i captures the flow of good conversation art, respectability and David Bowie,

: Iggy gets back to basics with his tough-

2 Instinct (A&M)

i est album since Lust for Life. Between

¢ current-PsyFur Paul Garisto’s floor-

i : shaking drums, Pop’s songs have more
: ROCK STARS DON'T EVER COME BACK FROM muscle behind them than a Mike Tyson
: punch. And now that Iggy can conduct

: that energy, instead of letting it fry him

: spired insanity, but that’s about all it : |jke 5 psychic short circuit, he spits

i lacks; from the road-weary balladry of : sparks like the live wire we know he is.

: “Hangin’ On to the Good Times” to the :

il SLy & ROBBIE

i Lovin’,” it sounds as much like Little : .
Feat as anything in the back catalog. : The Summit (RAS)

: Even when singer Craig Fuller can’t
: ized Rhythm Killers, this LP is pure

ex-Pistol Steve Jones’ power guitar and

EVEN MORE SO THAN LAST YEAR'S LASWELL-

pulse. There are no vocals or solos to

regularity of the beat and emphasizing

: the remaining 11 oldies are drab, disco-
: fied remakes that suck all the funk from
i the likes of “Jungle Boogie” and “Hol-
¢ lywood Swingin’.” That’s not only unfair,
UNLIKE THE WONDERFULLY REMADE /N : it'S stupid.
Dreams, this set compiles the real thing, :

8 JoAN ARMATRADING

Dooby” to the incandescent desire of : The Shouting Stage (A&M)

CONSIDERING THE THEME OF THESE SONGS
i —what happens when love is no longer
: lovely—this ought to be Armatrading’s
: darkest album to date. It isn’t; some
! songs, like “Stronger Love” or “Dark
i Truths,” might brood a bit, but most of

the album is vibrantly alive, from the




YOU WON'T BELIEVE
HOW,

You're
looking at
one bad
electronic
keyboard.

The DSR-2000.

A keyboard so radical,
it can take the musician,
composer and performer in
you as far as you want to go.

If not farther.

For starters, we packed
61 velocity-sensitive keys
inside its handsome 41" case.

Plus a handy on-board
synthesizer with 60 familiar
sounds. Like piano, bass,
strings, sax and blues organ.

And afew not so familiar,
like tubular bells, ice block
and alien.

Then to help you
“compose’ yourself,
we added a Voice

The on-board drum
machine features 16
presets with 16 more
you can build from

Data
Controller.
A remark-

Your portable studio.
The five-track
digital recorder that
lets you cut a demo
whenever you like.

that makes editing your
own voices mere fingerplay.

For good measure, we
threw in an amazing rhythm
section. With 16 preset
rhythms and room for
16 more you can compose
yourself.

Besides enabling you
to carry a tune better
than you ever dreamed
possible, each DSR-2000
comes equipped with your
very own personalrecording
studio.

In technical circles it
might best be described as
a sequencer recorder.

In the real world,
you might say you

able feature

recorder that lets you lay
down tracks whenever and
wherever the mood strikes.

There’s also MIDI in.
MIDI out. MIDI thru. Stereo
input. Stereo output.

Even a headphone jack,
SO you can jam, compose
and record all night without

disturbing
anyone who’d
actually prefer
to sleep.

In short,
there are
plenty of
decent elec-
tronic keyboards to choose
from. Some can actually
make you sound pretty good.

But then why should you
settle for just sounding good?

When you can buy a
DSR-2000 and sound

DSR-2000 stores 60
preset and 40 user
voices. All selected
by the keypad you
see here.

scratch.
have a as bad as
five-track you like.
The optional stand ®
for the DSR-2000 is YAMAHA
a perfect companion
onstage or off. Into the future”

P.O. Box 6600 - Buena Park. CA 90622

¢ 1988, Yamaha Music Corporation, USA
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ILLiNnoIs JAcQueT Bic BAND

iacg et’s Got It! (Atlantic)
JuLius HempHILL BiG BAND
]_ulius Hemphill Big_ Band (Nonesuch)

THE IDEA OF AJAZZ ORCHESTRA REFUSES TO
die, and these two saxophone show-
cases are back-to-school bonanzas for :
ambitious college radio programmers.
They make me think less of jazz’s past :

Town” and the hard-blowing bop of “C- :

Saw” balance the bardic flights and

i Gillespie/Evans big band to another
i level; it's so satisfying to finally hear this

. : altoist’s fiery improvisations and :
than of her future, Fhough' in both CaS€S : amoebic harmonies fleshed out on such a
the common denominator is the mythical :

heritage of Texas.

: gigantic canvas.
i Hemphill is still sorting out ideas and
: personnel, getting a core of desperados '
: to play his charts so his distinctive :
: polytonality sounds purposeful—not like :
: some lucky accident. But whatever this : flights are so carefully constructed, yet
: ensemble lacks in precision, they make :

i up for in intuition and interplay. The

i surreal richness of Hemphill’s electric-

Illinois Jacquet is the last of the great :
swing-era tenor titans, and he’s finally :
gotten the opportunity to document his :
ferocious, brassy orchestra in a good
old-fashioned Atlantic jazz session (re- :
member those?). From the opening :
blast-furnace of “Tickletoe,” this band is
in tune, intense and in your face, like the
’50s juggernauts of Basie and Ellington.
Mixing veterans like Eddie Barefield, :
Rudy Rutherford and Marshall Royal
with young firebrands like Jon Faddis and :
Frank Lacy maintains continuity with the
post-bop millennium and an era when
jazz was popular music. And for young
reed players who aspire to something
deeper than the emasculated soul
minstrelsy of today’s fusion, flip to :

' Jacquet’s ballad features (“More Than

You Know” and “You Left Me All Alone”) :
and dig the blossoming array of over-
tones—every note sculpted just so.
Hemphill’s orchestra is a break-
through in big band composition: a multi-
tribal weaving of spirits and ghosts,
peyote rituals and transformations,
deep-fried in southwestern swing and :
the hard blues, served up writhing and :
alive on the altar of a Hendrixian sky :
church. Hemphill's writing here is mar- :
velously rich and varied, walking the line :
between so many American dance and
swing traditions it makes the World
Saxophone Quartet sound like the Four
Freshmen. Instant treasures like the
sleepy southwestern blues “Border

BY CHIP STERN

acoustic blend—juxtaposing double
guitars (Jack Wilkins and Wild Bill
Frisell), double percussion (Ronnie
Burrage and Gordon Gottlieb) and Stein-
berger Bass (Jerome Harris) against a

entire Candid catalog), distributed by

: for some unattainable resolution, but his
: lyric balance (consonance and disso-
: nance), and the decisive originality of :
: Eric Dolphy, Max Roach and Art Davis,
: invigorate the searching quality of these
: post-modernist elegies.

: Up to Date (RCA/Bluebird)
: The Legendary Little Theatre Concert
: of 1964, Volumes 1 & 2 (Muse)__

: ALL YOU NEED TO KNOW IS THAT EARL
: Hines was the first great piano virtuoso
: in recorded jazz (meaning no disrespect
¢ to Mr. Jelly Roll, our first great com-
i poser). Hines’ orchestral use of both

hands, sassy voicings and sparkling horn

: figurations were always modern, always
transmutations of “Drunk on God” (with :
: rousing text by poet K. Curtis Lyle) and :
: the mysterious minuets of “Leora,” On
¢ “At Harmony” and “For Billie,” Hemphill
: takes the bebop and cool notions of the

reaching forward, and Up to Date is a
dandy series of small group settings

! (featuring Budd Johnson and Ray Nance)
! from his great revival of the *60s. The
: Legendary Little Theatre Concert docu-
: ments the concert showcase that res-
i cued him from piano lounge limbo.

Hl JOE HENDERSON, CHARLIE HADEN,
i AL FOSTER

An Evening with Joe Henderson —
Charlie Haden — Al Foster
(Red/PolyGram Imports) -

HENDERSON’S VOLUMINOUS HARMONIC

i so self-contained in tone and detail as to
: suggest a pianist. Yet always there’s that
¢ singing melodic logic, which busts loose
¢ and screams on “Serenity.” This record
¢ documents a particularly serendipitous
i Italian trio concert, where Henderson’s
i tenor enunciates a different kind of cool
é i in the context of this free-grooving
deep brass sextet and a multi-reed : rhythm section—it’s one of the few
: quintet—is pure cinemascope. Anybody :
: who wants to know what the music of the
: "90s will sound like, come on down.

: recordings that really captures the
: offbeat syncopations and Monkish cross-
i rhythms of the inimitable Al Foster.

: Q‘u;‘Front (EnciNN Stardust (Denon CD)
: THIS GREAT LOST TRUMPETER HAD THE : -

: vision and the discipline to pull off a
: Wynton Marsalis synthesis 25 years

: ago, when he passed onat 23. Thisrarity :

: is back in print on CD (along with the : context of this exquisitely detailed,

: digital blowing session with Freddie
Black Lion Records. Little’s soaring ; Hubbard. The richness of their reed and

 incantations always seem to be reaching brass signatures, and the way they

: blend, is what gives this swinging date its
: raison d’étre.

¢ THIS IS NOT SO TIGHTLY STRUCTURED AS
: Golson’s work with Art Farmer, but the
: integrity of their designs prevails in the

: Wild Piano (Portrait/Epic)

¢ THIS FILIPINO MUSICIAN IS A NEW NAME TO
: i me, but he plays a lot of piano in a mercu-
: i rial barrelhouse style that expounds on
i ground laid down by Garner and Monk,
} funksters Horace Silver and Milt Buck-
i ner, and all those rollicking two-handed
: salsa players. Sometimes he gets a little
: too enthusiastic for his own good, but
: there’s an elation to everything he plays;
: his “Four in One” is great fun. Eddie
: Gomez and Al Foster keep it swinging.




OUR SOLDIERS
FACE THE MUSIC EVERY DAY.

And it's not always something
by Sousa.

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

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

concert bands, as well as combos
and ensembles.

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

If you'd like to face the
music as often as our musicians
do, why not play for us today?
(Yes, you have to audition.) Just
call toll free 1-800-USA-ARMY.
Better yet, see your local
Army Recruiter and listen to

versatile. And you ARMY B AN D_ what he has to say.

have to be

It could be music

good. BE AuYou CAN BE- to your ears.



e Y I L e

HOW TO ORDER AN AD (;alegoﬂes: Please mark category desired ]
Accessories [] Books/Publications [] Computers
REGULAR CLASSIFIED (ads without borders): ] Employment [] For Sale [] Instruction |
20 word minimum. $2.50 per word, minimum [J Instruments [] Miscellaneous [] Musicians i
$50 per insertion. [J Records & Tapes [] Services [] Software
A lFIEn CLASSIFIED DISPLAY (all adds with borders). [ Songwriers [JTalent []Video |
1x/1” $142 per, 6x/1" $131 per, 12x/1" $123 Your Name |
per i
ToLL BOLD FACE CAPS: First line, additional $20 Soobany "
FREE Musician Box Number: Add $4.00 per insertion ~ Address

for handling. City State Zp |
PAYMENT MUST BE ENCLOSED with your ad Telephone —— I
000 -2 23 - 752“ copy. Send to Musician Classified, Attn- Jeff Please fill in the information below if you want to charge |
Serrette, 1515 Broadway, New York, NY the cost of your classified advertising. I

10036 [ American Express [] Diners Club [ Visa []Master Charge

Need an ad fast? : i p - -

: DEADLINE: Two months prior to date of Credit Card # I
Call Jeff Serrette. publication. Exp Date g I

InNY State (212) 536-5174 ALL AD CANCELLATIONS MUST BE IN WRITING AND = .
Outside NY St. (800) 223-7524 MAILED TO THE MUSICIAN CLASSIFIED DEPT. Your Signature |

BOOKS/PUBLICATIONS

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.

BUSINESS OPPORTUNITIES

MUSICIAN XCHAN( I JFFERING
franch f its national- ~omputer I € ser-
vice. Profitable, low investment and overhead (approx
$6,000). Excellent addition to store or studio or as
independent company' For info (214) 243-8015 5pm-
2am CST.

RECEIVE FREE TICKETS AND BACK-
STAGE PASSES. Find out how! Rush $9.95 (plus $2
P/H) to: R.A. Joseph Business Group, P.O. Box 12600,
Columbus, OH 43212.

EMPLOYMENT

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

ATTENTION GUITARISTS: FREE catalog!
Achieve sound performance with “I.C. Sound” effects,
effects kits, steels, publications, accessones. 1.C.
Sound, Box 9, Rouses Point, NY 12979-0009.

CASSETTE CATALOG—
ALL CATEGORIES

Over 7000 titles. Cheapest prices anywhere!
Send $1.00 for postage:

Music By Mail
POB 090066-Dept. M
Ft. Hamilton Station
Brooklyn, NY 11209-0002

HELP WANTED

COMPUTER MUSIC SUPPLY is looking for qual-
ified sales people with experience selling products in
the music or computer industry. High energy and self
motivation required. Send resume to: CMS, 382 N.
Lemon Ave., Walnut CA 91789.

INSTRUCTION

FREE CATALOG: INSTITUTE of Audio-Video
Engineering, 1831 Hyperion (MU), Hollywood, CA
90027. Recording School. (800) 551-8877 or (213) 666-
2380. Approved for International Students. Financial
aid available.

MEET RALPH: HE WILL improve your musician-
ship. Complete course includes seven C-45 cassettes,
$49.00. Demo $5.45, refundable! “ABA PRODUC-
TIONS, " 6301 Stirling Road, Davie, FL 33314.

PLAY ANY SONG BY EAR INSTANTLY!
GUARANTEED!! Guitar or keyboards. Improvise like
the masters. Free information! Bates Music-MN, 9551
Riverview Rd., Eden P'rairie, MN 55344.

SING LIKE THE PROS! LEARN PROFESSIONAL
SECRETS! Complete Home Course, Cassette and
Book $19.95. T.A. Jarvis, P.O. Box 744, Cornelius, OH
97113.

INSTANT JAZZ GUITAR VIDEO. 60 minutes
with Slim Richey. “Hands On” plus theory. Licks like
the pros really use. Composing licks. Building power
progressions. “Best Video on the Market.” VHS or
BETA. $31.95 ppd. MC, VISA, AE. Ridgerunner,
Dept. MU 405, P.0. Box 122115, Fi. Worth, TX 76121.

INSTRUMENTS

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. (8(()) 848-2273.

REMOVE VOCALS
FROM RECORDS AND CDs!

SING WITH THE WORLD'S BEST BANDS!

An Unlimited supply of Backgrounds from standard
stereo records! Record with your voice or perform live
with the backgrounds. Used in Professional Performance
yet connects easily to a home component stereo. This
unique product is manufactured and sold Exclusively by
LT Sound - Not sold through dealers. Call or write for a
Free Brochure and Demo Record.

LT Sound, Dept.MU-7,7980 LT Parkway

Lithonia, GA 30058 (404)482-4724
Manufactured and Sold Exclusivel LT Sound
R PHONE DEMO LINE: M& 482-2485

MUSICIANS EXCHANGE! BANDS/musicians:
Your senous referral service for working musicians.
Make the right connections. P.O. Box 742681, Dallas,
TX 75374 (214) 243-8015. Grand opening of Chicago of-
fice (312) 427-7487.

MUSIC OPPORTUNITY/RECORD CONTRACT
We will present your demo tape to major record execu-
tives. Service FREE if not accepted. 25 years expeni-
ence in industry. For details. S.A.S.E. MILESTONE
MEDIA, Dept. MM, P.O. Box 869, Venice CA 90291.

WE SHOP RECORD DEALS! BONAFIDE
track record, our contacts get results! Send tape to:
Entertainment Marketing, 173 Park Road, Monmouth
Beach, N] (7750.

Publisher has the right to refuse oll mail order retailer ads that might conflict with Musician dealers. e em on o= o= -- o- == - o

NEED A BAND? National service matches musi-
cians by interests, region, abilities, goals. For $12/year,
we supply the names. You save referral costs! Free in-
formation, application. MUSIC MATCH, Box 420,
Adams, MA 01220.

RECORDS & TAPES

SINGERS!!! VOCALISTS FREE catalog profes-
sional background tracks. Thousand hits! Rock, coun-
try, standards etc. Singing Source, 23530 Platina, Suite
F, Valencia, CA 91355.

SERVICES

YOUR PUBLICITY PHOTOS COPIED. 500
B&W glossy 8x10s for $79.95. Free price list & paper
samples. MUSICIAN'S PHOTO SERVICE, 706 N
76th, Seattle, WA 98103.

SOFTWARE

D-50 ALTERNATE SOUNDS. 192 professional,
highly usable sounds. A must for any D-50 owner. Send
$29.95 to: Synth Connection, 1108 El Sylvan Ave., Mil-
waukee, WI 53217,

SONGWRITERS

LEARN SONGWRITING & COMPOSE MUSIC.
Professional instruction by mail. For course descrip-
tion:. AMERICAN CORRESPONDENCE INSTI-
TUTE, Box 31021-D, Cieveland, OH 44131.

DEALERS
Sell
Musician
and
Musician

Special
Editions
1-800-999-9988




BEATLES.......

George Harrison’s “Love You To,” his :
first Indian-flavored composition, was :
untitled at first, then was dubbed :
“Granny Smith” after the apple. The :

song grew more complex with each take. :

[
: Thursday, June 2, 1966

The first, the basic track, had George
singing to his own acoustic guitar accom-
paniment, with Paul supplying backing
vocals. The sitar came in at take three
and again as an overdub onto take six
along with a tabla, bass and fuzz guitar.
George played the sitar, but an out-
side musician, Anil Bhagwat, was re-

came out of the blue,” recalls Anil. “A
chap called Angardi called me and asked

session. When I arrived at Abbey Road

for the Beatles to come out.

of that, they were the greatest ever and :

strumming and Paul’s bass guitar notes
ended the song, and the best version of
this section came at the conclusion of
take six. Future remixes for the album
were edits of the two elements.

: Studio Two: 7:00 p.m.-3:30 a.m. Re-
: cording: “Laxton’s Superb” (working
: fitle of /| Don't Know,” a working title of
i “I Want to Tell You") (takes 1-5, overdub
: onto take 3, tape reduction take 3 into
: take 4). Mono mixing: “Yellow Sub-
: marine” (remix 1, from take 5).
cruited to play the tabla, “The session :
¢ George Harrison, in securing an unpre-
: cedented three compositions on a 14-
if I was free that evening to work with :
George. | didn’t know who he meant— :
he didn't say it was Harrison. It was only :
when a Rolls-Royce came to pick me up :
that I realized I'd be playing on a Beatles :
: after the brand of apple. Now, for the
there were girls everywhere with ther- :
mos flasks, cakes, sandwiches, waiting :
¢ of chat on the session tape prior to the
“George told me what he wanted and :
I tuned the tabla with him. He suggested :
‘I play something in the Ravi Shankar :
style, 16-beats, though he agreed that I :
should improvise. Indian music is all :
improvisation. I was very lucky, they put :
my name on the record sleeve, I'm proud :

my name is on the sleeve. It was one of :

the most exciting times of my life.”

for “Got to Get You into My Life.”

=
Tuesday, April 26, 1966

10).

attempt, take three, although only a

always well to the fore. A playback at the

Donald having spooled back the tape, the

overdubbing John’s lead vocal, with Paul :

and George backing.

song Beatles album, was clearly having
problems with his song titles. What was
in the end to become “Love You To,”
itself a title not mentioned in the lyric,
had the working title of “Granny Smith,”

song “I Want to Tell You,” the problem
evidently arose again. Hence this burst

recording of take one:

George Martin: “What are you going
to call it, George?”

Harrison: “I don’t know.”

Lennon: “‘Granny Smith Part Friggin’
Two!’ [To Harrison:] You've never had a
title for any of your songs!”

In aburst of laconic wit, Emerick came
up with a title, “Laxton’s Superb,”

i another type of British apple. If it was to

A rough mono remix of the song was :
made for George to take away. Also :
taped on this day was a guitar overdub :
i 3 session the title changed again, this
: time to the more appropriate “I Don’t

be “Granny Smith Part Friggin’ Two,”
then “Laxton’s Superb” fitted the bill
perfectly. But midway through the June

: Know,” humorously based on George’s

: answer to George Martin’s original
Studio Two: 2:30 p.m.-2:45 a.m. Re- :
cording: “And Your Bird Can Sing” [re- :
make] (takes 3-13, overdub onto take :
: rhythm track (piano, drums, guitars)
: were taped before George chose the
“Okay boys, quite brisk, moderato,
foxtrot!” Under this somewhat confus- :
ing directive from maestro John Lennon, :
the Beatles launched into the re-make of :
“And Your Bird Can Sing.” The first :

question. By the June 6 remix it had
become “I Want to Tell You.”
As for the recording, five takes of the

third as being best and went back to
overdub his lead vocal, backed by John
and Paul. More instruments—tam-
bourine, maracas and more piano—were
also added. A tape-to-tape reduction

: copy was then made and numbered
rhythm track, was a very heavy record- :
ing but the song grew progressively :
lighter after that, although guitars were :
: on June 3. A quick recording.
end of the 13th take revealed that take :
10 had been the best. With Phil Mc- :

(somewhat confusingly) take four. Hand-
claps were added to this and the song
was complete except for a final overdub

“One really got the impression that
George was being given a certain

: amount of time to do his tracks, whereas
remainder of the session was then spent :

An interesting blend of lead guitar :

the others could spend as long as they

: wanted,” Emerick says. “One felt under
: more pressure when doing one of
George’s songs.”

BE MORE THAN
CREATIVE. ..
BE A SUCCESSFUL
SONGWRITER

In today’s demanding music
industry, it isn’t enough just
to be creative. Prospective
performers, producers, and
record companies will want
to hear your songs as the
public will ultimately hear
them.
The major in Songwriting
at Berklee College of Music
is a complete college-level
songwriting program for
musicians. The major includes:
¢ intensive study in both the
lyric writing and music
composition aspects of
today’s many contemporary
song styles

* songwriting workshops and
competitions leading to the
live public performance of
your songs

¢ instructionin the production
of quality demos of your
songs through the use of a
professionally equipped
home recording studio
complex

* courses which provide you
withan understanding of the
business of songwriting.

Berklee College of Music
offers a broad-based educa-
tional program designed to
help you establish your
career in today’s professional
music. This complete
contemporary program will
enable you to keep your
songwriting skills attuned to
the continuously changing
demands of the music
industry.

For more information on
how Berklee College of Music
can help you prepare for your
carecr as a successful
songwriter, call toll-free
1-800-421-0084, ext. 4008
(9am. to 5 p.m. EST).

In Massachusetts call:
617-266-1400. Or write:
BERKLEE, Admissions Office,
Dept. 4008, 1140 Boylston
Street, Boston, MA 02215,

Berklee

COLLEGE OF MUSIC
Where careers in music begin.




TIMBUK 3.......

band and Barbara filled it. The Essentials
were together four years, and she was in

it for the last two. By the time that was :

over with [around 1984], we knew we
wanted to concentrate on our musical
relationship without the constraints of
having to deal with a band.”

“But also without giving up the
rhythmic elements that are a part of
playing with a band,” adds Barbara.

Working with a drum machine seemed
the obvious direction to take. After a
brief sortie on the Manhattan scene, Pat
and Barbara relocated to Austin, Texas,
and began developing what would be-

melange of folk, funk, blues, rockabilly
and Caribbean styles played on a variety
of traditional and electronic instruments.

rhythm roles in favor of collective,
clipped, interlocking lines—proved the
perfect complement for drum machine
grooves. And drum part writing was
something that came to them fairly
naturally, according to Barbara.

“In the Essentials, we played with so
many different drummers—maybe like

! different songs,”

: 15 of them in one year. And when you :
: teach all these drummers your tunes,
i you get to know where the kicks are. :
¢ You learn a lot about drumming.
“One thing that we had a lot of fun with :
: in the studio [making Eden Alley] was :
: choosing drum sounds to go with the :
says Barbara. “For :
¢ ‘Reckless Driver’ we spent a day with a
: Sony Pro Walkman at a Pick-A-Part,
¢ which is an auto salvage yard. They have
: all these cars up on blocks. You pay a !
: buck to go in, and you can take all the :
: parts you want off the cars. So we paid
: our buck and went around slamming :
: things and recording them. Dennis, our
i producer, had a lot of fun with that.”

come the Timbuk 3 sound—an inspired :

says Pat. “You can

show that you can be really progressive

I
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LEARN THE ART OF RECORDING

LEARN CREATIVE RECORDING SKILLS ON THE LATEST EQUIPMENT AT THE LEADING
SCHOOL FOR SOUND ENGINEERS, PRODUCERS AND STUDIO MUSICIANS. WITH OR
WITHOUT PREVIOUS EXPERIENCE, IF YOU'RE SERIOUS ABOUT A CAREER IN RECORDING,
OUR "HANDS-ON' TRAINING PROGRAMS CAN GET YOU STARTED AND PUT YOU AHEAD
FOR FREE BROCHURE, PLEASE CALL OR WRITE TODAY.

THE
RECORDING 455T AH MEASEIE\I(I{(L)ER RDO/!y (cimmc(ggr"ésotll(? 4P560I
WORKSHOP N (800) 848- 9900 (614) 663-2544
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tools serve your purpose, but they don’t

i become the purpose.

“I've got nothing against playing stuff

to make people feel good. It’s fun doing

that. But sometimes it’s really frustrat-
ing when people who think they’re ex-
perts on what makes a good song try to
pretend that escapism is the only thing

: that makes people feel good. What
i makes me feel good in a songis the sense
: that I'm on to something that might be

real. That maybe this is reality.” %

'RECORDS......

! “How we gonna sell this puppy?” We
i ain’t; we just gonna book time, play great
“I'm really into the possibilities of :
: mouth percussion,”
: do amazing things using the proximity
i effect of a microphone. Which goes to :
Their rhythmic, dual-guitar style— :
which generally jettisons the usual lead/ :

music, move on. Guitar-based R&B

: made by and for adults don’t have much
! sales potential today (R. Cray notwith-

standing)—but I'm here to say that if

¢ there’s a drummer as masterfully limber
and stretch musical boundaries without :
¢ using much technology at all. One thing1 :
: really do not want is for Timbuk 3 to
: become an advertisement for technol- :
: ogy. I don’t want to become a contradic- :
: tion. Because our music is anti- :
: materialism. And technology gets you :
: real materialistic. But I think there is a
! real balance you can establish, where the

as Jim Keltner on “Just a Little Bit,” I
ain’t heard him; that if the guitarist exists

: who can approach Cooder’s sad bottle-

neck solo on James Carr’s “Dark End of
the Street” so beautifully legato it sounds
poured, then I don’t know his name. And
I'm here, folks, to indicate that that’s

: Memphis session legend Spooner Old-
¢ ham on piano except when—Ilook out!—
— : Jim Dickinson strolls in on “Bald Head”
i and “Got to Keep Movin'.
i R&B duos can boast the Replacements’
: producer merrily bashing out bar-
! relhouse piano?

’»

How many

Instrumental wizardry aside, it’s

i Evans who's Live and Let Live!’s revela-
: tion. Relaxed and athletic, this baritone
i can growl, scream, grunt and soar to
: falsetto. Ain’t complaining about King,
: but Evans has made his mark here, even
¢ if he never cuts another record.

So what we've got is a smallish but

nearly perfect album, short on hairstyles
¢ and attitude and long on chops. That’s
the way uh-huh uh-huh I like 'em.

— Tony Scherman

PETER KOPPES

Manchild & Myth
(Rykodlsc)

i SoLo CD BY CHURCH GUITARIST - KOPPES
: features far more melodic and textural
i imagination than his band currently
i evidences. At times the sound gets a
! little too soft and Moody Bluesy, which
i is my idea of a guilty pleasure. But
i overall, Koppes’ update of '60s folk
! psychedelia is more suggestive of the
: Zombies, which is my idea of a real
: pleasure, and includes enough spacey
: instrumentals—like the Middle Eastern
: flavored “Sahara”—to cut the ear
: sugar. — Mark Rowland




The new Edge pedal gives your guitar the power to cut through.
For a sharper, crisper presence to your sound, plug into
one today. And watch the sparks fly.

Manufactured in the U.S.A. with an exclusive 3-year limited warranty. D O '
©1988 DOD Electronics .

Amenicas Pedal




Start yourcareer by
going fopieces.

Ifyou've beentryingtoget flexibility. So if you ever want to For the name of your nearest
it together, why not do whatthe  upgrade an individual piece, authorized Yamaha DX11 System
pros do. Get it apart. you can. Without scrapping your  dealer, call 800-333-4442.

The Yamaha®DX11 System  whole system in the process. You'll find it’s not so hard to

gives you a complete MIDI setup, And to help you get towhere build a career after all. Aslong as
component style. Andenough  you're going faster,the system  you have the right pieces.

musical firepower to take you even comes with its own how-to
well into the future. manual. Which is written entirely YA H A

Unlike all-in-one keyboards,  inalanguage popularbackinthe ., .. ..copmon ton e s e s
the DX11 System offers complete ~ days before MIDI: English. v B B Ch o8 g Sl ot Vs i

— 3 A N5

DXI11. The heart of your system is one of our most expressive instruments. It has a large library of FM sounds, a“quick edit” feature, and can generate eight dszmmtgounds at once.

KMBO2 Mix it up with stx inpuds (Effects Send and
Pan for each) and two stereo outpuls.

QX21. Sequencing made easy. Lets you cut, paste and copy musical
wassages on all 16 MIDI channels.

KSI10. Youdon'tneed an
amp. These speakers are self-
powered and ready to go.

REX50. Your music may have an mteresting effect
from digital reverb to digital distortion. And all

, - effects can be edited to taste.

RX120. Your drummer is tireless. With 38 PCM sampled sounds and
320 preset rhythm variations.






