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Korg Wavestation is the first
synthesizer that actually lets you
control the essential building
blocks of sound — waveforms

Its extraordinary power comes
from three unique and highly
sophisticated technologies: Wave
Sequencing, Advanced Vector
Synthesis and Dynamic Digital
Multi-Effects.

A 32-voice ROM based synth,
the Wavestation 1s equipped with
over 350 on board waveforms.
Multi-sampled instruments,
attack transients, digital wave-
forms, fat analog sounds, time
slices and PCM loops.

Plus important new ways to
connect those sound sources.

For a catalog of Korg products. send your name

and address. plus $1.00 fer postage and handting to: Korg USA, 83 Frost St., Westbury, NY 11530

Wave
Sequencing

Because any one sequence
can consist of up to 256
different sound elements all
linked in succession, you can
create a completely original
Wave Sequence that constantly
changes over time.

Advanced
Vector Synthesis

More powerful than Vector
Synthesis, it lets you crossfade
and mix four combinations of
samples, attack transients,
complex waveforms or Wave
Sequences. You've got ultimate
control.

o cular a9
usigel verne® w

analog

Dynamic Digital
Multi-Effects

The Wavestation has 46
dramatic new digital effects and
a stunning variety of Real Time
Dynamic Controls to modify those
effects using wheels, pedals and
MIDI controllers.

Its open ended system architec-
ture means you can always bring
new sounds in from Korg’s exten-
sive library of ROM and RAM
cards.

Korg Wavestation. Make
sounds that change the shape of
music with the synthesizer that

makes waves. “ n RG

WAVESTATION

© Korg 1990
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" Tremolo/Pan
PN-2

®
C/ More bad news for Parents Against Rock
"/ "N’ Roll. We've got three new effects pedals here
and, boy howdy; if they don’t make a few hairs
stand on end, we're in the wrong business.

Pedal number one is the PN-2 Tremolo/Pan. It
features an auto-panning function that continuously &S
shifts sounds in the field from left to right, and vice
versa. The tremolo effect gives you the same kind

of sound you'll find on a classic guitar amp. And,
used in conjunction with the triangular modula-
tion mode, it can give you authentic rockabilly or
*surf music sounds.
Next is the OS-2 OverDrive/Distortion which, as the
name leads you to believe, combines overdrive and distor-
tion. It uses an ingenious “asymmetric overdrive circuit”

‘ ’:M_ love them. We think you will too. Just don’t tell

INFUT G ‘ & ouTPUT INPUT €=

Over Drive/
Pistortion
0S-2

enhancer
€H-2 |

to simulate the warm, responsive distortion charac-~ g%
teristics of a vintage tube amp, along with a special
[ distortion circuit to give you those ever-popular
powerful, sustaining sounds.
Last but not least, we have our EH-2 Enhancer.
This pedal restores the dynamics, brilliance and
presence of sounds that have lost their clarity dur-
ing signal processing. When used with a guitar, the A
EH-2 enhances the picked tone’s frequency accord- ,
ing to picking strength, creating an exceptionally
< expressive effect.
A Well, that about does it for our pedals. We

DI3ASS

Los Angeles, CA 90040 3047 (213) 685-5141



WORKING MUSIZIAN

BRUCE HORNSBY'S
SIMPLE VALUES
he quiet piano player worked secdii; witheet
wiention or a record deal, ira Bis 30s. Then Ge
Sound himself with a pop hitand suddenly urs
secording with Dylan, writing wsih I Henes,
vind ashed to join the Gratefed | eadl. “low dos
Horushy stay nesmal?

By Py N oA

66
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DANNY GOTTL EB
MW hat not to do when plaping T£8:
t juzs drummeredep.s.
By Ricn MaTmis@GLY

68
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DAVID GRISSOM
lustin’s firebrand ignites beaind Joe Ely.

By Prion Cnosiy

72
BASS
MARK DRESSER
Erpanding the range of the 208, wih lappag
techniques from the arranigarde and

harmonics from Nendreir.

By Girse Savroeo

76
FtaNmw-
DAVID LLANZ
When the obscure jazz penrsesivaplified
his style, he fontnd himnself ¢ nea age supersier.

By A1 v Dt PErN

80
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JOHN LEE HDOKER
| all star tribute is heavyon the flush
and light on the baes.

By Fosy Scunmyaasa

82

DEVELOPRNMIE L]

SYNTH SENSATIONS
What's new in vectotlend®

By Anas e Proaws e
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FINDING ROBERT JOHNSON
I’s been more than 30 vears since the king of the Pella blues singers was murdered. Yel his influence is greater
nowe than it has ever been. Musician recruiled some of Johnson's most illusirious students 1o untangle the
music. the man and the mystery.

By ToONY ScHERMAN & ANDREW FRANARLIN

CHRIS THOMAS
On why Robert Johnson’s music matters in 1990.

ERIC CLAPTON
Tupping into Jehnson’s paim and fear:
“The ones who hecorme great artisis lake
the spark ta its final conclusion as quivkly
aspossible.”

ROBBIE ROBERTSON
Oreselling your soul and other potent myths.

KEITH RICHARDS
Love gf the blues nnited the teenage Rolling Stones.

JiM DICKINSON
4 Sowthern recort producer talks about Johnson’s black
humorand surrealism.

-

4
FRONT MaAN
VANILLA ICE
Proofaf the old adage: “If 1 had a white boy who
could rap lilce a black I'd make a million dollars.”
By Tos MOON

19
NOISEMARECRS
SouL ASYLUM

Rocking hard withou! losing heart.

By STrYE PRy

RY COODER
On how Robert tuned and played his guitar.

ROBERT PLANT
Driving through the Delta, searching for the King.

ROBERT CRAY
Johnsen was an old soul in a young body.

JOHN HAMMOND, JR.
IWhat it means lo live as a bluesman.

VERNON REID
Johnsor’s dread and foreboding was social as well as exis-
tential.

BILLY GIBBONS
G the emotion f a nian whe never held back.

22

TNHne BOSINENYS
BILL LEVENSON
The father of the boxed set plans some surprises for
the holiday season.

By Kevis Puisszy

26

LIVING LEGIKNDS
MACEO PARKER
Jumes Brawn’s sax iaster explores new freedoms.
By Tou Moo~

BACKSIDE
MUSICIAN PARTY JOKES
Clvistinas gags for goons with gigs.

By Enppir
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Turn Your
Next Tour Into
A Pleasure
Cruise.

B You know the feeling.
Another night, another
show. And you’ve got

a few hours at best to

, get your system
up and running.
Imagine how
much easier your
job could be if
every component
in your system had
been originally
designed to work flaw-
lessly with each other. From
power amps and signal processing to monitor and house
mixing consoles to the loudspeaker systems themselves.

With a perfectly matched system, your next tour could
be a pleasure cruise. Well, the same thought has occurred
to us, too. The advantages are unmistakable.

Our concept is one of a fully integrated system, incor-
porating JBL, UREI, Soundcraft and Seck products. The
payoffs include fast set-up and tear-down, effortless
soundcheck, superb performance, maximum depend-
ability and total support from your JBL dealer backed by
a company that cares about how you sound.

So, before you make any final decisions about your
sound reinforcement system, whether you’re starting
from scratch or adding on, stop by your JBL Professional
dealer. Let them show you a pure JBL system and get
ready to cruise through your next tour.

diemove - Soundcraft  SECK

JBL Professional
8500 Balboa Boulevard, Northridge, CA 91329

H A Harman International Company




our first album and single have
hoth gone straight to Number
One. Did you expect “Ice Ice
Bulbyy” to top the pap charts?
No. | knew it was a hit—I didn’t
know it was a pep hi.. | didn’t
think any popstations would ever be play-
ing this. \When we finished it, I thought it
might do okay in the mip-hop community.

You are the first rap artist everio have a
Number One pop hil. H hat’s
so special about I anilla lce?

It’s the terminology 1 use.
I'm not like some suburban
kid trying to rap. When you
listen 1o Vanilla Ice. you get
me. [f you listen to New Kids
on the Block, you get Mau-
rice Starr. | produced it. |
wrote il, you get what was in
my head at the moment. ['ve
heen rapping since the sev-
enth grade. My audience can
tell I'm lrom the sireets.

ITho is your audience?

People who are into posi
live raps, raps that tell a sto
ry. You could make a movie
ofl'of every one of my raps.

Do you think the fact that
yoiu’re white made it easier

Jor you to cross over?

I’s inusic. It doesi’t have to do with color.
You could be white. Puerto Rican, Jewish,
whatever. You have 1o have some kind of
positive thing to contribute. Rap is definitely
a black music form, and you have to under-
stand that. I grew up a block from the proj-
ects. went lo the same school with mostly
black kids from the neighborhood, got into
the same trauble they did. listened to the
same music they dicl.

You've heen called a colorizer. You've been
called the rap Elvis.

I'm not Elvis, ' Yanilla [ce. I'm not a col-
orizer, either. There are only three white
acts that ever made it—the Beastie Boys, 3rd
Bass and Vanilla Ice. The reason you don’t
see as many white people in it is because
rap comes from the streets. \White people
can't dance. They got no rhythm, no con-
nection to the streets. | know when ['m

Photograph: Michael Lavine/Ourline

onslage | feel the same way as black people
feel. [ can tell by the way they’re moving. |
look at white people in the audience and
want toe tell them to look around, and { keep
thinking, “I’s so easy! WWhy can’l yeu get it?”

Did you pattern your style qfter any partic-
ular rapper? You grewe wp in Miamni; did the
Bass sound have an effect?

No. it’s my own style. You have lo gain
your respect, and | think 1 have. My lyrics

aren't soft, not smooth at all. Why that is is,
I’'m a battle-ax. I love to battle anybody. I'd
battle L.1.. Cool J, anybody. It would be two
totally different styles, and let the crowd
decide. A lot of rappers

decided that ’'m going 1o be positive,
because that relates 1o my own life. I used to
he in some messed-up gang stuff. | got
stabbed five times. The last lime, they got a
main artery. | woke up in the hospital and
fell like my life had changed. I got a second
chance. | realizedthat the sireet stuff was
not the cool thing to do. It was ignorant.

You are currentlyon the M.C. Haiminer tour:
Did things change 1when “Ice Ice Baby” broke?

About the last seven weeks,
they’ve been going nuts. Now i can
barely hear my music when | get
onstage. People know the songs.
Last week | went to a mall in Min-
neapolis. Thought it was no big
deal. We had 100 people following
us around. Finally we had to hire
the mall security, and they had to
close down the stores [ wanled to
shop in te the public. It was wild.

IThy is your real identity such a
closely guarded secrel?

[ feel like | need to give my family
and my loved ones some proteetion.
Plus the stuff with the gangs. It’s
mainly for protection. It wouldn't be
that hard 1o look e up.

Have you ever been arresied?

Yeah, | have been arrested, |
have a record. No warranis out-
standing right now, though. [ just
don’t want anybody looking me up.

Mhat is the future of rap?

Rap is gonna change, no matter what. It’s
a new era, new slyle. There’s a lot of chore-

ography now. It's definitely here to

have a problem now "'m[ PEOPLE CAD'T stay, and il’s not primnitive, either.
where the music sounds I1’s not a couple of guys with a
good, bhul it sounds too D".‘CE' | KNOW WHEN drum machine and some rhymes.
much like something | M ONSTAGE | BEE. You'll see live drums, six-sring
that’s already out thete. BHE SAME WAY A% hass, electric guitar. [ start a head-
My stult is on the story- £} lining tour on the eighteenth of
telling line. You can BLACE PEQPLE FEEL. December. I'm going to bring a

understand it. It’s real
clear. I don’t sound like Run-DMC or M.C.
Hammer. | sound like Vanilla ce | came out
with something origina’ that worked.

Do you feel the respoasibilily of being a
role model nouw?

Yeah. IUs already happening. Kids are
buying my stuff. I've pretty mueh already

M U S I C I AN

live drummer and a live bassis!.
Ts gonna be a killer show. We're using the
high-quality lasers—the kind you need a
permil for—and the stage has a huge ice
cube that comes oul of the sky. It’s filled with
smoke, and when it lands it cracks and the
smoke goes everyw here. You can't even see
me until the smoke clears. —Tom Moon

Janwary 1991 « 7
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1990 TDK ELECTRONICS CORP.

Nothing has a wider dynamic range than a CD. And with the widest dynamic range of any high bias tape, no tape
captures more of the music ona CD than the TDK SA-X. And to make it easy for you to set optimum recording levels
for your CDs, we'ue developed a unique Reference Tone CD. To get one, send a check for &TDK
$3.00 (postage and handling) pavable to TDK = CD to: CD Offer/Dept. HB, .
DBA Productions, 50 West 17th Street, Third Floor, Nesw York, NY 10011. AsSerious AsYouCan Get.



INXSEX

T. 1INKS SO vLcH for the great arti-
cle on INAS (Oct. '90). It’s aboul
time the boys from Down Under
were recognized for what they
are—{/ie band of the '80s and "90s
(and heyond)! Jusl the right mix ol
rock, rhythm and intelligence—and
you canvdance 1o it. Now that’s my
kind of band.

Oh, and as for Charles Young
gelling thigh-to-thigh with Andrew
Farriss—| Knew there was a reason
lalways wanted to get into rock
music journalism. Pd be in heaven
if1ever got that privilege. But (for
now) | eness Il just have to settle
lor walching Andrew play key-
hoards and guilar when the band
tours again.

Vieky Hendley
Alexandria, VA

As v LONG-TIME INAS fan, | was
really gratified to see your excel
lent cover story. However, P'd like
lo lake exception 1o just one thiug
Mr. Young said, the lact that
Michael needs six inches more
hairin order to smolder again. Nr.
Hutehenee would smolder regard-
less o how much (or how litile)
hair he has. If Charles Young needs
any pranf, all he has to do is look at
the photos that accompanied his
ownstory. Those dark eses of
Michael’s will smolder into the
neatice age.

Adrianne MeCaren

Naperville, I,

10 » fanvwary 1991

I\\'A\"l‘EI)'I‘()TIh\\l\ You lor your
coverage ol IN\S because | have
always thoroughly enjoyed their
work but aslisten to A | can’t help
hut notice a seemingly deliberate
lack of structure that melds
together not only verse, chorus
and bridge but also cach songin
such a manner as to make me
wonder if Michael Hutchenee
might have heen listening to the
Smiths before he dreamed up
the vocals for this album which
alter having listened to a few tracks
hegins to sound like a 41-mimite 33-
second run-on sentence which |
must admil | enjoyed anyway.
Ken Ullery
Chamblee, GA

Heavy Reeding

A\YMI!SI()I AN who could read past
the first couple of inches of Lou
Reed’s conversation with Vaclav
Havel (Oct. 90y without looking at
the words through tears of joy and
rage has no soul....tears of joy al the
triumph of spiril of the Czech artists/
musicians/poets/wrilers and their
people...lears of rage at the apathy
and ignorance of far too many here
in “the land of the free and the home
of the brave.” Thank you, Lou, for
sharing something so inescapably
personal, yet fundamentally unives-
sal. kverybody should be willing 1o
die lor the music!

J.C. Ronder

Austin, T\

IJ()[ RELIS article on Vaclay
Havel was beautiful.
John Densmaore
Santa Monica, CA

Xwn VACLAVHAVEL interview by
Lou Reed was excellent. Itis exciting
to hear how music has affected
Havel'slife. On February 21, Seven
Simons was showcasing at CBGB's.

\ line of limaos pulled up before our
sel. After the show, a group of about
30 men in dark suits squeezed their

M U S

way downstairs into the restroom. It
seemed funny that all these guys had
10 go al once. The next day our agent
told us that we had played for Milos
Forman and Vaclay 1lavel.
David W. Prasse, Mlanager
Seven Simons
Athens. GA

Nice Goin’, Bub

I'I‘S NOT OFTEN | write 1o
anvone—Ilet alone a mag. Il your
play—you don’t want to do any-
thing clse. But hev!!!! Pve heen
calching up on my reading (‘canse
girls usually distract you [rom that)
s0 I'm a few months behind—and
thanks for the B.U.B. contest! We
music types in the Northwest don’t
have much of a chance to shop our
music, and when the blues set in
you guys show up and help in the
inspiration department. Compli-
ments to everyone. Hey—now P’m
heing distracted so golla go.
Colly-Michael Howlett
Portland, OR

Neville Satisfied

O(,'rmmn's NEVILLE Brothers picce
left 4 lot to be desired. Only one
paragraph about brother Aaron,
with no quotes? Then, wham, the
article ends after not quite three fall
pages of copy without really going
anywhere. What happened? Tight
for space that month? Or did a copy
editor get carried away with his
scissors?
Eric Berg
Santa Cruz, GA

Reviewed

]\ ner REVIEW of George Michael’s
latest (Oct.”90), hristine Mckenna
has taken a cheap shot at Patti
LaBelle by saving thiat George is “big
on the kind of voeal grandstanding
that makes Patti LaBelle such a
tedious performer.” Ofthe lhundreds
of adjectives that spring to mind com-

C | AN

cerning her vocal and performance
prowess. ledious is nowhere 1o be
{found. Words like breathtaking,
clectrifying and awesome are more
accurate. Then again, where does a
review that begins with a discussion
of the hairiness of Barry Gibb and
the “butl-wagging” of George
Michael expect lo gain credibility? A
perlect description of Ms. Mchenna’s
critical abilities would be a para-
phrase of her closing remarks in the
George Michael review—though
music criticism may be in her blood,
there doesn't seem to be a lot going
onin her head.

Alan Dorfman

Delray Beach, F1,

I.\ DAVE DIMARTINO'S review of Neil
Young and Crazy Horse (Oct. "90),
he concludes an otherwise positive
review with an unnecessary nega-
tive jab at former unnamed band-
mates “wio put hot dogs on their
album covers instead of their hefly
selves” and sing about wooden
ships (who could this be?). This isn't
Neil Young who is stooping low, i’s
critics like Dave DiMartino who cre-
ate imaginary relationships and
interpret lyrics to their own ends to
spit venom at whoever they feel like.
Maybe they're frustrated or jealous
of these musicians, but Neil Young
and Crazy Horse are ouslanding
regardless of who Dave DiMartino
thinks should be put down in order
lo make them look good.
Steve 'Shea
San Francisco, CA

Congraxe

Cnm‘r RUBENSTEIN from
Chicago senlin the needi-
est entry lo the Musician/
lakamine erummiest
guitar contesl. Chell can
be seen burning down
the house on his new
Takamine NP18C.

PLEASE SEND LETTERS TO: MUSICIAN,

1515 Broaoway. New YOrk. NY 10036




WORLD TOLR
Rec@ed Live!

Featuring the first sing‘e and videp

“BIRTHDAY”

Plus 16 ather Beatles,
Wings and MeCartney elassies
recorded live from the
Paul MeCartney World Tour -89 - "99.

On Capitol Cas s and Compact Dises
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Musicians, by nature, tend to fanta-
size. But when it comes to sound sys-
tems, you need to be realistic. As rea-
listic as sound contractors and
retailers. People who endorse Sunn
systems year in and year out. People
like Mike Justin, owner of Eclipse Con-
cert Systems in St. Paul, Minnesota.

“Sunn speakers are the best baor-
gains in the business. They have sub-
stantiad porwer handling ability, good
audio quality, and they’re attractively
priced. We haven’t found covvehing thae
can compete.”

He’s just as impressed with our
boards. “We stock a mumber of other

Mike Justin, Eelipse Concert Systems, St. Paul, MN.

Welcome to the real world.

lines, but the Sunn stuff is priced like
the low cost ones but with substanticaly
more quality and features.”

What’s the bottom line? “Listening
tests. Thev’re our biggest sades tool.
When we hawe the opportunity to A/B
demo these units, they sell themselves.”

So if you need a tougher, smarter
way to reinforce real playing under
real conditions, see your Sunn sound
products dealer — and ask him to dem-
onstrate why Sunn performs best in

the real world.
sSUnNn@@)

For more information on our full Bne, send 82 for pastage and handlting w Sunn, 1130 Columbia Strees. Brea, CA 92621
[n Canada. write to TMIL P.O. 30x 279. Pert Coquitlam, B.C. V3 A7, Sune is a producet line of FMIC 1990




The CavedOgS UP FROM UNDERGROUND

What’s all the fuss about this earthily titled rock 'n’ roll band from Boston? The three Cavedogs, just back
from their first national lour, are the proud parentsof Joy Rides for Shut-Ins, a debut album on Enigina pro-
l duced by Ed Stasium. Stasium, who's worhed with Living Colour, the Ramones and Soul Asylumn, has been
in the business long enough 1o pick ‘em. and he's been looking al the Cavedogs since 1986. Afler a deal
| with Relativity Records soured, the band went through two years of frustrating New York showcases. “We
gigged relentlessly?™ says goateed guilarist Todd Spahr. *Whkenever somebody even got a whim, we

hetter, though.” Apparently: Enizina Records signed them in 1989.

[ would truck up to CBGB's on a Tuesday night and play in fron! of nobody to showcase for them. We got

The group, also invhuding bassist Brian Stevens and drummer Mark Rivers, honed its skills through

four sleady years in Boston-area clubs. Despile their grassroots rise, the Cavedogs made it through with a pure pop

‘ sense intact, a la the kinks or the Smithereens. “I'tal's where we're coming from, swear to God,” says Stevens. Even if the band mein-
bers haven't been able to quit their day jobs yel, morale is certainly high. and Stevens says the band is looking ahead. “That’s what we're excited

LR GERVENKR

EX-X’ER FINDS ECSTASY IN EXURBS

wo years ago Exene Cer-
. venka and her husband,
actor Viggo Mortensen,

left the City of Angels for the Great
Unknown. “When we tcld all our
people that we were packing up
our three-month-old kid and get-
ting out of L.A. and we had no idea
where we were going, they said,
‘You guys are nuts, you're going to
be back here in six months,’” Cer-
venka recalls. The emigrants
ended up in ldaho. “It's two years
later and | think we've done okay. it
was really hard. People are always
limiting themselves as to what they
think they can do. I'd like to be an
example in any small way | can that
there’s no limitations.”

Running Sacred (Rhino), her
second solo album since X wenton
hiatus, is Exene’s testament to that
effect. That's sacred, not a typo: In
the woods and open country of

about. The next record we’ll be able to make in one sitting—i¥'s gonna be lots of fun!”

Photographs: John Soares
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Idaho, Cervenka, the ex-Catholic
punk/poet/priestess, found God.
Actually, Goddess “l base a tot of
my beliefs on a great spirit, god-
dess, earth-based, mother-based
sltuation, rather than a father, out-
side-of-the-earth-based belief.”

Cervenka denies being a New
Ager. Her spirituality is one of poet-
ic observation rather than medita-
tive tuning out. Proof: Turn to “Red
Dirt,” her rolling folk scb about
“going out to the desert and cry-
ing,” or her timely cover of Hazel
Dickens’ "Will Jesus Wash the
Bloodstains from Your Hands.”
Cervenka is still vitally connected to
the here and now; she’s just
changed her tone. “There’s a little
tiny step between running scared
and then suddenly running sacred.
That's what this record 1s about:
taking chances.”

—EVELYN McCDONNELL

—CARTER ALAN
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Mary Morello
MOMS ‘N’ DADS FOR ROCK 'N’ ROLL

“lsn’t it ironic that the Soviet Union freed its newspapers to print
whatever they want on the same day the 2 Live Crew were arrest-
ed in Florida? So who's becoming repressive and who's becoming
free?”

Frank Zappa, right? Luther Campbell? Try Mary Morello, a 66-
year-old Midwestern mom. Morello—whose son Tom is the gui-
tarist for Geffen recording artists Lock Up—got involved in the cen-
sorship fracas in 1987, when she delivered a passionate defense

of a video screened by Tipper Gore's Parents Music Resource
Center at a PTA meeting in Morello’s ironically named hometown
of Libertyville, lilinois.

Last spring, Morello took $200 of her own money and a $100
contribution from Lee Ballinger of Rock and Roll Confidential
and formed Parents for Rock and Rap, a grassroots organiza-
tion that vows “to monitor legislation and work to expose and
combat all forms of music censorship.”

Today, PFRR’s 250-plus members in 45 states are busy con-
tacting politicians to ascertain where they stand on freedom of
expression, and lobbying store owners to keep controversial

records like 2 Live Crew's As Nasty As They Wanna Be on the shelves.
Morello herself continues to besiege senators, congressmen, newspapers and radio and TV talk
shows to proselytize for artistic freedom.

In the planning stages is an even more ambitious strategy that will borrow from the conservativeffundamentalist arsenal: a
nationwide boycott of major corporations deemed either soft on first-amendment rights or openty sympathetic to the PMRC's
restrictive policies. And the activists aren't all youthful. “You'd be amazed at the number of grandmothers and grandfathers
who are members,” boasts Morello. -—JoHN D’AGOSTING

INQUIRIES AND CONTRIBUTIONS CAN BE SENT TO MORELLO, A RETIRED SCHOOLTEACHER, AT PARENTS FOR ROCK aND RAR, PO. Box 53, LIBERTYMILLE, IL 60048. (BE SURE TO

DOUBLE-CHECK YOUR SPELLING, PUNCTUATION AND PENMANSHIP.)

WHAT BECOMES A NON-LEGEND MOST?

Call the Whispers doo-
wop veterans. Call em 0l
Kids on the Block. But what-
ever you do don’t call 'em
legends. That word makes
the hair on singer Walter
Scoff'sneck stand on end.

Florida’s Criminal Justice

AS NASTY AS THEY WANNA BE

The Florida obscenity trial of 2 Live
Crew ended in a quick aequittal for
the rappers. The Broward County
jury proved 10 be a lot more open-
minded than the
expected. The jurors tricd compos-
ing their own raps during breaks in
the ease, and they giggled at the prosecution’s fumbling attempts to

music charts, culling hits
from albums evenly bal-
anced between frothy
dance numbers they do
for radio and sophisticat-
ed ballads they do for
themselves. Their other

proseculion

play for the court hootleg tapes of a 2 Live Crew concert. One
juror—76-year-old Helena Bailie—said that during deliberations she
was moved by the arguments of juror Beverly Resnick, 65, who said,
“You take away one freedom and pretty soon they’re all gone.” One of
the proseculors, assistant stale attorney Pedro Dijols, told the New
York Times thathe regretted that Mrs. Bailie, a 1936 Harvard graduate,
was on lhe jury because “she was a sociologist, and | don't like sociolo-
gists. They try to reason things out too mueh.”

The 2 Live Crew viclory was nol without bitter irouies. Another
Florida jury had already convieted record store owner Charles Free-
man of obscenity for the erime of selling 2 Live Crew’s album. Also, the
rock group Too Much Joy was awaiting trial because they performed
some 2 Live Crew songs at a recent Ilorida concert.
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“We see that all the
fime from younger acts,” he says. “They very hur-
riedly want fo make you a legend. That's a nice way
of saying, ‘Get oul of the way so we can come.” If's
really a backhanded compliment.”

Ina way,the Whispers are foo new fo the business
fo be thougtrt of as legends amyway. That might seem a
strange thing fo say about a 25-year-old stand-up vocal
group. But the fact is, though they got fogetherinLA. in
the "60s, the Whispers didn't hit their commercial stride
until 1980 with their smash dance single, “And the
Beat Goes On.”

Inthe decade since then, this group of doo-wop
purists has managed a quiet consistency on the black

hits include 1987"s hyp-
niotic “Rock Steady” and the more recent “Innocent.”
Scott says the group’s success is a fribute fo their
ability 1o work out a compromise between con-
science and commerciality. “We came along in an
era where it was aboul vocal gymnastics,” he says.
“Now you've got fo sing fo an instrument and lef it
damn near be featured. # used fo bother us a great
deal. In fact, it bothered us with “And the Beat Goes
On." We had sung ballads for years and then we tried
this new fechnique and got a near-double-plafinum.
After that,” he concedes with a laugh, “we had no
problems letfing the instrument be featured.”
—Leonaro P, Jk.

Photographs: (clockioise from top) Merri Cyr;

Davidd Roth; Bob Gruen/Star File




he name Soup Dragons coies from
the early '70s, when it seemed like a
lot of the kids’ TV shows in the U.k.
were made by former *60s acitl
heads,” explains Sean Dickson,
wrapping each word in a thick Scol-
tish burr. “I used tv watcii a cartonn
called ‘Clangers,’ aboul guiet litile
green creatures who livec on the
moon, grew musical trees and get

The Soup Dragons ror ~ seicy

soup from a soup dragon. [t was so surreal,
you could imagine Salvador Dali making it.”

In that spiril, the Glasgow quarte! “Iries to
appeal o the subconscious” on its second 1.P, a
collection of rockin’ pop tunes layered with
dense production touches. While he says
Lovezod reflects the inspiration of everyone
from T. Rex to George Clinton to Jimi Hendrix,
Dickson firmly rejects comparissns to Robyn
Hitchcock, despite a smilar wry edge in his
vocals.

Why Lovegod? “A lovegod is an icon, a sex-
ual fantasy.” he observes, “hul to love god is to
love something pure, which is the exact oppo-
site. ¢ feel sex and religion are very closely
related.” Dickson mocks mainsteeam propri-
ety throughout the album, belittling big-time

evangelism in “Crotch Deep Trash” and mix-
ing passion and brutality in “Kiss the Gun.”
Their anything-goes cover of the Stones
oldie “I'm Free” epitomizes the Dragons’ art-
ful irreverence. Featuring a reggae toast by
Black Uhuru’s Junior Reid and support from
the International Gospel Choir. this rousing
update bears only a passing resemblance to
the original, though there’s no mistaking the
subversive altitude. “It would have been easy
10 include a song where every olher word was
‘fuck’ and get banned,” Dickson grins, “but |
see that as just sensationalism. Singing ‘I’'m
free to do what I want, any old time’ is the
same as saying ‘Fuck the world,” only in a
classier way.”
—Jo~ YounG

HAL WILLNER RECORDS WILLIAM BURROUGHS

| illiam Burroughs, the
v/ X
wizened storyteller
whase patrician drawl and dry, Fagen,
creaky voice chranicled the Cheryl

decay and puritanism of
post-atom bomb America,

earned his rep for being acid-

along with snippets of John
Cale, Sonic Youth, Donald
Lenny Pickett and
Hardwick. Musician
faxed four questions to Bur-
roughs in Lawrence, Kansas.

He faxed back four answers.

licly and explicitly.”

Conversation’

I've always been opposed to

censorship in any form, pub-

for Deadd City Radio?
“No, except for ‘Dinner

and

Aaron Copland arrangements.
The contrast is beautiful.”

—DonN PALMER

Did you write the new work

tongued, not cooperative. Pro-
ducer Hal Willner claims, *“I
think this Is the first time that
anyone has gone to his house
with a tape recorder and spent
that much time. We had a visit
with William and that’s what
the record is.” The record?
Willner and Nelson Lyon’s
reproduction of Dead City
Radio, ‘eaturing Burroughs’
dry, solomonic prose.

Willner spent 12 hours to
come up with one hour of tape
which he set to the stock

music af the NBC QOrchestra,

Photograph: (hottom} Chris Buck

Does music add more reso-
nance, rhythm or meaning to
your work.?

“Yes.”

Does it force you to adjust
your phrasing or delivery?

“No. The vocal tapes were
made before the music was
chosen by Hal Willner, as the
liner motes make clear.”

You’'ve had work banned in
the past Do you have any
commenis on how the labeling
cf records affects the cultural
landscapa?

“No specific comment, but

M U S

‘After

Dinner
Conversation,’
which are
obviously
candid tapes
as their titles say.”

The record is far
more communica-
tive; Burroughs’
images can
make you cringe, if
not recoll. The project, original-
ly titted Bill with Strings (a paro-
dy on Bird with Strings), revels,
says Willner, in “the sound of

his voice with strings and
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“Hectre-Voice N/DYM® Mics Provide the Consist
Looking for, and They Deliver the Highest Gain Before Feedback
of Any Mics We've Used.”

The Hooters are one of the most musically diverse groups performing today. The
band’s unique sound is produced utilizing a variety of acoustic instruments ranging from
the mandolin, recorder, accordion, dulcimer and melodica to the more conventional
““tools of the trade,” guitars, drums, keyboards and vocals. With such an incredible
assortment of miking possibilities, The Hooters needed several specific functional character-
istics in a microphone to fully enhance the group’s musical versatility.

Although no microphone is perfect for alt applications, The Hooters found exactly what
they needed with N/DYM® Series Il. The EV N/DYM® Series il product line consists of five
vocal microphones and two instrument mics, ranging from the world’s ultimate concert vocal
microphone, the N/D857, to the value performance leader, the N/D257A. Each N/DYM® mic
features a particular performance criteria and function. From vocals to drums, acoustic and
amplified instruments, na other manufacturer offers a wider selection of
high-performance microphones.

Electro-Voice N/DYM® Series It —

“The Professional’s Choice."”’

For additional information, see your loca Electro-Voice
dealer or call Mike Torlone, Electro-Voice market development \
manager, at 616/695-6831. v Becholboice’

ElectroVdice, Inc., 60C Cecil St., Buchanan, M1 49107, 616/695-6831 ' v
Mark IV Audio Canaca, Inc., 345 Hervert St., Gananoque, ON K7G2V1, 613/182-2141 / a MARK tV compory A




Iif You’re Looking For Value,
You Can’t Pick A Betler Guitar.

What makes Hohner headless guitars better? The iicensed Steinberger Double-Bal Turing System™ and
award-winning original body shiape, for starters. Pws a whole score of other professicnal features you'll
love, all for ¢ very "easonable price. So if you warifithe best possible: headless guitar fervalue and per- 77

formance, ocontact your nearest Hohner dealer. Or call (804) 550-2700 or wiite HSS Irc,, PO. Box 9167, ‘;
Richmond, \virginia 23227 e

d Sound
Tone Control

Micro-fine Steinberger

@lEINERE Double-Ball Tuning System™

for ultra stable tuning and
PROFESSIONAL quick string changes

World Radio History
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SOUL ASYLUM RETURNS THE FAVOR

BACK IN THE DAYS W HEN THEY WERE LOUD
Fast Rules, Soul Asyluin got their first big
break opening a Hiisker Dii show at Min-
neapolis’ garage-band mecca, the 7th Street
Entry. At the time they were all 16 or 17,
enduring high school and hacking their way
through Ramones tunes in their spare lime;
an opening gig at the Entry was the grail.
Nine years, four albums and countless tours
later, Dave Pirner siill talks about the
romance of forming a rock band as though
he’s just joined up. It waskinda like pitting
your friends against the world,” he says.
“Taking what you gal, which is basically
four guys who are not incredibly virtuosic,
and developing a work ethic. Trying to win.
People were always telling us we could
never gel away with i, and that was the
thrill of it—knowing the only way we could
do it was as a collective personality, going
out there and putting the shit on the line.

“And it was fun.”

That hasn’l changed. Soul Asylum is one
of the best bands around, playing funky,
ragged-al-the-edges rock 'n’ roll thal’s short
on posing and long on the kind of rapport
that can only arise fram hard work, shared
history and mutuml respect. Frontman/

Photograph: Paul Elledge/Outline

songwriter Pirner tosses himself around the
slage with a loose-limbed intensity, oscillal-
ing between little-boy vulnerabilily and
smirky insolence; sometimes when he and
guitarist Danny Murphy
converge on the mike to
sing harmonies, they look
like best friends caught up
in a moment they never
expecled to share, and still
can’t quite helieve. Bassisl
Karl Mueller and drummer Grant Young are
bedrock solid. They embody the Soul Asy-
lum ethic: Do your job. and don’t lake any-
thing for granted.

“Being [rom Minneapolis has a lot o do
wilh it,” says Murphy. “Minneapolis bands
gel lo slart out with no one watching, to fig-
ure out who you are and what kind of music
you can play. In cilies like New York it’s a
much more high-pressure thing. The first
time you open at CBGB’s, you know there
will be record goons (here to check you oul.
By the lime we played there we were able to
tell ourselves thal wasn’t important.”

For their second A&M/TwinTone release,
And the Horse They Rode In On, the band was
paired with producer/session drummer

You and
them against
the world

By Steve Perry

Sleve Jordan. “He’s a sludio musician who’s
always wanled to be in a band. He’s lrying lo
pul one togeiher as we speak,” explains
Pirner. “So he was inlo us heing a band.”

“There’s a chemistry
thing about four people
logether in a room,” says
Murphy. “Steve was into
that. He was cracking up.
‘Oh, man,” he’d say, ‘no one
would do that shit an that
parl.’ We'd say, ‘Yeah...guess that’s nerdy.’
And he’d say, ‘No, leaveil.””

Jordan is part of the reason thisrecord
conlains Soul Asylum’s besl synthesis of
songcrall and studiocrafl to date. e helped
the players feel confident about their contri-
butions, and thal helped the band sellle into
a colleclive voice. Longevily had a lot to do
with il, too. Over lime, “You silt through the
shit and learn not to play so much,” says
Young. “You figure out when to lay back: |
could put a filtin here, but why?”

“To ne,” adds Murphy, “that’s the differ-
ence belween a young band and—I hate to
use the word—a mature band. You learn
that you don’t have Lo get all your licks in
every song.”

Soul Asylum (I fo r): Grant Young, Karl

Mueller, Dave Pirner and Daniel Murphy.
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“And once you accept that,” says Pirner,
“you can just forget it and say, ‘What does
this song need in order to communicate?””

Pirner is always talking about communi-
cation, whether it’s a matter of trading licks
with Murphy or giving something extra to a
kid standing by himself at the back of the
bar. Pirner’s songs are personal in tone, but
many grapple with the same Big Problem:
keeping your soul intact in an age when bro-
ken promises are the rule and “everything
you wanted/Just leaves you wanting more”
(“Brand New Shine”). The only respite in

sight is the possibility of connection, of hon-
est moments shared here and there.

“Communicating has always been a big
issue to me,” he sayslater, after the rest of
the band has split. “I think there’s a great
tendency for people to get harder as they get
older. I guess I’m trying to combat that in
myself. I don’t want to become this cold,
shrewd asshole who goes out and gets his
and goes home.

“There’s a certain type of feeling | want to
get at: speaking to someone who’s alienated
and telling them that what polarizes them

A singer and songwriter of passion and sense and an invaluable asset to any infield.

SARA HICKMANeSHORTSTOP
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“From outright rockers to jazzy ballads. from pared down solos to boppy pop
songs...one aspect remains strong and amazingly clear—Sara Hickman's
golden voice.”—Beats Magazine

“IWith| down-to-earth individuality and intelligence...Hickman sings in a
fine, clear voice, matching the album’s stylistic variety with impressive
emotional range.”-~Entertainment Weekly

Produced by David Kershenbaum

Management: Kevin Wommack/Loophole Management
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from the rest of the world doesn’t have to
smother them. What makes you different
can be liberating.

“A lot of it for me is just trying to return
the favor, trying to give some kid what the
music | listened to growing up gave me. It
was one of the most important parts of my
education. In those days I couldn’t get what
wanted out of my parents, out of school, out
of my friends. So I retreated to my record
collection. Once I got out of my puberty/
heavy metal stage, I just started going back-
ward—the Rolling Stones, the Velvet Under-
ground, Woody Guthrie, Robert Johnson.
And the more | heard, the more it exposed
me to different attitudes about a lot of
things. About how to live. Music can expose
you to a whole different way of thinking.”
Pirner laughs. “It makes the cost of a record
seem pretty cheap, even now.”

It’s no secret that Soul Asylum needs And
the Horse They Rode In On to garner respect-
able sales for the band to stay in A&M’s good
graces, but Pirner seems to have another
mission in mind when he says he hopes the
record will overcome the band’s tag as an
alternative rock outfit. “We’re a working
band from the Midwest,” he says. “What
does ‘alternative’ even mean by now? It’s
whoever doesn’t have an independent pro-
moter to ply some deejay with coke, right?

“This sounds corny, but I've been feeling
a responsibility to get our music out there. |
think young kids shouldn’t have to hear
Heart all the time anymore. It’s like, | wish 1
could have gone and seen Patti Smith when
1 was at the Bob Seger concert. I should
have been able to.” M

LOONY BIN

AVE PIRNER plays Teles through Mar-
shalls and DAN MURPHY plays Les
Pauls through Ampegs; both use Mar-
shall bottoms. KARL MUELLER and
GRANT YOUNG are the gearheads in
the band, so let them tell it. Mueller: “I play a
'72 Fender Tele bass, and | just got a Peavey
Megabass. | play through a Peavey 210 Power
Cabinet for the highs, with a Cerwin-Vega
18x12 underneath. | use GHS Basic strings,
'cause they're cheap and | can afford to change
'em every night.” Young: “I got a four-piece yel-
low Tura Turbo set. | use all Pearl hardware, and
an old Caroline Aspen kick-drum pedal. My hi-
hats are two 16" Zildjian crashes; my ride cym-
bal would be a 22" Paiste 2002 Power ride.”
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ther designs give you “either/or” The

DC 24 gives you “AND": Two limiters AND
two compressors AND two gates AND a buiit<in
crossover, all in one compact unit.

A NEW SERVO-LOCE LIMITER DESIGN means
more transparent limiting no matter how
drastically the program material changes from
moment to moment. Our servo-locking circuit is
smart enough to continuously mamtair just the
right ratio necessary to gaarantee flawiess control.

SEPARATE COMPRESSION CONTROLS aliow
you to dial in the perfect amount of dynamics you
want, independently of the limiter. Extremely low-
noise, low distortion VCAs guarantee a level of
performance that will satisfy the uost demanding
recording or broadcast requirements.

THE INDEPENDENT EXPANDER/NGISE GATES
can be adjusted to tighten percussion or turn off
background hum and noise, without effecting any
of the other dynamic control operatians.

A BUILT-IN 4TH DRDER CROSSOVER
transforms the DC 24 into a bi-amp crossover/
processor all-in-one. You can minimize feedback,
maximize speaker ptotection and save
considerably on equipment costs. Or use the DC
24 as a band-split mono controller to obtain more
consistent broadcast or recording signal strength
with less “pumping™ and “breathing.”

Why put up with the expense and buk of
handling 3 or 4 conventienal units? Get greater
precision and more versatility with fewer side
effects, all packed into a single compact unit.
Experience a whole new dimension in dynamic
control from Rane. i
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RANE

Rane Corporation
10802-47th Ave. W. Everett, WA 98204
(206)355-6000
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PATHER OF THE

UNTIL RECENTLY, ROCK ANTIIOLOGIES WERE
“grealest hits” or “besl of” collections,
designed by markeling departments to
repackage hit singles. Most were hastily
assembled, slipshod aftairs that oflered little
in the way of artistic insights or historical
perspeclive.

Biograph helped change all that.
Columbia's thoughtfully arranged five-LP
boxed-sel retrospective of Bob Dylan’s
music, with previously unissued tracks,
superh liner noles and annotations by Dylan
himself. set new standards for the form. By
this fall, however, whal was once a trickle of
boxed-set tributes has turned into a cascade,
with retrospectives on Led Zeppelin. Elton
John, Jimi Hendrix, Marvin Gaye, the Byrds,
Roy Orbison and John Lennon (see reviews)
simullaneously appearing on a variely of
lahels—and all conveniently released within
amonth or two of Christinas.

No record company executive is more in
the thick of this trend than PolyGram’s
director of catalog development, Bill Leven-
son. The architect of 1988's surprisingly
successful Eric Clapton tribute, Crossroads
(three-quarters of a million copies sold
worldwide) and 1989’s sprawling Allman
Brothers retrospective Dreams, Levenson
has recently produced or execulive pro-
duced sets featuring the Bee Gees, Derek
and the Dominos, [ank Williams Sr. and
James Brown. The two Clapton sets have
drawn praise lor bestowing the kind of
largesse on rock’s icons thal was previously
lhe exclusive domain of classical composers
or jazz, pioneers.

The funny thing is that Crossroads is aclu-
ally the pared-down version of a far grander
scheme. “The original idea,” l.evenson
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BOXED SET

admits, “was to de a 12-record sel thal had
more sessions and third-party licenses [tracks
leased by one record company to another|.
But the company backed
oul of that, so I had to
rethink the concept.”

So far, boxed-set retro-
spectives have iuspired
an unusual degree of
respect and cooperalion
among otherwise competitive labels. “One
of the best resuits is that labels are finally

Producer Bill Levenson
spearheads the
anthology revolution

By Kevin Phinney

talking to each other aboul paiching differ-
ent periods of an artis’s career into a cohe-
sive whole.” Third-party license negolia-
lions are often harmonious as well—no
doubt because, as Levenson notes drily,
“what goes around comes around.”

Bul what about the musicians? [n addi-
tion 1o packaging the music in a way that
suggests an homage, Levenson says that
artists usually get paid “an equilable rale
better than an average of all the individual
tracks.” Contracts are frequently renegotiat-
ed, giving the artist a higher percenlage of
lhe profits than when the track was a hit. “In
the *60s mos! artists got belween two and
four poinis per song,” he observes. “In the
'80s and ’90s it’s not unusual to get 20 per-
cent.” When all the
elements are in
place, from irack
acquisition and re-
maslering to cover
art, commissioned
liner notes and
marketing, the cost of producing a boxed sel
canrun anywhere from lifty to one hundred

Photograph: leffrey Rrantz




UHF’s time has come.

With the introduction of the
Samson UHF* Series, we
thought it might be helpful to
provide you with new informa-
tion about this technology.

1. UHF gets better recep-
tion. Yes it does, in the sense
that UHF operates at the
higher frequency range of
902-952 MHz. There is a lot
less traffic up in that band-
width. And, more importantly,
less RF interference and noise.

2. New UHF technology

has recently been

made available. For the
UHF Series, Samson put four
of our finest wireless engineers®
on the case. Using up-to-date
developments like Di-Electric
filters, Gas-Fet and new cellular
technologies, they were able to
bring UHF up to a higher level
of performance.

3. UHF sounds better.

A dangerous generalization

Eerhaps, but it does have wider
F dynamic range. And because

we’re the first to use dbx*

Noise Reduction in UHF, the

resulting audio quality is even

more impressive.

4. More frequencies are

available. Samson offers
seven UHF frequencies that
can be used simultaneously. If
ou’re already running a lot of
’'HF on stage, you can place
our UHF frequencies on top of
these without any interference.

EIGHT
THINGS

YOU
SHOULD .

KNOW

ABOUT
UHF
WIRELESS.

5. Samson UHF offers
more microphone options.
The all brass UH-4 hand-held
transmitter is available with an
incredibly wide variety of the
industry’s most popular mic ele-
ments. The streamlined UT-4
belt pack transmitter comes
equipped with a broad range of
high quality lavalier micro-
phone capsules.

6. Samson UHF antennas
set new standards.

Custom made so they are
acutely sensitive to our band-
width, Samson’s high efficiency
cellular antennas can be either
front or rear-mounted. Because
they are positioned at a 45°
angle to the front panel, several
UHF systems can be cascade-
mounted in a single rack with
antennas in the clear.

7. UHF is more expensive.
Until now. Because of robotics
assembly techniques and
surface-mount technology,
Samson was able to make UHF
a realistically priced option for a
whole new class of users.

8. Write for a free Samson
UHF White Paper. Find out

more about UHF and one com-
pany’s approach to this exciting
technology. A higher method
that promises clearer reception
for everyone in the wireless
future.

SAMSON

WE ARE THE WIRELESS FUTURE®

Samson Technologies Corp. PO. Box 9068, Hicksville,
NY 11802-9068 (516) 932-3810 FAX (516) 932-3815

©1990 SAMSON TECHNOLOGIES CORP

“In case you were reading to fast, we wanted to remind you that this ad is about URF, not VHF wireless. OAs long as you are reading our ad this closely, we thought we'd tell you who they are:
Yukinaga Koike, Doug Bryant, Tak:o Horiuchi, Susumu Tamura. tdbx is a registered trademark of Carillon Industries.



thousand dollars.

Levenson intends his sels to be in-depth
documentaries tracking the musical evolu-
tion of an artist or group. “At least that’s
what we tried to do with the Clapton and
Allian sets,” he says. “But The Layla Ses-
sions is more of a six-weeh retrospective.

The album originally emerged as a series of

jams where the musicians would just
improvise until they felt they had something
interesting, then add lyrics and turn them
into actual songs.”

The new three-CD set includes a com-

pletely remastered version of the original

Layla LI, plus oullakes and 77 minutes of

jams featuring Clapton, Duane Aliman and,
for the first time, other members of the All-
man Brothers Band. “Most of it is prelty
free-form,” the producer says, “but you'll
hear bils that became signatures of different
songs: a little snippel of ‘hilling Floor,
things like that.”

In remaslering Lavla, Levenson says the
“blueprint of the original was used. We
started to go analog [the way the album was
recorded], but I dido’t like what was hap-

S strings
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pening. The mixes were a little heavy in the
lop end. and the hottom end was gelling loo
boomy, so we tried to go digital and that
gave us just whal we wanted.

“When | lirst heard Layla as a teenager, |
didn’t know what 1o make of it. Now, in this
age of sophisticated processed records, il’s
nice 1o hear something that still has the
human element: bum notes, hroken toms
and all. But the passion and the playving still
come through. And little things can knock
you oul—like you have this vision of them
playing through mountains of Marshall
amps and then you {ind out Eric was playing
through this little Pignose most of the time.”

In October, Levenson's four-CD) Bee Gees
boxed sel hit the shelves. Ten years after the
demise of disco, hoth band and producer
have pulled out all the stops in an effort 10
win the group some measure of critical
respect. Levenson, who worked divectly
with the brothers Gibb to assemble the
pachage. believes their iusic may convince
sheptics better than any amount of rhetoric.

“Listen to this set,” Levenson says, “and
very quickly youll find yourself saying, ‘Oh, |
forgot this.” There are close (o 80 songs—all
of them wrilten hy the brothers. WWe used
four CDs and we still couldn’t fit everything.
We didn’t even go into their Australian
career, hecause that's another three albums
and 40 songs. And this is not a hand where
vou’re stunned by the musicianship; these
guys were masterful songwriters. So we
open with ‘New York Mining Disaster 1911,
and the set unifies the lolky era they went
through with their country phase along with
the dance trachs from the *70s and stuff from
the ’80s.”

A Hank Williams set, 10 be released for the
holidays. includes an unreleased 1942 rarity,
“I'm Not Coming llome Anymore,” and the
original version of “There’s a Tear in Ny
Beer.” NMeanwhile, Levenson is sorting
demos and hits for next year’s eagerly await-
ed four-CD James Brown anthology. The
original seven-minute version of *Papa’s Got
a Brand New Bag™ has already heen discoy-
ered. Reportedly, Brown has also been partic-
ipating, by phone, in rounding up material.

“Since | began doing these pachages, no
one has accused me of doing something con-
trary 1o the artists’ work or intentions.” Lev-
enson says. “And if I was the artist, | probably
wouldn’t want someone messing with it,
either. Butil'you don’t hear any complaints,
you've gol 1o figure you’re heing lrue enough
to the work to make people happy.” M



THE DIRTY DOZEN

BLACK FLAG
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BAD BRAINS
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MACED PARKCER'S GO A BRAND MEW BAG

THE COMVIAND USUALLY CAME WHEN JAMES
Brown reached the end of a grueling love
sermon. “Maceo, come blow your horn.” he
would urge, in a voice that walked the line
hetween genuine need and campy theater.
Aund for years Maceo Parker, the low -key
handleader and alto saxophonist, would
step up and hit the emotional target. Parker
was Brown’s perfect foil—a player with
blues in his blood, plus enough musical
authority to take the spotlight without let-
ling the intensity dip.

“There’s something
magic about James
Brown saying, ‘Maceo,
blow your horn,’” Parker
admits. “You always feit
something real behind
it—never was it just going through the
motions. In a way, it made me play.”

Brown’s release fromn a Georgia halfway
house program—the final step to freedom
afler more than two years of incarceration
for drug possession and weapons viola-
tions—remains Topic A with most of his
hand. But in the interim, others have been
asking Maceo lo blow his horn, and he’s been
more than willing to comply. is bulbous
tone invigorates Living Colour’s “Elvis [s
Dead” and adds much-needed spice 1o | Jeee-
Lite’s hit “Grooving in the Heart.” Parker’s
hip-hop 12-inch “Let Him Out,” dedicated to
you-know-who and released in the L1.S. as
Maceo: For Al the hing's Men, is a hit in Ger-
many, where he says inlerest in Brown
verges on mania, Rappers are catling Parker
lo sample his sax. And, along with Brown
trombonist Fred Wesley, Parker is working
again wilth Bootsy Collins—on the Maeeo 12-
inch, and in performances that blend the
simmer of the JBs with P-Funk chantsto cre-
ale a pan-generational soul stew.

Finally, there’s his own record. Rools
Revisiled, which is turning Maceo into
something ol a celebrity. He seems te relish
that too—particularly as the allention is
prompted by such an unlikely record. A
return to the loose, organ-propelled blow-
ing sessions of the late ’50s, Roots Revisiled
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Saximan wails
while the boss
is in jail

By Tom Moon

finds Parker moving into the shimmering
swing of Larl Bostic, David “Falhead” New-
man, llank Crawford. Though il covers
roots ideas—there are hints of Ray Charles
in the horn charts, as well as treatments of
Brother Ray’s “Them That Got,” Mingus’
“Better Git It in Yo’ Soul” and the hansas
City shuffle “Jumpin’ the Blues”—there’s
nothing scholarly ahout it. Nor does Maceo
abandon the funk: Sy Stone’s “In Time™ and
a rewrile of Brown’s blistering hallad “It’s a
Man’s World” display
Parker’s knack for under-
stated percolation.

“l knew that sooner or
later a siluation would
appear for me to do a
record like this,” says
Parker, who has recorded only sporadically
under his own name since heginning his
on-again-off-again gig with Brown in 1964.

“I’ve always been able to get my ideas
across without moving away from my
sound. My music doesn’t have deep
changes, or different things going on during
every beat. But in a setting like this, it’s all
me. Maceo, 100 proof.

“People want lo hear something that’s
real, that’s all. The critics will say, ‘Okay,
fine, what are you doing that’s new? And I'll
say there’s really nothing new. But once you
get beyond that, you hear something that’ll
imake you feel good. People relate to that.”

Parker’s acute awareness of the public is
a function of more than 20 years spent
watching one ol popular music’s most
incendiary figures—on top, al the holtom,
blowing obvious big hits, scoring flukes,
pulling out great shows under adverse con-
ditions. Through this, Parker says. he’s
learned to give the public what it wants.

“James thinks in terms of feeling more

Photograph: Steve Winter
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JLY ONE WIRELESS MIC CAN DELIVER |

GENUINE SOUND AND RELIABILITY OF

THE LEGENDARY SHURE SM58...
. THE SHURE L2 WIRELESS.
pts uf companies make handheld wireless mics. And many use
i MS8eartridge to do it.
Iy Shure guarantees you the total performance and relia-
$ouvE come to expect of the SM58. That's because we tune,

i and test each L2/58 wireless to make sure it provides the same

‘outstanding sound quality and rugged reliability of our cabled SM58.

Our L2 wireless transmitters are total'y designed and built by
Shure in the U.S.A., and include some of the most advanced features
in wireless. Features like a totally enclosed loop antenna, double-
tuned RF stages and Shure “Mirror Image” companding to maximize
dynamic range while reducing noise and distortion.

In addition to the L2 SM58 version, you can L2 transmit-
ter featuring our extraordinary new Beta 58 cartridge® popular
SM96 condenser cartridge. And all three microphone “heads” may
be used interchangeably with any L2 transmitzer.

So remember, when it's SM58 performance you're after, don't
settle for just a Shure cartridge when you can get the whole package,
body and soul. For more information on the Shure L2/58, give us a
call at 1-800-257-4873. The Sound of the Professionals®...Worldwide.

THE SHURE WIRELESS
A /s 5E

w




“The Brues Master sounds
fantastic in my setup, and I'll be
using it for the score of the Beach
Boys mouie for ABC, as well as my
other projects. It really does give me
the sound of a miked Fender® amp..
and believe me, I've tried lots of
other products that have made that
claim and have failed to deliver.”

] - Jay Levy, creator and
musical supervisor of hundreds of
hours of music for film and television

Make You Smile

“As I started ripping an improvised rhapsody in blues,
I couldn’t help but smile. The BLUES MASTER sounds
good - damn goad.” — Guitar World [11/90)

BLUES
MASTER-

9

el i
o N e
<L
=

DLETRESLE

BRIGHT
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Hughes & Kettner, Inc., 35 Summit Avenue, Chadds Ford, PA 19317
For more information, call (215) 558 #345, or FAX (215) 558-0342
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We'll give you more than the
basics on the Low Impedance
advantage, send for free atalog
EMG, INC./Cept. M/P.O. Box
4394/Santa Rosa, CA 95402/
(707) 525-9941 o CANADA
Louis Musical, Montreal
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than specific songs. So when | write, 1 try to
find something that hints at my mood. That
ballad thing James does really started out
with ‘Summertime,” and when he wrote it, it
was ‘Man’s World,’ and later ‘The Soul of a
Black Man.’ And this album has ‘Children’s
World,” which is basically the same thing.
It’s not like we’re ripping ourselves
off—people love that feeling.”

Parker credits Don Pullen with helping to
create the right vibe in the studio. The idea
to record with Pullen had been in Parker’s
mind since the mid-’70s, when they first met
at a jazz festival in Oslo. “He and Dannie
Richmond were doing the Mingus thing, and
1 walked into the hotel and heard these guys
playing in a lounge. There were musicians
all over the place, and it was hot. I didn’t
know whether to run and get my saxophone
or a tape recorder. 1 ended up jumping in on
a real uptempo blues. It was like three-on-
three street basketball, where everybody
makes the good passes. All we could say
when it was over was ‘Yeah.””

Though hé’s left the Brown band a few
times over the years to record with Brown’s
musicians as Maceo and All the King’s Men,
and work with George Clinton and Bootsy
Collins, Parker says Brown’s prison term
forced him to take control of his career in
ways he hadn’t before. “I realized 1 had to
knock on a few doors,” he says. “I've stopped
three or four times now, and every time I geta
little stronger. This time it forced me to really
charge things up, and | can stand taller forit.”

Brown supports his band’s solo endeav-

ors. “He’s encouraging me to go ahead,”

Parker says. “He’s making plans too—it
looks like the work-release thing could end
in January, so he’s working on a documen-
tary, and thinking about playing again. It’s
weird: Now he says, ‘l hope you guys can
come help me when the time comes.’ I cer-
tainly feel like I've got to be close by. | want
some more of that feeling when he gets out.
1 don’t think we’re through yet.” M

HONKWARE |

ACEO plays a Seimer Mark VI alto
sax—he rarely plays baritone any-
more, and though many of his early
solos with Brown were on tenor, he's
only recently considered picking up
that horn again. He likes the Selmer and says
his mouthpiece, a Brithart Ebolin that came with
it, works fine. He uses Rico 3¥2 reeds. '

s — |




— GUITAR SIENAL PROCESSOR
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WARNING

with strings this HOT,
necessary precautions
should be taken.
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WAS 14 WHEN I BOUGHT AN ALBUM CALLED KING OF THE
Delta Blues Singers. If something can overwhelm and
insinuate at the same time, that was this music’s effect on
me. It got to me, hit me as hard as “Like A Rolling Stone”
or “lley Joe,” except this was far inore troubling, sugges-
tive, exotic. Robert Johnson came to me out of a distant
time and place; he came unadorned by facts or known
photographs. Just a voice—vulnerable, high, liquid, swooping
down to gruff barks; a guitar, with its shuffle-hoogie hass and knife-
like upper-register runs; and a scary intensity that leapt off the
scratchy masters and fried my impressionable young brain.

This story is not ahout Johnson’s life; it’s about his aflerlife. Ile

was 25 when he first recorded in 1936. Eight months later he
recorded again. In -
August, 1938 he was
murdered. Twenty-
three years later, on
the cusp of the ’60s
blues revival, King
of the Delta Blues
Singers was released:
Columbia Records’
first rural blues 1.P
ever.

1t didn’t take long
for a cult to form
on two continents.
“Who the hell—
where’d you get
this?” said 18-year-
old blues scholar and
no-account  Keith
Richards when Brian
Jones played him the
album. In Los Ange-
les, 14-year-old Ry Cooder sat down with bottleneck and guitar to
try and make sense of this goddamned crazy stuff; on the East
Coast, John Hammond, Jr., son of the great talent scout, got his
hands on a nine-song tape hefore the albuin was even released;
with Jorma Kaukonen and his other blues-and-ragtime picking
buddies at Antioch College, [lammond spent 1960 wearing the tape
out. John Hammond’s lead guitarist on the 1964 album So Many
Roads was a precocious 20-year-old Canadian named Jaime Rob-
bie Robertson; in ’61 or '62, Robbie had walked into a Memphis
record store, bought Aing of the Delta Blues Singers and seen right
away, “This is it, the real item.” Robert Johnson had commenced
his amazing subterranean march into rock 'n’ roll.

In its 30-year life, King of the Delta Blues Singers, Volumes I and Il
(a second volume came out in 1970) has kept up a smallish but
healthy sales flow, quietly becoming a talisman, a sacred text,
among rock musicians. “There has not been a better album in the
history of the recording industry,” wrote critic Greil Marcus in
1975. The Rolling Stones and Eric Clapton have cut many a Robert
Johnson song: “Love in Vain,” “Stop Breaking Down,” “Ramblin’ on
My Mind,” “Four Until Late,” “Crossroads” (Clapton’s virtual theme
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Standing outside Morgan City, Mississippi, this is reputed to be the juke joint
where Robert Johnson gave his last performance on August 13, 1938. Murdered
with a dose of poisoned whiskey, he died nearby three days later.

song); other artists—Bonnie Raitt, Steve Vinwood, Cooder, Taj
Mabhal, even the Kronos Quartet—have recorded more. But you
can’t measure Johnson’s impact in cover versions; his influence
lies much deeper. For rock ’n’ rollers today, Johnson is a mirror and
atouchstone, perhaps the first of their breed. Clapton and Richards,
probing their roots in middle age, acknowledge Robert Johnson as
their master; to Robbie Robertson, Johnson is “the original print on
things.” Nor is Johnson’s spell restricted to rock 'n’ roll dinosaurs:
25-year-old Chris Thomas idolizes him, Tracy Chapman broods
obliquely over the Johnson myth in her own “Crossroads,” the
Cowboy Junkies recorded Johnson’s “Me and the Devil Blues” for a
recent movie soundtrack, and Prince’s film company is developing
a screenplay based on the bluesman’s life (the *80s already brought
us Hollywood’s
silly Crossroads,
“inspired” by Rob-
ert Johnson’s leg-
end). And with the
release this past
September of a
project begun 15
years ago—~Robert
Johnson: The Com-
plete Recordings,
all 29 songs and 12
outtakes—you'’re
seeing a whole lot
of very excited
rock stars. Ask
them about them-
selves and they’re
testy, glib or un-
reachable;  ask
them about Robert
Johnson and you've

got an interview.

Why is Johnson’s grip so strong? Well, there’s the alluring mys-
tery that still shrouds his short life, despite massive research. Sec-
ond, there’s the legend of his pact with the Devil. You can take it as
Mississippi fotklore about bluesmen—Peetie Wheatstraw, afler all,
was “the Devil’s right-hand man”—or you can take it as latter-day
Faustian myth (Robbie Robertson’s approach). Take it, if you're into
spooking yourself, literally; or you can take Johnson’s lyrics about
walking with the Devil as metaphors for his own darker side. No
matter how the legend grabs you, it’s pretty potent stuff. Blues
scholars who insist that Johnson was just one of many fine Delta
bluesmen are honorable but small-minded: To miss the mythic in
Johnson is to miss it in Buddy Bolden, Jelly Roll Morton, llank
Williams.

But above all, there’s Johnson’s music: carnal and funky, techni-
cally amazing, lyrically rich. A reference point for a lifetime. Genius
pops up in all sorts of places, and in the mid-1930s a genius worked
the juke joints of northwest Mississippi and east Arkansas. But
don’t take my word for it; listen to what Clapton and Robertson and
Billy Gibbons and Robert Plant and Ry Cooder and all the others
C I AN
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have to say. And then take a word from the wise—{romn auld Keith,
that is: “If | could put it into words | gladly would, but then you
wouldn’t need o listen to Robert Jolinson. i you like great music,
then that's the man.”

- Actually, 1 gol a big picture of him

on my wall. [t was jusl in the video of the song

“Wanna Die With a Smile on My Face.” Robert

Johnson meets MTY, you know? It’s overdue. I got

introduced to Johnson in school, at Southern Uni-

versily; it must've been ’83, '81. And | don’t know if it was hecause
he was younger than those other guys when he recorded or what,
bul he didn’t have the same big powerlul raspy voice that Son
House, Charley Pation, Howlin’ Woll had. Robert was dilferent. He was
a young fellow, almos! a little boy. Mayhe that’s one reason | was able (o
relate to him. Not that [ can play his siyle, I’'ve never even tried—

“Travel On, Poor Bob,

—J usl Cmﬁ Tm’n Ymu "{mnn(i

Autumn 1990 saw the making of an unlikely new
pop star. There he was: Robert Johnson with a
bullet, as The Complete Recordings jumped onto
Biltboard's Top 200. leapfrogged past Madonna
and 2 Live Crew, kept its bullet and went steaming
towards 150.000 copies. During one giddy October
week, Johnson outsold New Rids on the Block and
Warrant. trailing only George Michael and Mari-
ah Carey on CBS' roster. \ CBS promotion exec
got an excited, entirely serious call from a mem-
ber of his Midwestern staff: “Lislen, can the New
York office get Robert to do some phone inter-
views with radio stations here?” The reasons are
hard to pinpoint—the so-called blues explosion of
1990, a 20-year buildup of curiosity about Johnson
with no new product to slake it—but an album of
30-year-old Mississippi folk music has, no matter

how improbably. invaded the realm of rap and

technopop.

Yet the evil imps that dogged Johnson in life
have worked some subtie havoc on his recorded
legacy. At some point after the mid-1970s, all the
remaining metal parts—the source from which
records are pressed—for Johnson's songs vanished
from CBS’ possession (the rest were long gone,
probably scrapped during World War II). The
source material for The Complete Recordings is a
1974 tape made from the metal parts and from test
pressings: the new album’s quality is lower than if
the engineers had been able to master straight
from he metal parts—though to these ears it's a
real improvement over King of the Delta Blues
Singers. But what happened to the parts? Were
they stolen? Inadvertently thrown out? Are they
some collector's secret spoil? A half-dozen stories
circulate. none of them conclusive—just like the
tales surrounding Robert Johnson's murder.

-TS.
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it's difficult'—but I could
relate. And | could relate
to whal he was singing
about—I grew up in that
same surrounding.

Robert knew—maybe
nel many other people did,
but he did—that what he
was crealing was really
special. For him to find his
way into, here it is, 1990
and we’re talkin’ about his
music—I don’t think il
would surprise him.

His song “tlot Tamales
and They're Red Hol"
shows his versatility: Now
we're hilting hore with my
whole theory about blues.
People say blues is a certain
chord change, but if you
hear Robert Johnson
singing “Hot Tamales,” he
slill brings lo it the same
thing he brought to “Cross-
roads” or “Ramblin’ on My
Mind” or "Come On in My
hitchen.” It doesn’t inatler
what song, he’d still bring
that same eeriness. WWhen
they look himto San Anto-
nio they said “Okay, play
the blues,” so thal's what he
gave them. But ’'m sure
Robert Johnson could have
played, and probably did
play, anything he wanted. I
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they’d said, “Come on
in here and make soine
jazz for us,” we'd be
hearing a whole differ-
ent Robert Johnson. If
you gave Robert John-
son five bucks and said,
“NMake me a blues rec-
ord,” he’d do it, and
that’s what happened.
Then people zoom in
and say this is what he is.

A lot of places he
spent lime in, | spent
lime in those exact
places. | know how
they smelled, | know
the kind of people he
played in front of. A lot
has changed bhut a lot
haven’t changed. I've
been roaming around,
going through a lot of
the same things "’ stulf
that Robert experi-
enced. I’ve been back
up there in the Delia. .
You almosl playing for
your life in places like thal. One time | was oul there, | was playing,
[ don’t know, Rick James, and thev was geltin’ nwad. There was one
guy dancin’ but | later found out he was deaf? Thal was the kinda
place Robert was Killed in. A lot of guys was Killed; Robert was just
the one people knew aboul. You might be Robert Johnson, people
might like your music, bul you're not a star. you're just one of them.
They'll dance to your music, but alter the gig they'll cut your Lthroat.

Sorme of the old blues guys around Baton Rouge, I'd ask them did
they know about Johnson. [Thomas’ father, Louisiana bluesman
Tabby Thomas, runs the Baton Rouge club Tabby's Blues Box.|
They said no, but then [ was playing one of his records, could’ve
been “Terraplane Blues.” and this one guy knew him. Not by name
but by sound. It was either Silas ilogan or Guitar Kelly. and they
said they knew that song. They remembered hearving it on the juke-
box, back when they was learning The real blues guys, usually you
can’t ask ther about someone hecause they all feel they was just as
good as anyone you could name!

People lisien 1o Robert Johnson now and they say, “Oh yeah,
that’s traditional, that’s dated.” But hey, in Robert Johnson's prime,
man, lie was blowin’ minds, he freaked people out so much they
figured he was Lucifer himself, like he’s working black magic or
something. Robert Johnson was probably much hetter live than in
that recording studio. Probably in a joint he was so good they jus
figured he had to be some kind of demon...just scared everybody.

He is the original rock '’ roll guy. Because rock 'n’ roll means
somebhody that’s on the outside, that’s lonely, the guy that dont fitin.
Not that he don’t wanna fitin, but they won’t let him, he can’t, he’s
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"Robert Johnsonwas the original

rock 'n’ roll guy. If a motorcycle had

beers around, he'd have looked real

comfortable on that.”
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an outlaw. Robert Jolmson was an outlaw, he didn’t fit in, he didn™
have no lies, he didn’t have much of a fami'y. Just moving through
the Delta with a guilar. Il a motoreycle had been around he would
have looked real comfortable on that. Robert Johnson with his
leather jacket and motorcycle. And groups like Black Sabbath, Alice
Cooper, who have this Devil imagery, | mean thar’s like silly non-
sense—Robert Johnsen and the Devil. man. they was walking side
by side!

It wasn’t jusl Robert Johnson: all bluesmen was playing the
Devil’s music. The Devil myth, Robert didn’t dream that up, that
was just the way it was: kither you sungin church or you sung
blues, and if you sung the blues you were singing the Devil’s music.
Like Slim Harpo said—“C’mon baby, scratch my back, we ain’t
goin’ 1o heaven anvhew.” The guy who was the blues singer, those
guys were looking for szlvation too, hut they were more honesi
about their shortcoming. |f they wanted a2 woman or was gonna
drink some whiskey, they weren’t going to hide it in the choir
stands.

Robert Johnson. | haveto hold him up. He gave me a vision that |
could be a young guy and do this. He is what inspired me to get my
first record out there, to nol waste any time, 'cause | realized, as far
as rock ’n’ roll goes, and youth, that there is something really dan-
gerous and magical about that combinalion.

Having him on my wall and putting him in my first video, that
pretty much sums it up. There’s a million people eould be in those
two places, but he’s the one.

OBBIE ROBERTSON~  When I first start-

ed playing prolessionally, on the road,

was 16 years old. And [ was kind of

obsessed. I had 1o be to get the job | want-

d, with Ronnie Hawkins. this rockabilly

guy. [ was so obsessed that when we wen: from Canada

down south, | was just stealing everything in sight. I came

a long way in a short time, and people used to kid me,

they’d say, “What is it with this guy, what'd he do, sell his
soul to the Devil?”

[ didn’t understand what this meant, but then | heard
people in Arkansas referring to Rohert Johnson in this
connection. Just in a kind of folklore sense. And I didn’t
want to let on that I didn’t know about him. Down there,
one thing that was really very surprising 10 me was that
the milkman knew as much about blues as the most pro-
found follower. Eversbody knew this stufl, and [ thought t
had reached the fountainhead!

I went to a record store in Memphis called Home of the
Blues and spent my first week’s paycheck on records by
Howlin® Wolf, Liitle Walter, Muddy, Sonny Boy
Williamson. I became very influenced by Hubert Sumlin,
by a lot of these different people. Then I got Aing of the
Della Blues Singers. | was always very curious aboul
sources, about where things came from, and when I

Robbie Robertson

"Selling your soul to become 0 much

better than everyone—for a 16-year-old

guitarist this was an appealing idea!”

) K R O g,

record you could just feel it, it was so rich and so true.

Years later, | wrote this song called “Daniel and the Sacred
Harp,” and it was based on this whole mythology, it’s a disguised
versian of the Robert Johnson story of selling your soul to the Devil
10 be able to play amazingly. I mean, there was limes when | was
struggling and my lingers were bleeding and I'd say, “Jesus, doesn’l
anybody know—my soul is for sale! Come and get it! llelp me over
this bridge, let me play the way [ want to play!”

When I'd first met Roy Buchanan in 1960, he was Kind of a mys-
terious characler, maybe three or four years older than I was, but
he’d been around quite a bit too for his young age. Roy told quite a
lot of stories, | mean, crazy stories, that he was half wolf and half
man. When he’d talk about how he got to play like he did, saying “I
practiced™ is a boring story, so he’d make things up. And they
weren’t tremendously unlike this Robert Johnson story. Now, we
know that these are just silly stories, but it’s kind of really fascinat-
ing American mythology. We'd be sitting in a room playing togeth-
erand I’d ask Buchanan, “Where, /iow, did you ever figure that
out? Who did you ever see? And he’d say, “Well, [ can’t really tell
you,” very mysteriously and clearly implying that he’d made some
pact. And then years later it became obvious to me that he had
heard these Rohert Johnson stories and was playing a gaine with
me. He’d say, “WWhen you do what I've done—which [ can’t talk
aboui—il means that you’re probably gonna die a violent death,
and way before your time, and that’s the price you have to pay.” So
Pm only 16 vears oid and I’'m listening to this guy with my mouth
wide open and my eyes like hanjos, ’cause I didn’t really know
enough to just dishe-
lieve him, and I’'m
thinking, “llinm, well,
usually about 50 per-
cent of what someone
says is lrue, so...”

But look at Buchan-
an—a violen! and inys-
lerious death at 49!
Lel’s hope you make il
past 30!

|laughs]...The point
is, Robert Johnson’s
influence on me is
more in story than a
matier of stealing his
licks and using them
later on a record. 1
didn’t do that. For me,
the music just made the
slory more true.

tlis plaving, every-
thing he did, the cre-
ative person that he
. was... For me, I’d put

heard Robert Johnson [ said, “Oh, / see. People just copied him and
then they took it two steps further like it always happens.” | listened
to him and I thought “This is it, the real item.” When you put on this
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people in categories, and the main caiegory was “Originators. The
Real Item.” And this guy was an inventor. Whoever he siole from
we don’t know about, so this makes him kind of the original prinl
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on things. Now, | appreciated that tremendously, but whereas
maybe somebody else, maybe Eric, would take licks and use them,
[ didn’t do that. Not hecause I was being righteous or anything;
just wasn’t a guitar player who sat down and learned solos of*
other people’s records. I didn't do it because I didn’t have time. |
had to get to the point of
invention immediately.
Something pushed a but-
lon in me when I was
very young, saying “You
must make it up your-
sell.”

And he’s one of the
people who said, “What
you do is you become
yoursell as quick as you
can.” The old story ahout,
“Well, you've gotla copy to
become original,” well, |
went through thal phase
in about six seconds. Evi-
dently, so did Johnson,
because there he was al
21 or 22, totally himself.

The story stung me at a
very young age. It’s prob-
ably a real old story and it
comes from God knows
where, but [ was always

Jim H)i@ﬂginé@h

‘1 defy you to walk down

Highway 61 at night and nol
get spooked.”

kind of a fool for this stufT. _
Besides, the whole idea of someone selling his soul and becoming
so much betler than anyone else—for a 16-year-old guitarist, this
was an appealing idea! Because | was on a mission. And my idea
was, “I'll get there, and like Robert Johnson, | don’t care what [
have to do to gel there!" This is kind of half-believing the stuff, but
al the same time being very affected by it. and having it never,ever
go away. IU’s nol like I forgot about it and then someone reminded
me and I said, “Oh dear!” No. it never lefl.

And that whole weird world down there, the deep South and its
music and its voodoo, is with me always. Yesterday was my son’s
sixteenth hirthday. When he woke up, [ had this song ready to play
for him. In the song it went, “I'in gonna bring back the second
cousin of Liltle John the Conqueroo.” And my son said to me, “I
don’t know what that is, but I love il!”

120 DECRINSON- When il’s dark on the Delta, man,
Robert is still there. In the Delta, as you drive south,
things slow down, get hotier, weller, maybe a little more
serious, loo. The feeling of the area is unchanged since
1938; the black people of the area haven't changed very
much, and it just wasn’t that long ago. \Vhere | used to live was
right off Mississippi 30, and at the crossroads of 304 and llighway
61 there’s a restaurant that was a plantation commissary 50 years
ago. [t hasu’t been redecorated much. and you can’t help but think
that he sat right there on the porch and played his guitar. ‘Cause he
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just did.

Highway 61 has its own kind of power. 1 defy you to walk down
Highway 61 at night and not gel spooked. I've been raised in a
Southern religious tradition and there’s some things I don’t believe
in anymore, some I do, but I'll tell you this: I wouldn't go down to a
crossroads on Highway 61 at night—and I don’t think you’d stay
there very long either!

I'you count Robert’s music in twos instead of fours, it makes
more sense. lle’s counting it like an African, in duple rhythm,
without a backbeal—which makes his music a lot less accessible lo
contemporary players. If you iry to count Robert in fours, there’s
1 114-bar, 13-bar, 121/2-bar choruses. which drive a modern player
nuts.

But where Johnson stands out the most is as a lyricist. There
were bluesmen going for irony, but not really satire. lle really did
add—! don’t want to be trite about it and call it poetry—he added a
poet’s touch. Here’s a better word: Johnson’s more literary, in a
weird kind of semiliterate way. Listen to “Dead Shrimp Blues”"—"1
woke up this mornin’ and all my shrimps was dead and gone”—
who had said thial? That’s Johnson talking about being impotent.
Blues guys had made sexual allusions, or pitied the human condi-
tion, but they’d never laken it over to a kind of black humor and
surrealism.

In “Ilot Tamales™ yon can hear (wo distinct voices, like a multi-
ple personality: a high voice and a low voice. In other songs, there’s
a third voice, almost a Howlin' Woll voice. You can either think he
was doing il theatrically, like a vaudeville routine, or that the guy
was nuts. I think Johnson was nuts. | feel sure he was clinical. I
don’t think the lyrics are nuts, but the multiple voices—I think it’s
obvious; if | was a clinical psychologisl, | could go in there and find
references. There are certain patterns that neurotic people express
lyrically and I think Robert Johnson’s full of 'em. | mean, what the
hell is the end of “L.ove in Vain™? What is he saying? lle says “Oh
weedy-woe.” What the hell is “weedy-woe”? He isn’t saying words;
1 think he’s trying to say something that isn’t quite coming out. I've
recorded [the Replacements’] Paul Westerberg and Danny Stuart
|of Green on Red] and other contemporary people: you turn the
music off and they’re not sayin’ words. And it isn’t just the crazy
people ['ve recorded—I've heard Mick Jagger say shit that wasn’l
words.

But Mick Jaggers nol crazy.

Weeelll, he just might be considered weird in some circles...

CooDER= T knew his tuning was G, [ could tell
that. Open G. I'd already figured out G tuning
through a long, tortuous, accidental process. It just
makes a G chord, it’s all thirds, a diatonic thing. And

ohnson’s bottleneck pieces—not all of them, but
primarily—seeined 1o be in G tuning. He probably had a capo on the
guitar somewhere. The mystery is...see, most of the Mississippi play-
ers played in 1), an entirely different tuning. So the mystery is...|long
pause]...You know, we don’t know anything. 1t’s so stupid to sit and
talk about these things, white people don’t know a fucking thing. The
key to all thisis what’s in the mind of the guy. Not what | think, but
what /e thinks. And how can | know what Robert jeont’d on page 10]
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K(@’I{ Uhg ‘I can figure out almost anyone's licks — but not his.”

I hat was the conneetion for white Englist eenagers lhe vou in the carly
'0Us [0 the Americun blucs artists that you were hewring?

Formyselfand tor everyhody else | knew just about, at least in my gener
atton, it started basically with rock "n" roll. These was obvionsly a lot of tradi
tion behind that musie. So it was o matter of reteacing the musie to find oul
where the base was. There used 1o be little elabs and cliques and societies
in London and all over England. Every towi, sometimes just four or five
muys—the blues freaks! And it was the guve that wanted to play that really
slarted o research it

Mick was the niost enterprising guy { knew in that respeet.in thai he
acluatly wrote 10 Chess Records in Chicago for a catalog, And it would come
like, six months fater—ahey swerent ihat quick! fle had the best blues cotlec
lion at the time. I was about (5, 16, someth ng like that, Mick and [ got
together and starled to play a litie bit and 1 zaess The Best of Viwddy Haters
was the criteria album at the time for us. And then we found out about
Jimmy Reed. And then you realize that there ™ a whole load of them! Ouee
vou're @ musician. if you dig the blues it's like a magnet: you can't ever let it
go, and it's something that's constant through rour life. If vou don’t know
whitt to do, then pot on some Blind Blake or something. Then you've got
something to do!

1 still has that draie for you

Is timeless. Blues strikes a chord in everybady. I'd have the balls to say
that it’s probabiy the oviginal musie. it doesn tiake a ot all you need is a
couple of hand claps and a stick and samething to twang, and a few voices. |
can see those cats in the caves—atl our toreheass and ancestors—I bet you
they were singing the blues.

Thost wese the stories that were told at the lime, is own contempuorarics
eere hloren aweay by hirn.

Well, whatever he did, mayvhe that was their best explanation: Yo krow
what he Bad to doto play like that!™ bva way, Erie Clapton was vers much
lile that. When we first started plaving, Erie would be at the front watching
us play. He couddie't play al the tlime. Six months fater he came back and he
blew evervhedy eut.

Lrecdly sed the sense in talhing 1o Clupton that- especiadly when he was
yoanser-—he veally identlied with Johnson, was reallywired indo um.

Yeah. Exeept Erie managed (o get older!

He cvvn vwiced some regrel thal istead of getting deeper into the blues he
became v mes ' roll star.

Yeal, | ean understand that. Ina way all of us feel a bit like that. But |
don’t tynk te tossed anything away. You can hear Robert Johnson every
time he plays, and hapetully now and again when | play (oo, 1Fyoure a play -
er evervthing that goes in vour ears eventually comes oul. So if vou hsten to
alot ol Bobert Jobinson, welllin ore form or another he's in vou, That's what
makes tae 2uy immortal. The gus was just amazing, vou know, Fmean, he's
Engtish! This guy could barely write his name, and he's coming up with
some weredible thymes, incredible ideas, ineredible words. He had quite a
vecabulary, S Ewonder what thehell he did, you know? He must have been
hanging with somebody.

ippazentl-he had u natural s,

Natural gifts, L would say, in abindance. As a player, singer, writers to be
alide to put a'l those three things together in such a short life. I mean. thal
iy sounos tine he's 40,50 vears old, like he's lived. ..

When did vou beenme aicare of
Robert Johnsoa?

It was Brian Jones who first played
me the record. and | said, "Who the
hell
superior!” Because that must have
been just about the peak, at least of

where'd yon get this? This is

“30s blues, just a blues singer with a
guitar. | think that work he did is head
and shoulders above anybody else, and
that’s saying a lot, because there's a lot
ol zood other guys around. Maybe the
zuy that did him in was another guitat
plaver! “Fm goma get rid of this sono-
fahiteh,

because he's oo good!”

Nabody can play like Johnson, bt
everybody tries. | know a few of his
licks: they're the most amazing pieces
ol musie, just to play as a guitar plaver.
1t's atmost elassical, even though it's
just a straightforward biues sequence.

And I've always been intrigued
about these stories that he was just a lad hanging around Son House, whao'd
lel him do a couple of numbers and say. “Go awas, sonm.” And then he dis
appeared. and il's like 40 days out in the wilderness. And came back with this
ncredible bunch of songs and this tneredible weehnigue and you say, “What
dieh you do oul there™™

The story ts he sold his soul to the Devil. But we alf do that! {faghs] 1's a
good one. and when vou listen to “lHelthound on Ay “Trail.” *Cross
roads”.. Jeehustles) Mavhe. Mavbe he actually nie! the cat!
M U s

Photograph Antonin kratoehvil/Dot

Viany lifetimes.

Yeah. [fooking al the photograph of
Johnson which Richards heeps nn his
mantelf And ifyou lovk at those fin-
zers, then you start to understand.
Look at the length between those
joints. Atnazing hands. \With lingers
that skinny and long, it means you can
hop around that board without all the
fingers tripping over each other and

getling in the way, you know. | mean,
there's alot of big guys—reddie hing,
Alhert King—and they could do¢ze
aronnd too, but for the style thal Bobert

wds playing, there's a lot of finger-
picking and it's very delicate stuff.
Amazing enough just to play like that,
but 1o be able to sing at the same time!

{side Irom his lechmgue, what is
it that sets him apurt, makes hine spe
cial?

First and faremost, the songs, the
acntal soaes, Thes are very untraditional in @ way, and yvou reatty come back
(o that word “conipelimg,” or “dviven.” There is some extra intelligenee at
work inhe yries and subject matler: {mean, *Come Onin My hitehen,” or
*32-20"— all the doctors in Lot Springs sure can’t help you now.” Theres a
master of English there,

Jobnson'sswork is never a rehiash of anything. [don’t think any budy hefore or
sinee quite g all o those talents tagether i one person, and that's why were
{alking abeut lim, because he's unaque. I0s like listening 1o NMozarnt, i vou really
cC I AN
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want o get mio music, becase | hike all Kinds of musice. 1 has a whole range of
things. it doesn'tjust excite one little part of vou its all o it you know,

Muddy Waters was totally immersed in Johnson's stufl. His first records
prove it And he was the next one—afler the second World Was, when they
starled recording again—that started lo approach Johnson's level of intensi
1y, Muddy carried it on: via Muddy, it went 1o Chuek Berry, to Little Richard
and to the white guys; to Elvis Presley, to Buddy Holly, They all listened to
Muddy. And so without knowmg it, they were listening to Jolinson as well,
because Muddy came trom the same area. [ spoke to Muddy about i As far
as ] can recollect, he couldn’t say whether he'd actually heard Johason in per-
son or knew him or nol, but he kitew about him, and was picking up his
records at the time that they came out.

It's as I say about all musicians: The only thing you can put an their
tombstone is “le Passed [t On.” So, whether anybody knows it or not, John
son’s influence via Muddy and then via Chuek Berry and then by ourselves
and the Beatles—it's all-pervasive, isn't it? Because without knowing it, we
suahked him up before we even knew who he was, | started tryving to play
fike Chueh Berry, and then 1heard Muddy Waters and played hle that. And
then 1 gol back to Johmson, and the imtrigumg thing to me stitl is, where the
hetb did e getit from? There were people around, influences, it probably
should remain a mystery, because there's a mysterious aspect (o Johuson,
That’s the other thing; he's gol this incredible image, too.

Clapton compares himn to Jimi Hendriv. who also died at 27,

There's a correlation there. That's a pretty good connection, Lrie! Yeah,
veah, that's a very good one, [t never oceurred to me -~ not that he died at the
same age, gt in that incandescent sort of explosion, alntost as il, *P've done
what {'ve got to do: bye-hye.”

tnd that's alt we get. 've gol a photograph ol Johnson Lwant to show you
that bet you've never seen hefore.

Greal suit! [fooking at the “mastripe suit” photograph| Man, see what |
mean? This cat is a really sharp imotherfueker! sudies photograph| Same lin
zers oo, yeah, Ldidn'Uknow there was another picture of hine. That's amaz
ing, that's great, Charlie Watts is going to o berserk: when he sees this suit and
these shoes! This guy —that’s what mean about the image. Forget it this gy
had an atl-around thing. Amazing hat, man, look at that. This cat was obv
ously no country bum anvmore., by the time he got to this. Was bea ng @y ?

Ik Clarh, who grewe upwath hum, told e he weas a small suy:

Yeah? Because I'm looking at the gustar, and mowondermg i its o small
guntar. Its very interesting, What hands! [whistles] 1 ean do that! Amazing.
Wait until | show the guys!

You keep Johnson's picture over your maniel, you ve recorded s songs.
you feel so highly about him. Do you feel you're carrying on s tradition?

Well, you'd fike to think so. In-a way, yeah. | think in the same way that
Robert Johnson carried it on, Because, as | say, it's the passing it on that's the
real fruit of playing nwsic. I von can tumea few people on to something, a
little bit of you sirvives in what they do. And 1o me, Johsorn's mfluence on
peaple is way and above—we've not sitting heve tatking about hun for noth
ing. you know, e condensed it all, just Iike that. Lyvervone efse has hit il
here and there, certain aspedts of il But everything yvou want to know about
the blues is in those 29 tracks.

There's like a defayed fuse on Bobert Johnson. When he was alive and when
he made those records, he was probably just seling a few records, Nolasensa
tion. He never got to a wide enoughtaudience, he didn't live long enough o do
that, Because he may have—if he'd kept aoing, like Teadbelly or Big Bill
Broonzy, he may have been playing Furope i the 508, stunning people. But
the fact is, he's almost hidden away there with those 29 tracks, And the fact
that they stitl foree their way through, the fact that we're here talking about
them now.. Imean, Ljust finished rehearsing a whole Rothing Stones show,
but P happy to sit here and talk about Robert Johnson. Lake alb great music,
it's indefinable. H 1 conld put it into words | gladly would, but then you

wouldn’t need to listen to Robert Johnson. [f vou haven't heard about him, il
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vou haven't heard what he's done. then do yoursell @ tavor and give him a lis-
en. Tome, he's head and shoalders above anvbody else. Fmean, Fean figure
oul evershody else’s icks, just about. Bul ot this one. S just fun bying.

Ihat are vour unpressions of Joluson and his life from the things he sang
abvut?

Pwonderil as a person he was ansthing tike the persona thal comes
across ot the records, Ui not saving it was an act by any means, butir's like
great eomedians —most of them are not funny when they've nol working:
thev're vers depressed, vou can't get them to smite. And | wonder if he just
sort of found this superitatural faseination. And found that's the way he
could write, and that's what would come oat when he was writing that
almost free-formsort of stull, Becanse 1 ook at the cat’s pholograph and |
don’t see a troubled guy, really,

And he's a eraflsman. Thoese songs are well honed, they're not just some
madman running around. I's not eerte in that sense; there’s a lot of work
that'’s 2one into those songs, | think he just found that subject Faseinating,
and found it he could express himsell. Or express that pant of every bods,
really. Because what he did is bring out the sort of superstitions and fears
that everybody has. Amd he managed W pat that into words and into musice.
Sohe's reatly exposing this hidden side that eversbody has nside. Maybe he
had nightomares, | don’t know, Maybe bie was an insomniac!

But Fdon'titunk he was obsessed. | see it that he just found that part of
himsell and recognized il in other people and managed to put that thing
into words, [t's a very diflicult thing 1o do: most songs are, “1 love you, june
and moon.” 1 just think that side of people and thal side of himself faseinat
ed him, and that's where he found that he could really express himself the
hest. And ol course, dying that young, it can lend Lo s whobi mystique. You
can dremn up s ting where he sold his soul 1o the Devilb and the Devil
gave him all these bories—na copyrigh?, you know!

IThat does Robert Jolunson: have (o do wdh voch n" rofl?

Just about eversthing. You've only ot to listen to a couple of those
rhythm licks: iUs there, Al you'd have to dois add a bachbeat. And if you
save himan electrie guitar and a hackbeat, that stufts rockin®, man. Il mean,
it's all the way. That's a straight connection, [ hink most of his songs are
head and shoulders above most rock 'n’ roll songs, you know, Although
we're stl wwarking on it

By ull accounis, Johason wcas a notorions ladiex” man

Sounds Ik it

—and the fechngs apparenlly were sraddwad: wornen liked his sharp looks,
filed Tus tusic According (o accounts, he drank wlushey fihe wed tea—

1 know a lew,

He used his musical abitity 1o escape having to worh for the Man--

TRnow a few, [laughs|

By the stundards of lus day: hé was footloose, he was no aceount—

Welk. il vou wrile that description down, e say it prety meh s a fews rock
‘' rolt people, probabls including mysei? What he's zot to do with roek "n* roll
is basically throwgh the gays that fistened to him and broughtitever through
the "508 and o our present era Anyhody tha decides 1o be anusician, espe
cially if they're Zoing 1o petform and da their onwn stull—theres i difference in
joining an orehestra and sitting in the pit and doing as you're told: you're stil
working for the Man there. Bt taking it out on your own=swhich [ know a bit
about, because that's what we have to do—is something else.

A il that description of him is trie—and | have no doubt it is; from all
P've heard, he was certainly a randy old bastard < well, tor a musician, it's a
great Life. T yone eavly 208, you know, you're moving around. you don’t
have to et mto any reerupinations—=you're gone already. [y the old
troubadonr thing, whach as part of any musician's hite,

It certanly secms ta hare been part of hus. From the e he was old
enough to he abie to make a hittle money wdh his musie, he was gone. e was
out ofthere.

Robert [fauglung, to photo of Johnson}-—join the ctub! (M)
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was doing “Traveling Riverside Blues”—you know, “you can
squeeze my lemon.” Just last night at the Meadowlands the stage
was full of lemons. And | was thinking, “If only Robert knew...”

When I got to Boston with Zeppelin in 69 and we played the Tea
Party, I met Don Law the promoter, who it turned out was the son of
the man who’d recorded Robert Johnson. Don talked about his dad
being down there in San Antonio; he told me the stories about
Johnson calling up Don Law Sr. from the hotel, saying “There’s a
woman here wants 50 cents and 1 lacks « nickel.” I imight call my
next album that, / Lack A Nickel, T love it, the idea of just not having
that last nickel. And Don told
me about the lost 13. | got
goosebumps, everything, you
can’t helieve how | felt. All we
had al the time was the origi-
nal album, though I’d heard
that Eric Clapton had a tape of
the lost 15. At the Tea Party, a
kid came up to me out of the
crowd and pushed into my
hand a little reel-to-reel and
sure enough, there it was. |
have no idea who he was, real
nice guy with spectacles,
never seen him since. That
was the first time [ heard “Liit-
tle Queen of Spades,” “l.ove in
Vain” and “Frorn Four Until
Late.” [The material was col-
lecled the following year as
King ofthe Delta Blues Singers,
Vol I]

So Johnson has foliowed
me everywhere. He’s with

Robert Cray
“When I first beard Jobnson,

1 thought be was from outer space.”

English accent, thinking it might get me through. The man caine
out and slarted talking: “Yeah, we played logether as kids, and then
he went away. He was mysterious, but he wasn’t mean. Sonny Boy
Williamson, he was mean. He came from Helena and stole my girl-
friend.” He said, “Robert lived over the road there, but the house
blew away.”

So | hung around, just standing there like some kind of fool. |
headed for Friar’s Point, and crawled in there with my car. Being a
blues freak, I knew Robert would just get off the riverboat and play
a gig, maybe get a little wild. He lived very close to the edge,
according to that guy. The hypnotism was there. There was
just an incredible sinell of woodsmoke and seduction and
limelessness. It reminded e of parts of Africa. Morocco...1
was so out of siep with it, really, all I could do was feel.

Reading about it, and poking around, 1 find the whole
thing now opening up for me. [ see that the guy, though he
was very shy and polite, was also a great professional and
very, very ambitious. And all of a sudden we find he has a sis-
ter in Baltimore, and traveled to New York. The whole mys-
tery unravels a little bit. And as | get older, the romance—it
doesn’t fade away, bul it gets moved over, and I've got
to...hone it.

The anguish, the desolation in Johnson, it’s beautiful. It’s the
most remarkable and heautiful currency for an entertainer, to
really feel and sing like that. I try. Sometimes 1 get within 10
miles of it. There are some vocal performances throughout
time, such as \ina Simone’s “I Put a Spell on You,” where you
get aridiculous empathy hetween instrument and voice. Occa-
sionally, on certain songs throughout my career, 've almost
gol there. There’s a song called “Anniversary” on my curreni
record, where [ really sing, sing, Pm right on the edge of being
there alongside the whole Johnson approach. On that one, [
madeil.

me right now on tour, next to Jimmy Giuffre and the Musicians of
the Nile and quite happily stuck between Dexter Gordon and
Soundgarden.

Then I decided to follow him. On my last tour in 88, I got a day off
and flew from Atlanta to Memphis. [ took a rental car, went down
Route 61 with my Rand-McNally atlas, got to Robinsonville, and took
a right to Commerce. With my Samuel B. Charters hook, Robert
Johnson, under my arm, | asked around if anybody knew some old
singers. There were some guys driving huge mechanized colton
pickers; they swung down off these ladders and came down. 'm in
the car with my woman beside me, thinking, “This is a long way
from anywhere.” [ 1old them I was looking for someone who was
related to a singer who used to live around there, who died 50 years
ago.

They said, “The only guy around here thal long ago was Son
House.” These guys were younger than e, so it was quile surpris-
ing that Son [louse would be remembered by 30-year-old guys. Any-
way, [ said “No, no—Johnson.” They said, “Hmm, no,” but they
pointed me back up the road from Commerce towards Robin-
sonville. | knocked on the door they told e to, white house on the
lef, and saw this huge figure looming forward. | pul on my best
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He is a huge musical force in my life; he’s been a touch-
stone, really. Even though Kokomo Arnold was a great player, and
Skip James, Son House—the people who Johnson was affected
by—were all great, Johnson takes all those different things and
creates something of his own. Muddy Waters was great, but [ think
he was quite calculating. Whereas to me, on “Preaching Blues” and
“Crossroads” and “If | Had Possession Over Judgment Day,” John-
son really creales something of singular magnificence; he goes
beyond all other singers of that era. And perhaps since.

[fI were lo turn somebody on to Johnson I’d say, “I’d like your
attention for one hour, and don’t expecl to be doing anything for
another couple of hours after that.” I’d play “Judgment Day” and
“Stones in My Passway” three times each, and then pull the phone
out of the wall and lock the door, and leave the person with it. [t
would be a great gift, really, for anyone (o be exposed to this.
don’t know if outtakes are going to make any difference—the
whole phenomenon of listening to Presley doing a song ten times,
it’s a matter of taste. But the very fact is that when I was a kid, | was
just hit for six by Robert. Somebody, someday, is going to get my
record collection, whether it’s my daughter or my son or
both—and they beiter know what they’ve got. ’Cause Johnson is
part of why their dad is what he is.

C | A N Photograpti. DF/Qutline



Some day, they’ll make a digital rack processor
small enough to wear on your strap.

They did. Those incredible
engineers at Zoom have created an
amazingly powerful, compact
digital multi-effects processor and
personal headphone studio that
makes everything else absolete.

The tiny but powerful ZOOM
9002 is crammed with an arsenal of
guitar effects: Compression,
Tube-Type Analog Distortion, EQ,
Pitch Shift, Phaser, Flanger, Chorus,
two Digital Delays and tweo
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Digital Reverbs. And each one has
the 16 bit CD-quality sound you'd
only expect from a digital rack
processor at least three times bigger
and more expensive.

Unlike other Walkman-type
devices, the 9002 is built with total
mechanical integrity. Its oversized
memory holds 20 preset programs
and 24 customized user programs.
You can play up to six effects at
once. And the 9002’s guitar remote
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controller lets you step through
programs on stage without
stepping on anything.

The 9002 easily fastens to belt,
strap and other body parts. You can
play along with a cassette or use it
as a tuner/metronome.

Yes, they really thought of
everything. The only question
is whether the rest of the world
isready to Zoom forward with the

%2 catchusif you can.
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Oh, 'm going back down to Mississippi, yes. | just want to be
intoxicated. I’'m going down there because of what Robert did to me
when | was a kid. Because of Willie Brown and Son House and the
whole Delta phenomenon. And if I get to the crossroads, | wonder if
Mark Knopfler will be there.

OBERT CrAY— | was always mystified by the fact

that he was so young when he did those record-

ings. In the photos, he looks quite a bit older. That

cigarette hanging out of his mouth. It really

o hocked me to see what he actually looked

like—it’s an old man in a young man’s body. And all those songs

that he’s written, they’re a lot older than what someone that age

should’ve heen singing. | guess people grew up much faster on the
Mississippi Delta in the *30s, that’s fact.

When I was first listening to him in '71, we would think he was
from outer space. To be so young but know so much about life, and
play it so well, and sing it so well, with such emotion—I mean,
that’s out of this world! But I don’t think the depth of his music, the
frightening element, affected me till | was lots older. | hear it now. It
still befuddles me how he got to be that way, how he understood
those things—what I call the curse of mankind, not knowing why
you're here on earth. But what really gets to me is how in the hell,
in that short life, did he become so proficient on guitar and vocally?
[ tried to figure out “Crossroads” and “Kind Hearted Woman.” I got
a little bit of it. Nobody can really get it. You can play g
it, but you don’t get it. You can study this stuff till
Hell freezes over, but there’s no way you can sing
and play with that kind of emotion.

For me, Johnson is the greatest rural bluesman.
Someone like Tampa Red plays a really smooth
slide guitar, but Johnson’s my favorite. When some-
one’s that good I hate them, actually. But you just
have tolive with it.

IN :.— Johnson was my
inspiration to actually want to play. I first
heard him in 1958, on Sam Charters’
anthology The Country Blues. It was a
greatrecord. Then in 1960, Frank Driggs,

the guy who compiled King of the Delta Blues

Singers, gave me tapes of about nine cuts. Although

I've since been gotten to by others, Robert got to me

like no one else, and if 1 had to think of one rural

bluesman who'’s still essential to me—there you go,
it’s Robert Johnson.

I’d been playing the guitar zero when | started
playing his stuff; it was the first music | wanted to
learn. I just wanted to do those songs. They rang

J~U)Il’]l]ﬁl I[{[&mxm@nm]l, ‘\Hro

“I don't buy this whole

sell your soul to the Devil' routine.

I think that's all crazy.”

In 64 came your electric blues album So Many Roads. With Levon
and the Hawks...

That’s right. Let me tell you something about Robbie Robertson,
man: Robbie Robertson was once a great blues guitar player. |
mean, the best that | ever heard. And when he got with Dylan it ail
changed. He bought the Albert Grossman line of, you know, “You’re
the greatest. In order to make the real dough you gotta write tunes,
you gotta do this and that, and be holier than thou.” He didn’t see
that what he was doing already twas his own, the real thing. When |
used to go see Robbie play I was thrilled, man. This guy was so
strong and so hot; I don’t care if you compare him to Buddy Guy or
Otis Rush or whoever, that’s irrelevant. I just felt so sad when that
voice was stilled.

You still hear it on some of the Band cuts.

Nahh. It’s not the same thing. | mean, he was a great guitar
player, period—but when he played blues, he was really special.
But to get back to Johnson: I'm sure he was influenced by Lonnie
Johnson, by Leroy Carr, by Willie Newbern and all of these guys. |
hear Scrapper Blackwell in him, and Kokomo Arnolid and Skip
James. But his stuff is the synthesis of that whole era, the most
intense. Listen to the complexities of his rhythms, his uncanny abil-
ity to make the words jump at you because of little nuances he does
on the guitar. Or the stops where a slide note bangs right out at
you—“Who's been drivin’ my Terraplane for"— and then that
incredible slide note—“years since I've been gone.” In “Traveling
Riverside Blues,” the guitar is as
much a voice as his voice is. Ilis
bass line in “Sweet Ilome Chica-
go” totally influenced the whole
Chicago electric blues scene. |
mean, the guy was brilliant, way
ahead of his time, sophisticated
in chord structure and rhythm.
He was a real winner.

His guitar technique is phe-
nomenal, | mean, he played the
shit out of the guitar. it’s just a
phenomenal technique the guy
worked out. A hass line and a
treble line that are at times
simultaneous. He was a musi-
cian on the incomparable level.
Lonnie Johnson was real
sophisticated, a great accompa-
nist, great technical guitarist.
Ile’ll stand the hair on your
head. But Lonnie never made a
| “Terraplane Blues,” no “Preach-
© ing Blues,” no “If I Ilad Posses-

true to me, very profoundly. When I finally got a guitar in 1960, it
was within a year-and-a-half that | was playing professionally.
[laughs| Righi—“He sold his soul to the Devil!” You don’t have to
sell your soul to the Devil; if you’re really inspired, really motivat-
ed, you learn fast. When I cut my first album in’62, I'd been play-
ing professionally for about nine months.
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sion Over Judgment Day.” I'm not just talking about intensity, I'm
talking about technique—I mean, Robert Johnson was phenome-
nal! He was hitting stuffin rhythm and off rhythm and playing with
it and hitting bass things and treble things at the same time...I
don’t know, I just don’t think there’s ever been a guy that good.

I haven’t recorded all of his songs, but | know all of them. On any

Photograph: Paul Natkin/Photo Reserve
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given evening, I could play any of his tunes. The tunings were hard
at first. I figured out finally he had an open tuning for lots of the
tunes. A lot of the slide was in an open G or open A. When [ figured
that out, everything made a
lot more sense; [ just knew
it was right as soon as I got
it. You can go to open G and
capo il up; what I do is play
an open A, sometimes an
open E. Using the slide was
the hardest thing to master,
hut with experimentation [
developed my own way of
being able to hit the notes.
I’s frustrating that I never
got to see the guy play, and
that there was never a film
made of him. But life goes
on, and you carry on a tradi-
tion the best way you can.
You live it, you be il.

Many times I’ve thought
aboult Johnson as a person.
I've got my own feelings
about where he was at. All |
can go on is my own life on
the road for all these years,
but it’s enabled me to form
opinions that I think are
fairly right on. And | don’t
see this darkness everybody
talks about. Robert Johnson
was a living human being,
he wasn’t a ghost off in a
cave somewhere. The guy
lived, he traveled. He went
to New York, he went to .

Vernon Reid
""Hellbound on My Trail' is just
brutal. When that song ends, you

know there's no escape for Jobnson.”

somber kind of feeling but there’s an upness to it, loo—“If today was
Christmas Eve, then wouldn’l we have a tiine, baby!”

[ don’t know how to put into words those magic coincidences, the
right time at the right place, that make a person do
what they do. But I'd say he was one of the greatest
musicians | ever heard, and that his power, his per-
sona, translated to some chord insicle ine that just sort
of sprung me free to go out and play. | wouldn’t say it’s
because of him that [ became a musician. but for sure
his stuff got me so aculely inlerested in the music |
already loved that il drove me to aclually get an
instrument and learn to play it, and want to do it for
my life.

iRNON REID~  There’s this real

dark sense of foreboding. “Hell-

hound on my Trail.” I’s difficult to

even imagine what il was like

before World War II, in the deep

South, out in the country, where to cross the path of a

white man, for your eyes lo mee! the eyes of a white

woman, 10 give an imaginary slight, could literally

mean death. Lynching was almos!t an accepted form

of behavior. People talk about the dread in Robert

Johnson as existential, but you've got to look at it in

social terms too. limagine the mood in the black part

of town when, say, a young boy who’s real popular,

all the girls like him, he’s intelligent, and he goes out

on a Saturday night and doesn’t come back home.

Imagine the dread, the darkness, the shadow of evil.
The hellishness of that.

For me, the idea of the blues is the catharsis of
dealing with your blues, and your situation, and
coming out the other end. A lot of blues is humorous:
“I’s a lowdown dirty world where a man has to pawn
his shoes” or “Caldonia, whal makes your big head
so0 hard?” Bul there’s something really heroic about

Canada, he'd been in California and the Midwest. Especially for a
young guy, he saw a lot of the U.S. And he had success. too—you
didn’t make all those records unless you're popular.

If you're all on your own and you den’t have somebedy taking
care of you, you can’t be messed up. And 1o be able to play the gigs
and maintain, night after night, you’ve got to have your shit
together. I believe he really did. And the way he died: He didn’t
wan! to die, somebody killed him. He was a young guy who was
just getting his career off the ground. Ite had made all these
records. e was somebody on the scene. The people I've lalked to
whom he worked with—Robert Junior Lockwood and Johnny
Shines and Honeyboy Edwards—they all refer te him as a very up
guy. And he was a great source ol inspiration lo them. until he got
real drunk.

[ don’t buy this whole “sell your soul to the Devil” routine. I think
that’s all crap. “Me and the Devil,” that’s huumorous, for Christ’s sake:
“You may bury my body by the highway side,s0 my old evil spirit can
catch a Greyhound bus and ride.” “Hellhound on My Trail” has a
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Robert Johnson. Robert Johnson just goes headlong into it, you get
the sense he’s grappling single-handed with things that other artists
turn away from, or try to come out the other side of. “Hellhound on
My Trail,” i’s just brutal. When that song is over, you know that for
this person, this character, for Robert Johnson, there’s no real
escape, no way out.

You wornider what kind of figure he must have cut when he
walked into a room...

1LY aissoNs— It was on the Columbia LP reissue,

King of the Delta Blues Singers, that | first heard John-

son. There were three of us who’d slarted listening to

this kind of music, and I was in my early teens. Great

age to be bowled over by this stuff. I wish I could be
somehow different from the other kids that were discovering this stufl
around then, but it was actually through the English guys. There was
just a brief interview in some teen magazine with Creain, and it was
an Eric Clapton comment that kind of opened the doorway.

C I AN Photograph:Visotsky-Repfoto
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We thought it was dark and smoky; you really were drawn into
the meaningfulness of the Della. The landscape, even though it has
changed and 1he forms of commerce are different, you can still see
the blues {\igglill’ right out of the ground.

One point I want to make is about the aspect of mystery that's
always included in a Robert Johnson discussion. Over time, we've
had the henefit of a lot of comment by the
so-called blues experts, and now there’s
even the famous 1wo views of Johnson in
photographs. And yet the myslery
remains. But to listen to the music with
your eves closed, the mystery becomes
less ominous and more inviting. \What 1
mean is, by unraveling the former ques-
tion marks surrounding his life, we know
a little bit about him, but to me it
becomes less and less important to have
some measure of finalily over his birth-
place, or exactly who it was that may
have done him in, hecause the music is
so enticing and il stands alone. Allin all,
that’s the bottom line: Ye’re interested in
the sounds this guy created.

His stuft was so finished. | can’t remeni-
ber who it was thal remarked that Robert
Johnson’s work is really a kind of turning
point from the so-called floating blues.
but he created songs, he created content
that thematically was with you [rom the
opening line to the closing. “Little Queen
of Spades,” “ITot Tamales They’re Red
Hot”—we were just listening 1o that—and
“Love In Vain”...God, add my name to the
list! Of the rural bluesmen, he’s the mosl
listenable, the mos! fun to listen 1o, the
most propelling. All we’ve really got to go
on are surviving recordings from the
same period, and [ don’t think i’s a matter
of the equipment he was recorded ou

Bﬁ“y (Grnbbons

“Look at his hands—they 're a thing of beauty.

They're spiderhike.”

what they started. They have a laugh at the end to see how this
innocent thing they did lasted so long. There’s a reference to
“Who’s that man standin’ over there?” I’m not so sure that a deal
didn’t go down at lke crossroads. But | care to leave it just like
that. If it did. it did. I"im not gonna ask too many questions aboul
it, but here's a funny little offside:

We’ve been recording here in
Memphis, where there’s slill a
tremendous amount of presence, if
you will. There’s a young lady that’s
a receptionist at the studio, she
lives outside Memphis, just across
the Mississippi line. She gave me a
small vial of dirt that was laken
from the crossroads of Highways
49 and 61; that’s Clarksdale. She
said, “I’m honored to he able to
give it 1o vou, [ know you have an
interest in all of this.” I said, “Well
thank you very much. | certainly
don’t want to take this if it’s your
cherished treasure.” “Oh no, we
had a handful of it,” she says. “But,
uh, let me give you a little
advice—don’t keep il in your
house.” So there inay be more there
than | care 1o deal with, at this
point!

The first time I saw the picture of
Johnson, it was a relief. 've joined
the many that are fascinated by his
hands. They're spiderlike. Trving to
perform Robert Johnson composi-
tions is a difficult task and I’m not
convinced that anyone has success-
fully done so. But finally to look at
the physical evidence of his hands is
kind of reassuring to those of us
who are just lotally mystified by this

RODEQ D‘?Ivt

being better. Let’s just say this: Ile must
have taken it pretty seriously when he decided to disappear and
learn how to do it right.

I 'was always amused by that story—that he was kind of chided
by his musician buddies lor not being so good and then he did
this disappearing act and came back and smoked ’em. 1t certain-
Iv shows up on record, "cause his execution and delivery are just
smoking. There’s a guitar figure he added al the closing phrase
ol a lot of his material; it’s the basic descending blues coda, bhut
he made it his own with a few little twists, And it’s always there,
man, that haunting closing figure, though he always plays it a -
tle bit different. [ can’t quite put it in words, but to me it savs
blues. All | know is, it was powerful enough for us to use in “La
Grange.”

I'wrote a poem with a friend ol mine not 100 long ago. it’s
about Howlin’ Wolf and Robert Johnson coming back 1o see
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guy. Look at his hands—they’re a
thing of beauty. | think they go with what you hear.

To identily why the Mississippi Delta blues—the work of just a
few people, who were blachk, illiterate, who were [rom a whole
other world than urban people in the *90s—can still affect us so
deeply, to identify that puts us closer to something that a lot of
people scem to try to ignore, and that's [eelings and emotion.
There was no reassn, ethnically or politically or spiritually, for
these guys 1o hold back. To listen 1o the bhies today is to welcome
the recognition ol one’'s own feelings and emotion. It’s a curious
notion that this music, this art form, is not only still present in
modern forms af music, but that people are driven to continue to
interpret it. There's definitely some kind of power in it. It's a soul-
ful emotion.

Dammn. You got me so fired up, I'm filled with the spirit. | think
we'll go play some blues this alternoon. M
C 1 AN

Photograph: Marl W eiss




il IIhIHI ||I|HI| mmh ||'Iu|| hll!ln

Glc._ﬂ-
g ---- *

DoLGoe
cooooo 3N T —

THE WORLD'S TOP
STUDIOS ALREADY RECORD
ON SONY DIGITAL.

The HitFactory Recording Studios, New York City.




CLAPTON

[cont'd from page 33] lived and died. It just seemed
to be—very sad to say, right, you know? It burned
and it extinguished.

Frozen in time. We've talked about the photos
ofJohnson. Here's one you haven'’t seen.

Huh! [looking at photograph: the portrait of
Johnson in a pinstripe suit]...Wow. He’s a pretty
fancy dude, isn’t he? Look at the suit and the hat
and everything! Amazing hands too. Has anyone
identified the guitar?

Not that 'm aware of, no. Do you recognize it?

Well, the body shape looks like it could be a
Gibson. It looks like a Gibson to me, but it’s hard
to say. [it is probably a Gibson Kalamazoo, a pre-
war budget model.] I’s the same guy, isn't it, as in
the other picture? [compares photographs) Yeah,
that’s the one. Yeah, it’s the same guy. Wow. It’s
astonishing!

He looks more worldly than I thought he would
be, you know. In this picture, he looks far more
sophisticated than—you kind of got the impression
that he never ever would have worn a suit some-
how, or a hat like that. It’s great.

It also turns out that he traveled much more
widely than we had thought. He apparently even
8ot up to New York, Chicago, Canada...

You’re kidding. And yet he doesn’t seem to
have left a trace, you know, unless you dig deep
and do some research. But you would think that
he would be on other records with other people.
Maybe he was. Maybe he was. [looking at photo
again| You know, the other thing is he looks like
Jimi in this too. It’s freaky, that very strong simi-
larity.

Do you identify with him? Do you feel you're
carrying on his tradition?

I think—in terms of playing, yeah. [ sometimes
feel that spirit inside me when I play guitar or
when I—even sometimes when I sing too. I don’t
know what it is. I’s just—it’s an embodiment of
something that isn’t necessarily an identity that
he had, but just something that he expressed,
which | never heard anyone else do as well. And
when | try to reach for that, whatever it is, it
seems to come from the same place.

“Crossroads” is a Johnson song you've become
identified with. How did you come to choose it?

I do identify with him and | keep seeing myself
at a crossroads. Always going through that same
sort of shift, where you come up to a situation and
don’t know which way to go. I’'m never, ever in a
permanent situation. I’m never really satisfied
with my lot, I’'m always looking for something
more. 'm never really sure where I'm going. I'm
directionless, you know.

It's a funny dilemma, but it echoes and it
seems to have started out around the same time
as | heard this man. Pm not blaming him, you
know! [laughs|

You've done other songs of his too |“Ramblin’
On My Mind,” “Four Until Late,” “Steady Rollin’
Man”). Are there more you'd like to do?
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I've always wanted to do “Kind Hearted
Woman” and also “Come On in My Kitchen.” But
you have to do all of this stuff with the greatest of
care. “llellhound on My Trail”—forget it. That
one’s impossible. It would take a year’s work to
get it done right, by a great composer or a great
arranger.

How does it make you feel to have brought his
music to a whole new audience?

Very proud. I'm very proud that you've come to
talk to me, because it gives me—it makes me feel
like I've achieved something on his behalf.
Because I’'m sure, as you said before the inter-
view, that if the Stones and | and whoever else
was championing his cause hadn’t done any-
thing, he would just have disappeared.

It’s funny. Very few of the bluesmen would
acknowledge this guy, you know. Muddy was very
keen to talk about him, but Muddy was a very
open-hearted man. But then again, he probably
was never asked, you know. It was only because
we were close that he talked about Robert John-
son to me—because | would ask him. But in inter-
views I don’t think I ever saw Muddy talk about
him, you know. So Johnson must have been like a
closed book, like a kind of black sheep in the fam-
ily, or he was too good—there was a lot of jeal-
ousy, | think. Quite a lot of envy there.

To talk to a living bluesman about someone
who’s dead—you don't. IU’s a slight on their ego. It’s
not really a very smart thing to do. It wasn’t smart
for me to talk to Muddy about this guy, except that |
knew Muddy well enough to be able to twist the
conversation. But to have gone up to him the first
time and said, “Hi, Muddy, nice to meet you, did
you ever meet Robert Johnson,” is like saying, you
know, I’'m not interested in you, but I want to know
what you know.

Or like Johnny Shines, who traveled with John-
son.

He’s been bugged all his life about this. And it
wouldn’t surprise me at all to find out that he was
a little bit resentful about it. I mean, | would be
too. Because after all, he’s been working all these
years since Robert died. And Robert achieved so
much in such a little amount of time.

Johnson sang about walking side-by-side with
the devil. What do you imagine Johnson's relation-
ship with the devil was?

Well, according to my knowledge of these sorts
of things, | wouid put it down to a story, you know,
a way of simplifying, rationalizing the whole
thing, even though it’s not to his credit. For me, he
has not sold his soul to the devil. That’s too easy,
you know. It’s just too easy. It's a great myth, but |
think it’s an outsider’s—or an envious way of
summing up the situation. And my beliefs won’t
allow that; they won't allow for someone who
sang so sweetly and so beautifully to have con-
signed himself to a life with evil. It couldn’t work
that way for me, because the music he made is so
beautiful. [t couldn’t have come from an evil
alliance.

The other thing is what's in the songs them-
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selves: the devil us a synbol, something he was
struggling with in his life and in his music.

There's a fear there that | recognize lrom iny
own life. | can identify with it on a level of fear.
But think the only way 1 can picture it for him
was that, possibly, he made some pretty big mis-
takes in his vouth, which would lead him 1o be
keen lo be on the move. This may be kind of a
petty rationalization of what we’ve got as evi-
dence, but it’s possible to see thal he might have
gotten into trouble with women, thal he might
have felt hunted, ledt trapped. That comes across
1o me in his music very powerfully, thal he didn't
understand hall the stufl that was going on
around him and he fell the vietim of it. Although
he may have precipitated a lot of it by hisown
aclions.

And that | can identify with, because that has
been true in my life. You know, a lotof things have
just got —snowballed to the poinl where I'm
just—I have been in the past—absolulely hogged
down and terrified by the consequences of my
own actions. Now, he in his music is just that, but
intensified 10 a point ol unbearable proportions.
tHe would use the name of the Devil, or Satan, or
whatever—i! jusl meant 1o me that he was incred-
ibly scared of whal was going to come upon him,
But who knews what that may have been in realis-
tic terms. | mean, his ssmbols may actually have

been actually a lot larger than life itsell.

I’d go so far as to say that he spoke with an elo-
quence which didn't seem to belong to the situa-
tion he came from. Thal’s another thing that
freaked me out. When 1 used to listen to the lyries
in his songs. | was amazed by the eloquence thal
guy had, and his poetry far outshone anything his
conipetitors or his peers had 1o say. Obyviously. il
would be nice 10 know where he got thal
from—wvhether he could read, or whether he was
raised around people that—he just didn’t come
oul of the air. Surely not in that part of the world.
tHe spoke like a kind of—sometimes like an old
Knglish poel.

Peter Guralnick has written that even as more
Jucts are learned about Johnson's lfe. the source of
his art remains a mystery. 11 hat do you suppose
that source might harve been?

[ think we can either sec thal it came out of the
air, thal he was phenomenally gifled. as happens,
with for instance, Jinti, who is | think the closest
parallel we have, Or that there was another greal
plaver that he met or that had influence on him
that we'll never hear of, thal was like one of his
neighbors, someone that he picked it up from.
But then that goes against the story that Son
House tells about him being one year very ungifl-
ed and then the next vear being phenomenally
gifted. L think we have 1o assume he suddenly

found in himself a true calling: he suddenly,
overnight. started o lake it seriously. le grew up,
quickly, on liis music, within a year. lle suddenly
decided that he wanted 1o do il properly. And
when he deeided 10 do that. he did it better than
anyone else. lle found a gilt and he tapped it. |
think the spark could be there in a lot of people,
bul the ones that become great arlists are the
oues [hat kind of mature it quickty, or find a way
of dealing with it quickly and get ajoy from it and
decide 1o take it to its final conelusion as quickly
as possible. And | think that’s what | would like to
belicve happened to him.

What would you want o tell today’s audiences
aboul Johnson’s music?

Well, I think even if they bought his record and
didn'tlike it, theyd realize that they had o tip their
hat 1o Lthe guy, because he is the one that laid it
down for us all to pick up. In all the forms of blues,
and a lot of rock ’n’ roll. even 1o Lhe edge of coun-
try music and inlo the verges of jazz, 100. There's
something there which is clearer than any other
artist. It’s clearer to see, which is probably why |
found it so painful to listen 10 at firsl. because
there was no bullshit.

He started it all, really. And his music is abso-
futely fantastically enjoyable once vou've
acquired the laste—and it’s not that hard to
acquire. M

Blues In The Mississippi Night

Memphis Slim, Big Bill Broonzy, Sonny Bey Williamson

THE MOST
REMARKABLE
ALBUMRELEASE
OF THEYEAR.

"A devastating social document ... A+"
-- Greg Sandow,
Entertainment Weekly

"An extragrdinary reflection on the blues and so-
cial conditions in the South.”
-- Robert Hillbum,
Los Angeles Times

"As powerful as any streetwise rap by Ice-T or
NWA, this release is a must for anyone who
wants to understand not only where the blues
came from but what lies at the oot of many of the
social problems confronting American society
today.” *RKK

-- Fred Shuster,

Los Angeles Duily News

"The stories are delivered with an alarmingly dark
humor that highlights the true spirit of the blues.”
-- Bob J. Cohen,
Rolling Stone

"If it doesn’t win next year's Grammy for best
historical recording, not to mention hest tradition-
al blues recording, they should melt doun all the
tiny trophies and do away with the awards. There
should, in fact, be a special award for Blues in
the Mississippi Night above and beyond the

Grammy."”
-- Michael Point,
Austin American-Statesman

M U S | C | AN

"A brilliant, wrenching documentary of racism,
and the ennobling ways these three musical giants
turned oppression into genius.”
-- Scott Alarik,
Boston Globe

"It is moving, rare, and at the time it was made,
dangerous."”
-- Peter Watrous,
New York Times

RYKO

®
Write for free catalogue.
RYKODISC USA
Pickering Wharf, Bldg. C
Salem MA 01970
RYKODISC HOTLINE: 617-492-RYKO (7956)
Muil order information:
BOSE EXPRESS MUSIC CATALOG
1-800-233-6357

©1990 RYKODISC

]
(8]

Januwary 1991 ¢







JUST A COUPLE OF BLOCKS AYAY FROM TIIE SLRREAL, WALT
Disney-mmeets-David Lynch Colonial Williamsburg section of the
otherwise appealing Williamsburg, Virginia, the reporter, musing
mawkishly about the pull that smail towns have always had for him,
decides to order an archetypal American meal—cheeseburger,
fries, Coke and apple pie—as a salute to the fact that both he and the
artist he’s waiting (o meet were rurally born, reared and marked. It
is not an empty gesture. A foolish one maybe, but these places gel to
you. Judging by his music, Bruce Hornsby would understand hoth
the sentiment and the cynicism.

Set smack in the heart of the Tidewater/Southside region,
Williamsburg—minus the silver dagger of the almighty dollar that
its aberrant colomial area holds at every tourisi’s throat—seems as
fine and resonant as a sleepy summer day. Stately and reasonably
sanitary rivers flow through abundant woodlands into nearby
Chesapeake Bav, which waterinen have worked for centuries. If
Frank Capra had directed “Twin Peaks” in the 1940s or ’50s, I won-
der, would he have let Laura Palmer die?

When the six-foot-foirr, 35-year-old Hornshy—wearing jeans and
a T-shirt and looking not much different from the sports-crazed high
school basketballer that he was—bounds intc the restaurant and
interrupts this maudlin movie reverie, 1wo not-altogether disparate

Bruce Horasby Finds His W

images jump into my head: Warren Zevon’s “excitable boy” zinging
through the Southland and (this is the one that really sticks) Jimmy
Stewart’s likability, prankishness and quiet but untrimmed intensity
as George Bailey in Capra’s /s a I'onderful Life, a inovie about a
man’s love-hale feelings loward Bedford Falls, a small town that, no
matter how desperately he tries, he never inanages to leave.

Hornsby’s story has similarities. Although he attended colleges in
Boston and Miamni and lived for most of the 1980s in Los Angeles, he
recently moved back to Williamsburg because he found that it really
is home for him—proving, I suppose, that the pull of rurality (or at
leas! the dream of rurality) runs deep.

We break what little conversation ice there is by tatking aboul
sports and Bob Dylan and our towns, hoth of us finding it surprising-
ly unsurprising that there were far more similarities than differ-
ences in our respective growings up in Minnesota and Virginia.
Paradoxically, regionalism seems to be universal. For every belt,
there's a Bible.

Hornsby offers the fightbull joke for Virginians. “How many Vir-
giniams,” he asks, “does it take to screw in a lightbulh? Three. One to
screw it in, and twe to talk about how great the old one was.” lle
laughs and shakes his head. “I'm afraid it’s very much a place that
looks back alol.

1y Howme < By Faul Nelson
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“These
heat up these

“There’s a song on our second album, Scenes from the Southside,
called ‘The Valley Road’ that’s sort of an inside joke with my own lit-
tle twist on the lightbulb joke and the living in the past that Virgini-
ans do. The real Valley Road is this fabled old road in the Shenan-
doah Valley that had great significance in Civil War times. | decided
to make my Valley Road a place where people go parking to make
out, It’s a little stab at this reverence for the past.”

Quite a number of your songs seem to be about violence, I say.
Physical, psychological, political and racial violence. It’s as if you
look out your window in Williamsburg, but what you see can be
pretty far-reaching. The title track on your last record, A Night on
the Town, is just one example. Drinking and bragging around “a
green table,” blood in “a green forest” and then “an old man bailing
out a son.” So goes the world.

“That’s right. Exactly. ‘A Night on the Town’ is based on some-
thing that happened about a year-and-a-half ago. But it’s a very
standard old tale. It’s just a song saying that these people are just
doing what they were always told to do and what they were taught.
It follows up a tradition—we beat up these guys because our fathers
beat up these guys.

“I rarely do this, but in that song, 1 actually named the place—the
Midway Diner about 15 miles from
here—and, of course, the guys at the
Midway got a big charge out of that.”

You use the word “secret” a lot in
your lyrics.

“There’s always an undercurrent.
I tend to write about the underside of
things around here.”

We seem to be looking at an abso-
lutely obvious blend of tradition,
undercurrent and facade right now, [
suggest, waving a hand at Colonial
Williamsburg.

“Sure. CW is a powerful eco-
nomic force in the town. John D.
Rockefeller started the place
sometime in the *30s. Williams-
burg was just a sleepy Southern
town before that. It was so sleepy
that they didn’t even have elections one year because they
just forgot about it.”

We both laugh.

“Funny thing is,” Hornsby says, “CW wasn't big at all in my con-
sciousness when | was a kid. It really meant very little to me. It was
just a place to ride your bicycle where cars weren’t allowed. When
we began high school—or junior high school probably—it was just
a place to pull some pranks with the guys.

“I think of Williamsburg as a small Southern college town, with
an emphasis on the college, which is William and Mary—a state
school, not private. Because of the college, there were a lot more
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things to do than in most small towns. There were always football
games and cultural events and plays and orchestras and rock con-
certs. Peter, Paul and Mary—that was the first concert | ever went
to, when I was about eight years old. Trini Lopez, Wilson Pickett,
Spider Turner and the Byrds all played here for school dances. Sam
the Sham! To me, the college was much more influential on my
youth than the CW thing.”

What ties you to this area? What brought you back?

“ think that family is very strong with me and my wife. Kathy’s
parents and both sets of grandparents are here. | have a large
extended family, so much so that when they have the Hornsby
Christmas party every year, you have to wear name tags because
there are so many people.”

Hornsby pauses to think, then smiles.

“When | was growing up, my parents [Robert and Lois] were
great about buying my brothers [Robert and John| and I the latest
records, and they never naysayed rock 'n’ roll. My parents have a
tape of me at three singing ‘Hound Dog’ and ‘Bebop Baby.” My
mother’s father, Pierre Saunier, made a living as a professional
musician, and my mother was always playing the piano. My dad
played sax in a local dance band called Sherwood Hornsby and the
Rhythm Boys. They used to jam
sometimes in our living room. Real
Glenn Miller stuff.

“All of us Kids took guitar
lessons—VYox guitars, because the
Beatles played Vox—when we were
about seven, but the lessons were
taught in a funeral parlor. After about
a year, we hailed out. From the sixth
grade on, | was in loads of bands.
Bobby, my older brother, had one
called Bobby High Test and the
Octane Kids. He was always dragging
me to Grateful Dead and Allman
Brothers shows—he loved jam-ori-
ented bands that could play one song
for an hour—while John, my younger
brother, turned me on to bluegrass.
Later, I remmember that Bobby sent
me a live bootleg tape of Joe Cocker playing at the Capitol Theater
in Port Chester, New York. It had Leon Russell on it. I'd never heard
him before. Basically, it was hearing Leon and Elton John that got
me into playing the piano, along with the fact that my parents had a
really nice grand piano in the house.

“My mother comes from New England stock. From her, my fam-
ily got some forward thinking that was different fromn the general
mindset around here, which was very conservative. | guess every-
body remembers where they were when President Kennedy was
shot. Well, I was in third grade. We were all waiting for the school
bus when they announced that Kennedy had been killed. Almost all
cC | AN
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the kids clapped and yelled, ‘Hooray! Now Nixon can take over.’
That fazed me. Because that wasn’t the mindset of my family. But if
you were a young kid growing up here ang didn't have something
else to counteract reactions like that, those reactions would be
ingrained in you. So my mother’s ideas and her cultural upbringing
were a great inflluence on me.

“My father was not a liberal at all, but neither was he an unswerv-
ing conservative. Just a guy with a good heart and soul—a great guy.
I've got great parents. I'm not one of those guys who got into music
because they rebelled against a bad situation. That’s a romantic
notion and it makes a great story, but it’s not my story.”

Yet there’s certainly some rebelliousness and ambiguity in, say,
“Across the River.”

“That song is really about me. I just made it ahout the girl so it
wouldn’t be an ‘I’ song. It's about someone who has ambitions to do
something out of the ordinary—something that doesn’t fit the norm
of this very conservative area. And there’s a certain way of thinking
that really naysays that around here. I vou pictured me at the
Hornshy Christmas party in the early '80s when I'd been batting my
head against the music-business wall for a few years, you’d have
heard one old uncle ask, ‘WVell, wha!’s young Brucie doing? and

nural that | was lonking at when | was a kid

another old uncle answer, ‘Oh, he’s still fooling around with that
music, but he’ll grow out of it soon.’

“My favorite song on the new record and the one that means the
most to me, ‘Lost Soul,’ is a tribute to one of my cousins [Eddie
Hornsby]. 1 don’t talk much about that one, though. Usually, I tend to
be very open about my songs and they’re very personal, but that
one’s a little too personal and hard-hitting to my family. It really is
ahout a specific situation, but I've had Vietnam veterans come up to
me and say that they really relate to it hecause they’ve felt ‘between
two worlds, t0o.”

1t’s a very tender song. Hornsby and Shawn Colvin really sing it
well. Ilike it a lot. Especially the last verse and that lovely line with
the “oh” in the middle that reminds me of “Barbara Allen.”

“That’s the way the song was wrilten.” Hornsby sings “There was
one day oh 1 can remember” to the tune of “Barbara Allen.” He
smiles. “Exactly. It’s very folk-oriented.

“One great thing about growing up in this area is its rich mixture
of black and white folk music. My high school was about 50-50 black
and whilte, so if you’re interested in the black cultural influence, it’s
there and it’s great. | try to juxtapose a lot of disparate elements from
the kinds of music I love. For instance, country music and jazz. ‘The
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Road Not Taken’ is a very folky song, then we getinto a very jazzy
chordal section and, at the end, it’s gol a groove to it.
“To me, ‘Fire on the Cross’ works with its subject matter hecause

ou’ve got Béla Fleck’s hanjo giving vou this rural vibe—I think of
=) o

the lhu Klux Klan as a very rural phenomenan, at least in its ori-
gin—and \Wayne Shorter’s saxophone representing the angry cry
against klan violence. | wanted to get the feeling of that mid-"60s,
real modal, 1 Love Supreme, John Colirane vibe inlo the song, and
the way I'm playing piano is definitely from the McCoy Tyner school
of comping behind a soloist.

“Charlie Haden is on ‘Stander on the Mountain, which has a hass
melody. | love Charlie. There’s kind of a bluesy groove thing in the
middle and at the end, and it’s very much like the kind of keith Jar-
rell-type groove that Charlie used to play when he was with heith. It
was always one ol my fantasies to play that groove with Charlie on a
record and have that very distinctive acoustic-hass style of his play-
ing behind the piano.

“When I was a senior in high school. I can remember reading a
rave review of two Keith Jarrett albums, Facing You and Expecta-
tions. 1 couldn’t find themn in Virginia, but when | went to Boston 1o
check out colleges, [ found Facing You. It changed iy whole musi-

0w are pmpﬂm  loved fm )’IEHIS

cal life, and [ wer:t wholeheartedly down the path of jazz and made
an intense stndy of it for the next several years.”

“Stander on the Mountain” looks back on high school haskethall,
doesn’t it? “When you filled it onup™ is basketball slang.

“Sure is. I’s 4 song ahout an old athlete who’s still thinking about
the old games at a reunion. I know a lot of guys like that. I'm sure |
could have easily heen that guy.” lHornsby laughs. “My sophomore
year, I was the only white player on the teamn. Whites and blacks
who were watching the gane definitely did not sit together. | had a
decent game one night, and when | came out for a while, the white
people in the stands gave me a standing ovation. But when the star
of the game came out, they didn’t give him a standing ovation. To
me, that just sucked. T felt awlul about it. Because the black guys on
the team were the guys | hung around with mostly. They were my
friends.”

How did you meet Kathy?

“When [ was 20, | took a semester oftf from school and Yived out in
a lfarmhouse with a friend and practiced music all day and played
this piano-bar gig at night. My dad had sold a house and kit to a pro-
fessor at William and Mary, and this man called him up and ashed,
‘Hey, is that your son playing up at the Hilton? My dad said it was.

What an
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Martin guitar. The big sound and
clear tone have always described our
handmade acoustic guitars. Indeed,
C.F Martin's commitment to 'building
them right’’ now spans over 150 years.

America's best. That's why it still
takes at least three months and over
200 steps to build each instrument.
Attention to detail helps us create
something of value.

The Martin guitar—setting standards
since 1833.

Shown is our Martin Jumbo, J-40MBK.

Nazareth, PA 18064 USA

January 1991 « 59

M U s I C I AN



=

‘I've always written melody. chords & words in the traditional
Panl Simon s Graceland, Bobbie Robertson's or Peter Gabriel s last

‘Well, listen,’ the professor said, ‘my daughter plays the piano. Do
you think Bruce would mind if she came in and played some songs
during his breaks? My dad asked me, and I said fine.

“So this particular Friday night, Pm sitting there playing for about four
people. It’s a bleak, bleak scene. All of a sudden, about 20 people come
roaring into the bar. They’re all this professor’s family and friends. And
trailing behind is this meek 17-year-old girl all made up to look a little
older—she’s done up to the max. So we said hello, she played some
songs, and that’s how [ met the girl who later became my wife.

“This was 1974, and I didn’t really see her again until a few years
later when she came to one of our gigs. But I'd become good friends
with her dad, who played jazz piano. Kathy and I started going out in
1979, she moved to L.A. with me in 1980, we lived together for a cou-
ple of years out there, broke up for about a year, and then got back
together and got married on New Year's Eve, 1983—an easy
anniversary to remember. In 1989, we moved back here, and now
we're building a house and trying to start a family.

“I've always loved this area and I've always written about it, so it

often struck me that if I came back here, maybe I’d be more prolific
and get more ideas. And that’s what happened. I've never written
more than 10 songs in a year before this last year, and I came back
here and worked up in my attic and wrote about 14 songs in four
months, basically because I was getting a lot of input. 'd ride around
here with friends of mine, and they’d tell me some gossipy story, and
I'd throw a few things in and come up with a song.”

So most of the people and places on your album are actual.

“Oh, yeah. The ‘roadside shack’ in ‘Down the Road Tonight’ isn’t
very far from where we're sitting. There’s definitely a segment of
the population around here that goes out and finds themselves on
the records. Or people they know.”

Another song, “The Wild Frontier,” from that same album, The
Way It Is, is apparently your only L.A. song. And it seems to locate the
wild frontier in, of all places, Williamsburg.

“I know,” Hornshy says, laughing. “Thinking about it that way, it
seems strange. The West was always the wild frontier, but L.A. cer-
tainly is not that now. It’s such a city and so urbanized that I guess
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we looked back at the relatively underdeveloped nature of the area
that we came from and thought, That’s the wild frontier for us. We’d
moved to L.A. and started writing about our home and we figured
when we came back here, we’d start to write about L.A., but it hasn’t
happened yet. We’re still affecting our own version of Our Town.”

WE DO THE REST OF THE INTERVIEWING IN HORNSBY'S EXTREMELY
modest temporary home, a nice little house that he immediately
offers to sell me cheap. Half of the living room is taken up by a huge
Baldwin grand piano, and when Hornshy bangs out a tune on it, the
piano’s natural sound in the small room is impressively deafening.
While he heads for the refrigerator, | wander over to a row of book-
shelves. They’re mostly filled with Southern fact and fiction. Lee
Smith’s Oral History, the book that sparked “The Road Not Taken,”
is there. William Hoffman’s Stander on the Mountain stands next to
a book on Babe Ruth. I have to smile when I see two books about
Celtics basketball starLarry Bird and one book about Senator Harry
Byrd, an ultraconservative Virginia politician. “The refrigerator is

hat weren 't written that way:
albums. They write 5o um;l.s & racks. They teally write records.”

filled with nothing but beer,” Hornsby shouts in dismay. “And I don’t
even like beer. I think my wife is trying to drive me to drink.”

This leads into a slapstick discussion on the demerits of rock
video, one of the century’s most dismal inventions. “Videos?” Horns-
by says, looking down his nose at the word even as he’s pronounc-
ing it. “Our videos have tended to be an excuse for getting our
friends on TV.”

That’s as good an excuse for a video as | can think of, I say, breaking up.

“Exactly. Well, why not? Our record company has always been
pretty much not into our frivolous approach to videos, but I have a
hard time taking videos seriously. On the ‘Valley Road’ video, we just
had my dad playing clarinet—even though there’s no clarinet on the
song, and he doesn’t play clarinet—while my pals walked around.

“We’re not that good at videos, frankly. And I'm not a big fan of the
form. For me, music’s not about getting your name in the papers or
getting on TV, It’s about playing with the great artists and the great
players, and I've been lucky enough to get some great calls in the past
few years to do just that. We may be a bit of an anachronism right
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now—a band that is really just about the
music.”

The list of musicians with whom Hornsby
has played and/or recorded is impressive.
Many of these artists are also his friends:
Bob Dylan, Bruce Springsteen (who cri-
tiqued A Night on the Town and reached the
same conclusion Hornsby had—that it
needed another song with a little more
piano—so “Carry the Water” was added),
Bob Seger, Don Henley, Sting, Paul Simon,
Robbie Robertson, Elton John, Leon Russell,
Herbie Hancock, Charlie Haden, Branford
Marsalis, Wayne Shorter, the Neville Broth-

ers, Huey Lewis, the Grateful Dead, Cowbhoy
Junkies, the Nitty Gritty Dirt Band, Cheap
Trick, Kim Carnes, Marti Jones and other
notables. Obviously, these people like and
respect him.

“My brother John said it best,” Hornsby
says. “He said that I've painted myselfinto the
mural that | was looking at when | was a kid,
because a lot of these people I'm working with
now are people I've loved for years. They're
people | got alot from. It's very special.

“John and [ write a lot of the lyrics togeth-
er. Our process for writing the words is not
easy for us. We painstake these things. One

WIRELESS THAT'S AT HOME,
ANYWHERE.

Sony VHF wireless systems give you 168

channels to choose from, so no matter
where your next gig is and no matter how
congested the airwaves get, you'll always
be able to have a channel to call your own.

To find out more call 1-800-635-SONY.

VHF WIRELESS SYSTEM

© WRT TRANSMITTERS e PLL (Phase Locked Loop) synthesized
freguenqles ® Rotary selection of channels @ AA battery operatione Battery
LED indicator @ Greater than 96dB S/N ratio ® Optional guitar adaptor_
cable ¢ WRR RECEIVERS e PLL synthesized tuning ® Adjustable muting
® Microprocessor group selection ® RF and audio indicators @ LCD display
® 7 to 12 voit DC operation® WRR-410 is non-diversity ¢ WRR-420 is
diversity ® Carrying case and other accessories available

SONY.

S&% tommunications Products Company,
1 Gueen Anne Rd., Teaneck, NJ 07666,
© 1989 Sony Corporation of America. Sony is a registered trademark of Sony

WRT-420

" "
WRR-420

PROFESSIONAL AVUDIO

62 ¢ January 1991

M U s I C I AN

reason that I write with my brother is that
we’re able to be critical of each other and
still remain friends. Bob Dylan and Robbie
Robertson influenced John and I the most.
And Levon Helm influenced my singing.

“I guess the regionalism thing has been
mostly my thrust rather than John’s. I tend
to be more the idea guy, and he’s very good
at filling in the blanks when I get stuck.
Although, of course, some of the best words
are his. My brother wrote all the words for
‘Defenders of the Flag,” one of my favorites.
Same with ‘Stranded on Easy Street.’ He
wrote that based on personal experience, |
think,” Hornsby says with a grin.

“To me, the most difficult thing is to write
music that has some depth and passion but
also reaches people. It seems to me that it
would be a lot easier to write some real for-
mulaic, let's-chase-the-radio pap or to get far
out and bang on the sidewalk with a shovel
and call the noise musique concréte than it is
to walk that middle ground. The people that I
most admire have always done that. Whether
we get there or not is for someone else to say,
but I think our aim is true.

“I'm going to have my own little studio in
the new house—not a commercial studio or
anything—and I hope to make my records
there. Then I'll be able to sort of write

THE WAY IT IS

RUCE HORNSBY summons Keith
Jarrett on a Baldwin DD-10 or a Korg
$G-10 Sampling Grand piano, but
reaches for his Juno 106 and Korg
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Range bassist JOE PUERTA chooses between
Warwick Streamer and Kubicki Factor basses,
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five-string; a dbx compressor limits his signal,

with a Tobias

and a Nady wireless throws it to Trace Elliot
amps and cabs. GEORGE MARINELLI, JR,
uses Fender Strats and Teles through Laney
amps. He provides that Range twang with the
aid of Gibson and Suzuki mandolins. JOHN
MOLO mixes things up: He’s pounding brass
and copper Pearl and chrome Ludwig snares,
assorted Pearl toms and electronic bass drum
pedals, Roland Octapads and a battery of per-
cussion instruments. Mo plugs into a Rane
headphone mixer and an Akai $10000
onstage, and uses a Furman power condition-
er for his plug-in gear, which includes a Yama-
ha SPX90II.




records as opposed to writing songs. It’s a
different thing. I've always just been a guy
who sat down and wrote melody, chords
and words in the traditional fashion, but I
like a lot of records today that I don’t think
were necessarily written that way. Paul
Simon’s Graceland, for instance. Or Robbie
Robertson’s or Peter Gabriel’s last albums.
They write sounds and they write tracks.
They really write records.”

A Night on the Town is a major departure
from Hornsby’s first two albums. It rocks
hard. John Molo’s drums are mixed way up
from the start, George Marinelli’s guitar
sounds great, Joe Puerto’s bass playing is

rock solid and, although there’s less piano, _

what’s there is choice.

“My working with other people on their
records has been a great thing because it’s
taken me out of my own little cloistered-
artist world and provided new input and
influence for my music. The Don Henley
record ‘The End of the Innocence’ [an
unused track of Hornsby’s to which Henley
added his own lyries and singing] influ-
enced me one way. | was proud of the
song—still am proud of the song—but felt
that it was time to move on, show some dif-
ferent sides of what I was doing, switch the
focus and make a band record, not another
solo record. When I did “The Valley Road’
with the Nitty Gritty Dirt Band last year on
their Will the Circle Be Unbroken, Volume
Two album, | was influenced another way. It
was the most enjoyable record I'd done up
to that time—it was all done live. There was
a certain spark there that our band had
never captured on a record. So I figured we
should try to do A Night on the Town that
way because, at the very least, it’s fun.

“The first two albums were really not
Bruce Hornsby and the Range, they were
more just Bruce Hornsby. It all stemmed
from the way I got my record deal. It was a
solo tape I gave to Windham Hill—they
were starting a vocal label—that got me
signed. | thought no major label would be
interested in it. Shows how little I know.
Windham Hill offered a deal, and that
spurred interest from other companies.
After seven or eight years of making demos,
1 finally got signed on the strength of a tape |
thought nobody would like.”

The band must have felt left out on The
Way It Is and Tales from the Southside.

“Yes, especially the second album. Two
things sort of kept the band out. The pro-
ducer, Neil Dorfsman, wasn’t their biggest

fan. And, on top of that, there was my feeling
of, ‘Well, this is a situation that really works
when I do the solo thing, because those are
the songs that people seem to respond to the
most.” And I got my record deal by going
solo. So I was confused about what to do.”

A Night on the Town certainly spunds like
alive band record.

“It was cut in a manner that’s definitely
not in vogue. This album was done really
live with minimal overdubs and really mini-
mal care. I'll give you a good example.
‘Another Day’ shows for real that this record
was cut live. What's on the album is the first

take, and we were still figuring out the
arrangement. Since not everyone was sure
of it, I was yelling instructions to the band as
we played the song. You'll hear me go, ‘Let it
ring, George,” which means that lre’s sup-
pased to solo. Then you'll hear me say, ‘Here
we go, Joe,’ and that means we’re supposed
to play a chord walk-up. Then I go, ‘Now go
ahead, Mo,” and that means he’s supposed
to kick in with his drumbeat. And we just
left all that on there. I put ‘Let it ring,
George’ on the lyric sheet just because |
thought it looked funny. A lot of people think
it's a reference to George Bush.

(T VLI Nigger fin
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“My choice for producer of A Nighi on the
Town, Don Gehman, worked oul great. We
actually had fun making a record, which
had never happened before.”

You once said that the high point of your
career was simply gelting signed. [s that still
true?

“Yes, but only because it was so difficult
and that someone gave me a chance. But
my story is hardly unique. I must be a slow
learner because il took me a while to find
myself and arrive at a style that, like it or
not, was at least mine. Lately, though, 've
got 1o say that working with all of these

artists thal I’ve always admired certainly
rivals gelting signed.

“I guess | was always more popular with
musicians than [ was with record compa-
nies. The corporate guys never thought |
was commercial enough. That we didn’t
have the right look, the right sound.

“It’s so funny to run into these people now
and see them lNogging themselves for not
signing me. | have no bad feelings 1oward
them. I don’t know if | would have signed
me either.”

You’re going to defend them? You're a
generous man, Bruce.

LOWEN

& LOWEN AND

m NAVARRO HAVE PENNED
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HITS FOR PAT BENATAR,
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INCLUDES:
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Produced by Jim Scott (D-74828)
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ROCK ELEMENTS WITH A
SKEWERED POP SENSIBILITY.

PRODUCED BY SHEL TALMY (D-74833)
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compact discs,
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“Pve got 1o say thal, about me, they were
always right. When they passed on me, |
don’t think they were wrong. I hadn’t really
found anything vet that set me apart.”

There are still rumors that you’re going
to join the Grateful Dead and be in two
bands at once.

“We’re just going to try it out and see
whal happens. ll play what gigs | can with
them here and in Europe, but scheduling is
a problem because I’m on tour, too, and 'm
also producing a Leon Russell album. All
know is that I reaily like playing with them.
There are times when I'm onslage with the
Dead when the hair stands up on my arms
and legs and | get goosebumps from certain
things that happen. And that’s what it’s all
about. You're always in pursuit of those
chills. So joining the Dead is alluring to me,
and | have not ruled it out at all, although it
may just not be possible.”

Did you ever think about a jazz carcer?

“I'thought about it. I really did. I played in
several bebop bands down in the Miami
area. When [ got out of college, it was either
go to New York and try lo be a jazz piano
player or form a rock band and write songs.
I guess [ liked the last choice ntore. But
many times in the late *70s, both John Molo
and I would get frustrated playing cover
versions in Top 40 bands and almosl bolt to
New York to crack the jazz world. But that’s
a hard thing to crack, that jazz world.”

Do you think you would have had a shot?
Were you good enough?

“Who can say? There are a lot of great
players. I could play. [ was absolutely a bet-
ter piano player in ’78 or '79 than | am now
because that's what I did and what | really
worked on. Since then, I've gotten more inlo
songwriling, and my piano playing is
just—well, my chops are okay, and | sort of
keep up now, but that’s just because I play a
lol. I still play Bud Powell solos because
they’re real finger benders. [ transeribed a
bunch of them from his records, and they’ll
really bollix your fingers up.”

lornsby laughs and holds up his hands,
displaying three or four massively erooked
fingers. “That’s from an odd combination of
bashetball and piano playing,” he says.

There’s a pause. “Yeah, I definitely thought
about a jazz career. Butin the end, [ don’t
think I would have had anything unique to
offer. P'd probably have been just another guy
playing in the tradition. I think what I’'m
doing right now is exactly what I'd like to do.
Plljust keep trying to do it better.” M
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DANNY GOTTLIEB:

MAHAVISHNU
TO MOTOWN

Jazz drummer learns
R&B tricks

By Rick Mattingly

WAS AS SURPRISED AS ANYONE WHEN |

got the call,” Danny Gottlieb says of his

invitation to tour with the Blues Broth-

ers. “This was basically the same band

that John Belushi and Dan Aykroyd put

together. When Belushi died, everyone

assumed the band was finished. But

they reunited a couple of years ago to play a

party for Aykroyd, and they sounded so great
that Dan suggested they go on the road.”

The singers in the new version of the

band were Larry Thurston, from Matt “Gui-

tar” Murphy’s band, and Eddie Floyd, who

had the hit “Knock on Wood” in the '60s.
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Besides Murphy, other original members of
the group were Steve Cropper and Duck
Dunn on guitar and bass, and the horn sec-
tion of Lou Marini, Alan Rubin and Tom
Malone. Leon Pendarvis was recruited to
play keyboards and Gottlieb was invited to
fill in for Steve Jordan behind the drums.
Gottlieb admits that there was some initial
skepticism about whether a guy known for
playing jazz with Pat Metheny and John Mc-
Laughlin was the right guy for an R&B gig.
“As soon as | got the call,” Gottlieb says, “I
started shedding. The first thing was my
sound. I realized that for R&B, bass drum,

snare drum and hi-hat are the priorities. |
was used to approaching the kit from the top
down; [ always played a lot of cymbals. So |
started at the bottom and worked my way
back up. With the jazz gigs | was used to, the
bass drum could be strong on one beat and
kind of light on the next, with a lot of
nuances. But for this music, it had to be
strong, solid and precise all the time.

“With the snare drum,” he continues, “I've
always used traditional grip, and with the Joe
Morello technique I use, that means finding a
balance point almost midway on the stick so
that you can accept the rebound. But R&B
calls for a lot of rimshots, and I couldn’t get
consistent rimshots with that grip. Rather
than hold the stick towards the back, as a lot
of drummers do, I changed to matched grip
and used the butt end of the stick.”

Once he started playing with the Blues
Brothers, Gottlieb had a revelation about the
hi-hat. “With jazz,” he explains, “I would
articulate the hi-hat by putting accents on
downbeats, like ‘DAT-dit-dit-dit-DAT-dit-dit-
dit.” But then I discovered that if | made the
hi-hat really loud in relation to the drums,
and played even, so it was like ‘DAT-DAT-
DAT-DAT, the whole band really responded.
So that became my anchor.”

Danny also changed his approach to tom-
toms and fills. “With this music,” he says,
“you have to keep fills really simple, be-
cause the groove is the main thing. I kept
the toms open, in the style of the R&B drum-
mers of the ’60s, with no padding whatsoev-
er. That way they were a distinct contrast to
the tight sound of the snare and bass drum.”

The other thing Gottlieb had to deal with
was the feel. “Being a jazz drummer from
New York,” Danny explains, “I tend to play
way on top of the beat and push. | knew that
would not be acceptable, so I got a drum
machine and programmed all of the beats I
would have to play, and then worked on
playing precisely with the machine. At first,
I rushed my brains out,” he laughs, “and
sounded like a jazz drummer playing bad
R&B. 1 had to work on laying back.”

People think of R&B drummers as gener-
ally playing behind the beat; Gottlieb found
that this was not always the case. “I watched
a video of Otis Redding live at Monterey,”
Danny says, “and listened to live James
Brown and Sam Cooke albums. There was a
definite energy that was not as behind-the-
beat as the studio recordings. The Blues
Brothers became more of a kick-out-the-
jams R&B revue, so with that band I went

Photograph: Chris Carroll
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more for the energy.” Bul after three Euro-
pean tours with Cropper and Dunn in the
Blues Brothers, Danny was called to do
some LS. dates with Booker T & the M.G.’s.
“That band is more subtle,” Gotilieb says.
“so | used a little bil tighter approach.”

Working with Dunn and Cropper gave
Danny a lot of insights into the playing of
legendary Stax drummer Al Jackson. “Duck
told me that Jackson used to play a cha-cha
rhythm on the bass drum: ‘boom, hoom, ha-
ba, boom’ [quarter. quarter, eighth-eighth,
quarter|,” Gottlieh says. “with snare drum
backbeats. On the records. you didn’t nolice
the bass drum doubling the two and four,
because the drums weren't recorded that
well. Whenever [ did it, Duck would turn
around and smile.”

Cropper also gave Gottlieb an interesting
lip. On records, it often seems that Jackson
wassimply playing a steady groove through
the entire lune, rather than marking phras-
es wilh fills or cymbal crashes. “Cropper
lold me that Jackson would imark eight-har
phrases by accenting the second beat of the
first bar,” Danny says. *ll was a subtle thing,
but the whole band would lay for it, and it
really ltelped lock in the groove.”

His experiences as a Blues Brother/M.G.
have had a noticeable effect on Gotilieb’s
own music, and it is especially evident on
the recent Spirit River albuin by Elements—
the group Danny co-leads with bassist Mark
Egan. “That record has a Brazilian/ethnic
flavor,” Danny says, “so there was no room
lor a lot of fancy licks. I had to play a lot of
groove paris. A song called ‘Streets of Rio' is
an R&B hackbeal Kind of tune, and it just
came easier than ever. \We got a good feel
from the minute we started playingit.” &

'R&BEAT

EN PLAYING R&B, Danny Gott-

I

lieb trims his kit down to the
basics. He uses a five-piece Lud-
wig set with a 22" bass drum, 12"
and 13" rack toms and a 16" floor
tom, His snare is either a Sx14 Ludwig Black
Beauty or a S¥2x14 Eames. Drums are fitted
with Ludwig Silver Dot heads on top and clear
Rockers on the bottom, He uses Paiste Signa-
tures consisting of a 21" Dry-Heavy ride, an
18" Fast crash, an 18" Power crash and 14"
Heavy hi-hats. Gottlieb strikes everything with
Hot Sticks 2Bs. When playing with the Blues

Brothers, Danny wears Vuarnet sunglasses.
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DAVID GRISSOM:
BENDS OF
STEEL

An Austin guitar firebrand
sinks his hooks into Joe Ely

By Peter Cronin

OE ELY AND BAND ARE ONSTAGE AT
New Haven's Palace Theatre,
shakin’ the rafters with their
Texas-hybrid rock 'n’ roll. Unfortu-
nately, half the audience is across
the street in the parking garage
gelting primed for Little Feal’s
headlining set. Such is the fate of the open-
ing act. “Give me a smohy club any day,”
says David Grissom a few minutes later.
Over his past six years as Ely’s futl-time gui-
tar slinger, Grissom has perfected a chunky
riiythim and hands-on-fire lead style that,
like Ely’s best songs, takes chances and

knocksdown houndaries.

“The stufT that excites me is not premedi-
tated and it’s not safe.” says Grissom, 30.
“That doesn’t mean it has to he sloppy, but
I’'m always looking for the stufT that comes
oul of nowlhere.” By staying relaxed and
keeping his playing out on the edge, Gris-
som oflen covers more stylistic territory in
one solo than most guitarisis do in an entire
night. On his solo on “For Your l.ove,” lrom
Ely’s 1989 LP Dig All Night, Grissom
extracled every possible harmonic oul of
one sustained note before falling into some
fast and furious flatpicking. soinehow eas-

Photograph: Charles Freeman
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ing into a drawling pedal-steel-ish ending.
“I just hold the pick normally,” he says,
“and use my middle and ring fingers to pick
at the same time.” Grissom grabs one of his
Paul Reed Smith guitars, and using this
pick-and-fingers method (the same tech-
nique favored by such quick pickers as
Danny Gatlon and Richard Thompson),
execules a flawless series of bends that
almost perfectly duplicates the sound of a
pedal-steel. Holding the root note with his
middle finger, Grissom uses his index fin-
ger for whole-step downward pulls that

look very painful. “It takes a while to gel
used to that one,” he laughs. “A lot of play-
ers only bend up, I guess, hut | learned a lot
of that stuff from this Albert Lee solo on
Dave Edmunds’ ‘Sweet Little Lisa.’ [ spent a
year figuring out everything he played, not
knowing he was using a Parsons/White B-
String Bender.”

Grissom overcame that physical obsta-
cle with the same stubborn determination
that marks his never-ending quest for the
perfect sound. “I can he real ornery about

lone,” he admils, “but [ think the idea of

Greg Howe's
music starts here.

L |
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knows how
to get the hardest
driving rock from
his guitar. For
him it starts with
Fender 250L
guitar strings.
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having a huge effecls rack for the most part
is bullshit because it doesn’t allow any per-
sonal louch to come through. li jusi
squashes your signal.” Instead, Grissom
has been gradually whittling his sound
down to the hasics: his guitar and his trusty
old Marshall amp. “I throw out one more
litile efTects pedal each year,” he says, “and
[ don’t want to romanticize it too much, but
there s a very organic, warm sound in
those older amps thal allows a much larger
dynamic range than any of the new ones. |
like an amp that breaks up when you play
it hard and sounds clean when you turn
your guitar down—just tubes doin’ their
thing.”

In addition to showering his guitar all
over Ely’s last lwo records, Grissom was
given the nebulous litle of Assistant Produc-
er. “That whole thing is more from an
arrangement slandpoinl,” he says. “Joe gen-
erally brings in the songs on guitar, and
influence the direction.” Grissom demon-
strates, strumming the folkie version of
“Everybody Gol Hammered” that Lly firsl
brought to the band. “These songs didn’t
have any kind of guilar hook,” he adds,
breaking into the slicing, dominant-seventh
lick that instanltly transforms the song into
the pounding rocker that wound up on Ely’s
Lord of the Highway 1P,

As the only soloist in Ely’s three-piece
band, Grissom has to dig deep lo keep
things interesting night after night. Luckily,
he’s drawing from a deep well. Aside from
the normal American teenage diet of “Beat-
les, Stones and Hendrix,” Grissom lislened

OLD ELY-ABLES

RISSOM HAS three Paul Reed Smith
guitars: his gold maple-top, an all-
mahogany model and his new favorite
for studio work, which has a maple
neck with an alder body. “They're
incredible. Right off the rack they feel like gui-
tars that were made 20 or 30 years ago.” He
also dearly loves his two '50s Telecasters and
strings 'em with D'Addarios. Most of his stomp
boxes are long gone, but Grissom still uses his
t.c. electronics booster when he needs a little
push. The one effect he has no intention of
throwing away is, of course, old. “It's a Fender
spring reverb unit. When you run it into a Mar-
shall it sounds fantastic.” In addition to his '70s-
vintage 50- and 100-watt Marshalls, Grissom
likes to record with old open-back Fenders.
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to his share of jazz while growing up in
Louisville, Kentucky, and traces his love for
improvisation to those early influences.
“One of the benefits of listening to Wes
Montgomery, Miles Davis and people like
that is the whole sense of developing a
solo,” he says. “Wes Montgomery would
play the most melodic solos that wouald
build so wonderfully and keep your interest
the whole time.”

Ely says Grissom’s fatback rhythm style

got him the gig, but it was the guitarist’s
headlong approach to lead playing that has
turned Ely’s band into one of the hottest live
tickets around. And like the character in
Ely’s “Me and Billy the Kid,” Grissom some-
times goes for his gun and misses. “Yeah, |
fuck up a little more than I'd like, but it’s an
ongoing process,” he says. “There’s an
incredible art to improvising a solo that
stands on its own and has a life, that’s struc-
lu;ed even if it’s not premeditated.” M

&
BAss
MANIPULATIONS

Mark Dresser, all-star on the upright,
enlarges the strike tone

By Gene Santoro

HIRTY-SEVEN-YEAR-OLD MARK DRES-
ser traces his search for ways to
expand his bass’ tonal colors to two
influences—one of them little-
known, the second almost universal
for his generation. “In 1970,” Dress-
er says, “I heard Bert Taretaki Tor
the first time; he’s had more contemporary
music written for the contrabass than any
person alive. He’s the avant-gardist of the
bass in America. Anyway, | heard him do
what was, in effect, a double glissando.”
Dresser’s crablike hands scamper up and
down the fingerboard, both of them picking
in a skittering Van Halen fashion. “That
sound implied two different registers for the
bass. | loved it. I’d already been messing
around with exiended techniques and free-
improvising for a couple of years, so when |
got home I started working on left-hand
hammers and doing the bitones fa funda-
mental tone plus a harmonic].”
Straightfaced, he launches into the open-
ing of “Foxey Lady,” plucking one open
string & la Jimi—his second great influence;
he then manipulates his hammer-on of a
single note to conjure Hendrix’s follow-up
sharp-ninth chord from a halo of overtones.
“l was a Hendrix freak,” he grins from
behind his axe. “I’'m really a sound guy;
that’s what turns me on. Ilendrix took a sin-
gle note and fed it back until the harmonic
came out. That, to me, was so expressive.
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Even at 17 1 knew that the bass had that kind
of potential. Those were the mistakes your
teachers were always trying to get you out
of. But that was the area that was rich.”

It was also an area that demanded some

M U S I C | AN

thought—and work. “Once 1 got committed
to this,” he recalls, “I started charting bitones
above and below the fretting point. I charted
how they related to what I would be doing if |
was playing in well-tempered tuning: What
kind of bitones could I get that I could use in
a harmonic way? Then | realized | could also
use them in a microtonal way, as a noise
component. So I use them both ways. And |
did the same kind of charting to find out
what harmonics were under each well-tem-
pered semitone. That gave me another
focusing point, another way to understand
geographically what was under any note.
You have a pitch, a bitone, a harmonic and a
subharmonic—which hasn’t really found its
voice yet in my playing. Then with the bow
you have combinations; you can create har-
monics with the bow too, for instance. So |
worked on isolating them. Naturally, the
combinations began multiplying. It almost
seemed like at a given time you could pull
anything out of anywhere; suddenly the bass
hecame a polyphonic instrument, because
one note isn’t just one note.”

Dresser’s inventory of innovative tech-
niques is staggering. His two-handed ham-
mer-ons—just a bit more difficult on the con-
trabass, with its thick strings and high action,
than on an electric guitar—{lurry polyphoni-

Photograph: Larry Ford
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cally, the bitones vibrating into a chordal
aura. But for Dresser this is only a beginning,
“I'l put my right hand, which is normally the
pizzicato hand, above the lefi, which is my
fretting hand, and use it for picking and stop-

| ping, I can get a kind of contrary motion,” he

says, and then escalates his haminer-on flur-
ry into a blizzard swirling in opposite direc-
tions across the bass' fingerboard.

Necessily may be the mother ol inven-
tion. but in music as oflen as nol accidents
lead to breakthroughs. “The double glissan-
do came from a mistake,” says Dresser,
skidding both hands up the fingerboard in a
Kind of round, and producing something
like the sped-up cries ol a pair of whales. “I
was going for some Iwo-handed shit and
missed. Then I realized 1hat this projects
much stronger than two-handed picking. So
it fits a world where you, as a bass player,
want more dynamic range.

“I play arco [with the bow] a lot,” he con-
linues, “because it’s such an expressive
addition. Reading an orchestral or solo
work, vou’'ll see sul ponticello |over the
bridge], which means not getting the funda-
menlal. Well, it became clear that [ could
isolate different overtones by placing the
bow in different places. Then there's flau-
tando, which means lNutelike, not a lot of
fundamental. But it’s not really clear what
that means, so 1 started working on il. Tech-
nically, | put the bow on the harmonic note:
I [ stop an A on the D) string, | put the how
two oclaves above thal A. I I bow it real last
and lightly, the second harmonic is blocked
but the first harmonic sounds. That way, |
can gel two fifths and three octaves. The
higher the harmonics are, the closer togeth-
er they are and the harder it is to isolale
them.” Buttress Dresser’s bowing with lefl-
handed picking. and you’ve gol a bassisl
who’s a virtual one-man band.

But even such an extended vocabulary
needs Lo be integrated musically. According
1o Dresser, “More and more. I'im aware of not
just the raw sound value but the musical
value: How does this work intervallically?
How can T use this to create a pedal? Usually,
hass playing is such a conservative role: eep
that timie, give me those roots and get me
low, fat, juicy, pumping notes. Now, | love
doing that, but I also want 10 be able to do
more. That’s where the integration comes in.
How can [ use this stufl harmonically, melod-
ically, rhythmically? IUs like integrating two
diflerent worlds. Of course, you never arrive
at something finished; it just keeps develop-
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ing. So lo all of a sudden he able to throw in
elements that are unstable, go like this, is
greal”—and he thrums a series of bitones for
as fat and greasy a bottom as any bandieader
could want, but with theremin-like sounds
quaking above them. “I’s what you heard
from Hendrix: The power of that instability
that implied so much.”

Electronics have made Dresser’s sonic
paletie viable onstage, since the usual live
dynamics of any working group prohibit
such nuances on an acoustic setup. With
help from guitarist Tom North. sculptor
Don Jacobson and the Bartolini pickup peo-
ple. Dresser developed the Giftus, a pickup
suspended from the hass’ head via a netal
mini-sculpture. “The first one is like a Gia-
comelli,” deadpans Dresser. “The second is
simpler, more like a tlenry Moore.” The
rest of his signal chain: Giffus into a Boss
volume pedal (so he can shut it down as
needed. since it picks up open sirings too),
then a DID preamp. That and his Shirtler
bridge pickup are sent through a Walter
Woods amp. The rig has served him well
during stints with Anthony Braxton, Tim
Berne, Ray Anderson and Arcado, Dresser’s
own string trio with cellist Hank Roberts
and violinist Mark Feldman.

“Amplification changed everything. |
used to be in the old school, having my
strings a mile off the fingerhoard. So the
way my instrument was sel up wasn't con-
ducive to a lot of the two-handed stuff. Il
became clear that this sound I'd been work
ing on for many, iany years was not pro-
jecting, thal I’d better get smart with elec-
tronics. So I started investigating pickups
and amplifiers, and I {inally have a setup |
really like. [t takes a lot of time to refine all
these electronics so you gel something like
what you wanl—at one point in the early
'80s, I'd even had a pickup built onto my
how to amplify strike tones.”

Dresser slill has some mixed feelings
about his rig. “Yhen you amplify a bass, ils
dynamic range really gets reduced. it's the
nature of the speaker; it tends to make
things flat. The acoustic bass has a hig
range dynamically, although pizzicato i’s a
little fess. It’s more than most people real-
ize, although interms of projecting through
a band it's actually very small. You often get
locked into what will actually cut—that
becomes the hottom dynamic line. which
shrinks the range. So | can sit here and
praclice nuances for hours. bul in the heat
ofthe batile it’s ail out the window.” M]
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THE ‘“KING OF

BACKGROUND
MusiIC” STEPS OUT

Major moves from new age
keyboardist David lLLanz

By Alan di Perna

CTING COMPLETELY OUT OF
character, new age pianisi
David Lanz seats himself at the
batiered upright in his publi-
cist’s apartment and starts
hammering out some clatter-
ing. flashy stride piano. “This is
what | used 1o do when | sal down 1o play,” he
calls over his shoulder. “A lot of chords lhat
had raised fifths, flal nines and things like
that. But then I started to feel like | wanted to
get away from the dissonance. All of a sud-
den. [ started wriling these songs using just
major and minor chords. It was almost

embarrassing at first—the songs were so
simple. But the reaction was overwhelming.
I figured I'd better pay attention to that reac-
tion. There’s a need for this kind of music.”

Quite a subslantial need. apparently. Cris-
Infori’s Dream, Lanz’s lasl album, was Bill-
board's #1 new age album of 1989. Equally
greal things are expected of Skyline Fire
dance, an ambitious work that contains a
full CI>'s worth of solo piano pieces and a
second disc with orchestral versions of the
satne compositions.

Lanz has carved a niche for himself as
the new age artist with pop sensibilities.

Phatograph: Kip Lott
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Does yo..r ear
need a tune-up?

If you’re like

most musicians,

your ear is
running a little

rough. It needs

a precision
tuning—fast!

Take this test:

Do any of these

apply to you?

1 | get nervous when | play
in front of people.

1 People say | sing and/or
play out of tune.

1 I try to steal "licks” from
records, but the tones
flash by too quickly.

(J | can't figure out chord
progressions without having
my instrument with me.

(J 1 have all these increcible
musical ideas “in my head,’
but | can’t seem to play
them without a [ot-of bad
notes.

[2J Its embarrassing when |
get “lost” and can’t find
my place.

[7] It takes e longer than |
like to learn and memorize
a2 new tune.

] | have difficulty singing
harmony.

[ It’'s hard for me to transpose
songs to new keys.

1] | improvise poarly because
| can’t envision what I'm
about to play.

IJ My friends seem to enjoy
music more than me
because they have a better
ear

[2J My playing is caught in
a rut that | can’t seem to
climb out of.

You know the problems.
But do you know how
easily they can disappear
with just a simple ear
tune-up?

Refative Pitch 15 essential ic tune up your ear, .nd i . o completely
separate abality irom Perfect Priach. Le.srm mere acout both on

you

VREE straductory Tape—avadlaty e through shes offer.
1989 Ameri an Educational Music, Inc

You ‘ve got a lot of talent hidden inside you. But you'll
never fully tap into it until you tune up your ear!

Why? Because music is a HEARING art. Even with the
best high-tech equipment, the bottom line in music is
this: how well you play depends on how well you hear.

A tuned ear is a sleek performer. It gives you skill and
control—the kind you need to handle the curves and
rough spots with confidence.

An untuned ear is a hassle. It's like driving in a fog.
It cramps your creativity and drags down your natural
talent.

Most musicians already know the value of a great ear,
but don't do anything about it. Their loss is your gain.

You can join the smart players who have discovered
David L. Burge’s new hearing system. They’ve found that
the difference between being tuned or untuned is only
a matter of listening!

How to own a laser-sharp ear:

According to David L. Burge, you can tune your ear
with Relative Pitch, your ability to judge relationships
between tones and chords.

How important is Relative Pitch?

It's absolutely essential! Relative Pitch is what organizes
the tones you hear into your own personal experience of
music. Relative Pitch tells you if a chord is major, or
minor, or “"dominant seventh sharp five” Relative Pitch
tells you if you're playing sharper or flatter than the others
in your band. Relative Pitch gives you the skill to envision
what you want to play. The simple truth is: Relative Pitch
allows you to understand and appreciate all music.

You already have some degree of Relative Pitch. Other-
wise, your ear would have stalled out lorg ago.

But a complete Relative Pitch tune-up is another story.
How do you get it?

Just get the Relative Pitch Ear-Training Course™ by
David L. Burge. It's loaded with precise ear-opening drills,
with the answers right there on tape for you. it’s easy!
All you do is put on a cassette—and /isten!

You'll learn to hear and recognize a complete “catalog”
of chords and countless other musical sounds. David will
show you the easy way—and the only way to really do it
right. The more you hear, the more your abilities will
multiply. Finally, you'll have the ear you've always needed
to unlock your full creative potential!

Whether you are already a good listener, or the newest
beginner, the Relative Pitch Ear-Training Course™ has
all the drills you need to perfectly tune your ear from
ground zero. No music reading necessary!

Test-drive a tape—FREE!

Want a sample tape? If you'll cover shipping, we'll send
your first tape absolutely FREE (a $14.95 value)!

Or save extra shipping charges and start with more
lessons—all covered by our 90-Day mMoney Back
Guarantee: Enjoy each tape at your own relaxed pace,
one at a time. You’ll gain a lightening fast ear with each
lesson or simply return all unopened tapes within 90 days
for a FULL REFUND! There's no risk—you keep only the
tapes you actually use!

Remember: A great ear is worth more to your music
than the most expensive equipment you could ever buy!

Don't waste your ear! Order your Relative Pitch Ear-
Training Course™—and tune up for life!

Do it NOW!

(See review of this Course in Guitar Player Magazine,
March ‘88, p. 149. For all musicians/instruments.)

I I’'m ordering two or more tape levels.

Tuning your
ear is fun!
Just put on

a cassette
and listen!

No music

reading
required.

THE RELATIVE PITCH EAR-TRAINING
COURSE™ by David L. Burge.
Complete course is composed of twenty 90-minute
cassettes plus FREE Introductory tape. Guaranteed
to repair all major and minor ear problems.

Tune your ear for life!

Order your tapes NOW!
Call 24 hours and charge your Visa/MasterCard:

(515) 472-3100
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[ FREE TAPE
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(FREE; include $4 for shipping it ordered
alone) A $14.95 value!
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Training Course™ tapes with the full 90-Day
Money Back Guarantee described in this ad:
IMPORTANT: You will be tuning your ear with soecial Relative
Pitch listening techniques. So whether you are beginning or
advanced, you must start with Level 1 and heareach Lesson in its
proper sequence to gain the laser-sharp listening skills we've
promtsed you.

8 Lessons/Four 90-minute audio cassettes per Level
[J Level 1 Tapes $45 [ Level 4 Tapes $45
{J Level 2 Tapes $45 [ Level 5 Tapes $45
{J Level 3 Tapes $45
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All 5 tape Levels only $198*

* That's less than $5/Lesson for personal ¢artraining
instruction from David L. Burge!

J FREE BONUS (for a limited time)!

Please send me David’s Relative Pitch
“Help Me” Tape™ at no extra charge!

Add $4 shipping Total Enclosed: $
Make check or money order payable to: American
Educational Music.
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- Like many a baby-boom kevhoard man, he
started playing rock during the "60s and
A moved on to jazz during the ‘70s. A number
SR ol Lanz’s trademarks stem from these roofs.
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Black
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Black or White Sefe Zip | Insimplifying his harmonic approach,

Send Check or Money Order to:
MUSICIAN MAGAZINE
33 COMMERCIAL ST.
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Lanz began to focus more on touch and
lonality. A composition like “The Crane,”
commissioned for the 1990 Goodwill
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...17 bands for only 2 bucks! Musician's
new music sampler, A LITTLE ON THE
CD SIDE will tune you in to some of the
freshest music around—from new sounds
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YOUR COPY OF MUSICIAN: NEWSSTAND, MUSIC
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ORDER YOURS TODAY.



Games, uses the natural acoustics of the
piano’s wooden sound chamber to good
effect, evoking koto-like timbres.

“l always found other piano players’
recordings o be too harsh,” Lanz says. “And
I think 1 overreacted to that. When [ was
recording, | was playing so lightly it was real-
ly hard to get a good piano sound; it sounded
very good in the room, but it was hard 1o get
the piano to record bright enough. Even
loday, | rely on finger dynamics more than
anything. I don’t like the sound of pedals
going on and oll. Although sometimes I'll try
to create a motif"—Lanz plays a sonorous
wash of arpeggios—“where | can leave the
sustain pedal down the whole time.”

Lanz’s pop sensibilities also show up in
his choice of cover material. His piano ren-
ditions of Procol tlarum’s “A Whiter Shade
of Pale” and the Moody Blues’ “Nights in
White Satin” are both big favorites at his
concerts. “I learned a lot from ‘Whiter
Shade of Pale.’ It was one of the first rock
songs with a Bach kind of approach to the
hass. The second chord is E minor, but
you're playing a B in the bass. It’s one of the
songs that taught everyone that the hass
doesn’t always have to follow the root. I've
got a nice lefi-hand stretch, so when I play
the piece now | work bass and chording
into a lefi-hand accompaniment part.”

He plays the part, which calls for him to
orchestrate each note of the song’s de-
scending C major bass line wilh two other
intervals. On the first chord, for example,
he uses his pinky to play the C bass note, his
index finger 10 play a G (the fih) and his
thumb to reach the E (the tenth) in the next
octave. “So I'm playving a lot of tenths,” he
sums up. “Oscar Peterson does that.” Lanz
breaks into another stride passage. “I jus!
keep the tenths going instead of playing full
chords. Again, it’s a nice open sound, which
I like better than tight clusters.”

These days, Lanz finds some of his old
love for harmonic complexity creeping
back into his music. “I guess it’s my ego, but
as a composer, 'm tired of being the King of
Background Music. I'm working on a con-
certo that’s designed to be a little more fore-
ground. It has a lot of Beethovenesque seg-
menis—A minor to E flat, D, G minor, C
sharp to C—with lots of thirds and fifths in
the bhass. So [ guess even though I'm going
for something differenl, I still have a fasci-
nation with voicing simple major and
minor chords in a way that has a feeling of
expansion.” M

Photograph: Rex Miller
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LYRICS-LIABILITY
SUITS: ARTISTS
UNDER ATTACK

Will musicians have to worry about
how their songs sound backwards, too?

By Stan Soocher

HIS PAST YEAR LIKELY WILL BE
remembered by musicians and
songwrilers as Lhe one in which

the government look its biggest

hite yet out ol the creative pro-

cess. From the threat of lyrics-
labeling legislation to the civil and
criminal rulings that found the music of
the rap group 2 Live Crew obscene, song
lyrics have been blamed as never hefore
for the problems plaguing modern society.
But perhaps most frightening of all have
been the issues raised by the suit in Neva-
da that blamed the lyrics of the heavy
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metal group Judas Priest for the suicide
shoolings of two teenagers. Washoe Coun-
ly Judge Jerry Whitehead ruled in
August—in the first such lyric liability case
to proceed to trial—that the group wasn’l
liable for any impact from the unintention-
ally backward-recorded subliminal mes-
sage “do it” in the song “Better by You, Bet-
ter Than Me,” from the Stained Class
album. (The judge concluded the words
had been created by exhalations of lead
singer Rob [lalford, combined with electric
guilar sounds.) But in an ominous addi-
tional pair of rulings, the trial judge said

that subliminal lyrics have no First \inend-
ment protection and that technological
improvements could make it possible to
show that even unintentional messages
can cause suicide. This raises the frighten-
ing possihility that artists could be held
legally responsible for such messages.

Though it has no legally binding eflect
outside Nevada, the lalter part of Judge
Whitehead’s ruling has touched ofT a flurry
of activity among proponents of the “devil-
made-me-do-it” school of music criticism.
This includes the heating 1p of two suicide
suits filed against Ozzy Oshourne in Geor-
gia federal courts over forward subliminal
messages allegedly contained in the song
“Suicide Solution.”

Reno atlorney kenneth Mchenna, a
plaintil’s counsel in the Judas Priest suil,
says that within days of the \evada judge’s
ruling, he was contacted by at least three
inore families who claimed their children’s
suicides were prompted by Judas Priest
lyries. Mchenna adds that during the two
vears he estimates it would take for his
next case to gel to trial, he plans lo orga-
nize extensive research that would defini-
tively prove a direct, causal conneetion
between subliminal messages and sui-
cides. (Of course, Iyrics-liability suils have
been filed, 100, over clearly audible words
in songs such as "My Fist, Your Face” by
Aerosmiith.)

All this has left many songwriters seri-
ously considering or already engaging in
Ivric sell-censorship. Musicians, too. are
fearful that an unintentionally misplaced
nole could make them responsible for mil-
lions ol dollars in damages. And record
companies, which are often named as co-
defendants in lyrics-tiability suils, are
bringing pressure to hear on artists to tone
down recordings.

Just how well-placed is this fear? The
U.S. Supreme Court has held that speech is
protecied under the First Amendment
short of a direct incitemen! to innnediate
lawless conduct.

In addition, a California appeals court
that dismissed a “Suicide Solution” suil
against Ozzy Osbhourne in 1988 said,
“Merely because art may evoke a mood of
depression as il figuratively depicts the
darker side ol human nature does not
mean that it constilutes a direct ‘incite-
ment lo imminent violence.””

New York lawyer Elliot Hoffman, gener-
al counsel to Judas Priest, simply insists it’s

Photograph: Lilla Rogers



impossihle to record subliminal andin
imessages. “You can see a subliminal mes-
sage in a [ilm by stopping the movie al a
frame that says, for instance, ‘Buy pop-
corn.’ Bul there is no way to slow down or
filler out other audio sounds 1o bring up
something tha! is otherwise inaudible.”

Adds rock satirist Mojo Nixon. *[t’s the
idiol-monkey-at-the-typewriter theory. You
could isolate a drum hi-hal and it'd sound
like it was saying, ‘Ssssaaataun, Ssssaaatan.’”

The complaint against Judas Priest and
CBS Records was based on negligence and
strict liability (i.e., that the group’s music
was inherently dangerous). But courls
have generally treated suicide as an inde-
pendent intervening act that can’t reason-
ably be foreseen.

\l trial, the defendants argued the hu-
man brain is incapable of deciphering
messages recorded hackwards. Rob Hal-
ford acknowledged he had recorded lyrics
backward on only one of Judas Priest’s 1
albums, Defenders of the Faith. But he
claimed the result—the words “in the dead
of night, love bites,” recorded bachwards—
was a garbled mess. Much of the testimony
focused on the behavioral patterns of the
two leenagers, who the defendants sought
to prove had heen violent and suicidal
hefore the shooting incident occurred.

The plaintiffs’ attorneys played a video
ol recording engineers demonstrating how
backward-masking may he done. Alleged
examples of such uses included music by
Led Zeppelin, ELO and Queen (the latter
spouting backwards, 1he allorneys
claimed, “Decide to smoke marijuana”).

The plaintilTs also presented several wit-
nesses who discussed the power ol sublim-
inal messages. Bul one. a computer sci-
ence professor, admitled speeches played
backwards can take on new meanings. For
instance, she said thal “tesling, one”
played backwards soinds like “no music.”

The plaintiffs then asked for $6.2 million
in damages for pain, suffering and medical
costs. Plaintilfs’ counsel Vivian Lynch of
Reno suggested in closing thal the defense
had withheld incriminating evidence.

Defense trial counsel Suellen Fulstone
siapped back thal the accusalion was
“insulting” and “degrading.” But Judge
Whitehead fined CBS Records $40,000 lor
failing to bring forth some of the master
tapes from the Stained Class albuin. And
the plaintiffs are appealing the portion of
the judge’s ruling in favor of the hand.

Allorney McKenna is also helping pre-
pare legal argwments in the two handgun-
suicide suits pending against Qzzy Os-
bourne in Georgia. Plaintilfs’ counsel in
those cases. Ben Mills of Filzgerald, Geor-
gia, claims the two leenage suicides were
inspired by the forward subliminal lyrics
“why try, why try, why try. Get the gun and
try it. Shoot. shoot, shoot.”

No trial dates have heen set. Osbourne
has filed a motion claiming the plaintiffs do
nol have enough evidence 1o proceed on
the subliminal issue. The judge is expected
to rule soon on the motion. Oshourne has
always claimed “Suicide Solution” is aboul
the alcohol-related death of his friend Bon
Scott, AC/DC’s original lead singer. e also
denies the song contains any subliminal
messages.

Aerosmith lead singer Steven 'Tyler has
maintained his group’s tune "My Fist, Your
Face” is about Tyler’s drug detoxification
experience. Bul that didnt stop a concert-
goer at a 1986 Aerosmith performance al
Madison Square Garden from fiting a $5.5
million lyrics-lability complaint after she
was punched by another fan and her was
nose broken.

The complaint charged that “|t|his song
is only one example of the message gener-
ally communicated to the public by Aero-
smith encouraging violence and other
unlawful and outrageous conduct...Aero-
smith deliberately created this image in
order lo atlract altenlion to themselves...
and sought to and did atiract people (here-
inafier referred to as ‘crazies’)...inclined to
engage in such conducl.”

Also named initially as defendants were
Madison Square Garden, promoter Ron
Delsener, the tickeling agent and Warner
Bros. Records.

Plaintiff’s counsel Judson A. Parsons of

Morristown, New Jersey argued it was
essentially a question of crowd control.
New York atlorney Marvin Wexler, counsel
to Warner Bros., said, “If Aerosmith had
gotten up onstage and shouted ‘Fire! that
wouldn't have been prolected expression.
Bul everyone understood the song they
were singing was nol directed at anvone in
particular in the audience.”

To support ils case that Aerosmith’s
lyrics were prolected by the First Amend-

ment, Warner Bros. prepared a legal brief

that quoted Bob Dylan’s “Masters of War,”
which calls for the death of arms manufac-
lurers, James Taylor's “Steamroller Blues”
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(“I’'m a steamroller haby/I’m going to roll
all over you”) and the Beatles’ “Maxwell’s
Silver Hammer.”

The record company and lickeling agent
were soon dropped from the Aerosmtith
case. The claims against the remaining
defendants were setlled out ol court in
early 1990. Bul the suit demonstrated the
willingness of courts 10 hear lyrics-liability
cases. That’s because the federal judge
refused lo grant the defendants’ motion for
sanctions against Parsons for filing a
frivolous aclion.

Bu! to artists like Mojo Nixon, who's
authored such controversial songs as “Don
Ilenley Musl Die” and “Destroy All Law-
yers,” the Iyries-liahility debate ultimately
boils down to a question of literary license.
“These types of lyrics are just liyperbole
and overstlalement. Politicians and proles-
sional wrestlers use those devices all the
time.” M
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BETTER BY
DESIGN: NEW
IDEAS IN SYNTHS

Vecltors, effectors and other fun stuff
make up the keyboard’s latest renaissance

By Alan di

ESIGNED IN AMERICA: BUILT IN
Japan. That’s shaping up as the
"90s success formula for musical
instruments. The horg Wave-
station synth is a recent product
ol Amerasian cooperation. It
was conceived by the Japanese
company’s new U.S. think tank, which
includes the designers of the Sequential
Prophet VS: the machine that introduced
Vector Synihesis to the world back in the
mid-"80s. So when Korg sent a Waveslation
over for inspection, | started salivating on
cue, expecting a synthesizer with all the

[
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instant appeal of California roll a1 a sushi
bar, or at least a nice juicy teriyaki burger.
Instant appeal? Well, the Wavestation is a
dreain for people who like to program. But
Keyboardists who rely on factory palches
may find the out-of-the-hox sounds lacking
in basic staples—like an acouslic piano. for
instance. A lot of the other palches are the
Kind where you press a hey and hear a whole
lactory-prograinmed funk jam play itself out.
None of which is terribly useful for the musi-
cian who wants lo create his ocon music.
Once you get under the Wavestation’s
hood. though, you discover il can generate a
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much broader range of sounds than the fac-
tory palches would indicate. Dive down
seven or eight pages into the operating sys-
tem and you’ve gol good old oscillators.
They’re digilal, of course, and they produce
quite a selection of hasic PCM waveforms,
some greal samples of classic analog synths,
plenty of FM-ish “reso” waves (pass the
Neo-Synepherine), real instrument samples
and all that modern, breathy chiff stufl.

Bul now we come 1o one of the unit’s
unique features: wavesequencing. Rather
than having an oscillator produce a single
PCM waveform when you press a key, it can
play a whole series of different waves, one
after the other. You can string up to 255
waves(!) together, program crossfades
between them and even have any of several
modulation sources vary the precise wave al
which the sequence starts to play. Up to 32
wavesequences can be stored in memory,
but if each wavesequence has a lot of cross-
fading and steps, you may run out of memo-
ry before you reach that 32. Wavesequenc-
ing is greal for building patches that unfold
overtime, or that are full of abrupt sonic sur-
prises. But the best part is that wavese-
quences can bhe synchronized to MIDI
clocks, so all that unfolding and all those sur-
prises can happen right on the beat.

The oscillators—whether they’re playing
wavesequences or convenlional wave-
forms—can be processed through the usual
gaggle of fillers, envelopes and LFOs, and
up to four oscillators can he combined to
form whal’s called a ’atch. Now we comne 1o
another great strength of the Wavestation:
vectoring. On mos! synths, you set a balance
among your oscillators and that’s it for that
patch—the oscillators stay al the same lev-
els. But with vectoring, you build a four-
stage mix envelope that changes the rela-
live levels of the four oscillators over time.
With the ability to build wavesequences and
then vector them around, you can create
some wickedly complex sounds.

But on 1o the next plane of electronic
decadence. Lip 10 eight Palches can be com-
bined in what’s called a Performance. Here's
where you build lay-
ers, hevhoard splils
and multitimbral lay-
ouls. The Perform-
ance level is also
where the Wavesla-
tion’s onhoard ellects
gel applied. The facil-
ities here are quite

Synthesis’ Now Weve:
Korg's uMra-programmable
Wavestation (foreovound),
with two seperate effects
acessaes. The Ensonig EP 16

Phus (rear) comes with

ampling, 16-irack sequenc-

ing axd a ton of hot sounds.

Photograph: Susan Goines
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five-star: iwo separale
processors, both of
which have many dual-
effect algorithms like
delay + chorus or reverh
+ EQ. The two effects
processors can he con-
necled in series or paral-
lel. Routing into the
effects processors and
out to to the Wavestation's four outputs is
extremely flexible. Chalk up another one for
the U.S./Nippon connection.

Vector synthesis is pretty hot right now. A
lot of the same ex-Sequential people in
Korg’s think tank used to be part of a similar
brain trust set up by Yamaha. And Yamaha,
of course, introduced their own vector
synths—the SY77 and SY22—|ast year. The
latest in the series has just come out: an
affordable vector tone module called the
TG35. Like the SY machines, it lets you do
vector synthesis using sampled and FM-
generated wave components. The 50-stage
vector control is quite slick. Real-time vec-
tor moves can he stored in memory and

then edited in minute detail. You get a built-
in effects processor 100. Not bad for $393.

It looks like onboard effects will soon he a
standard feature on samplers as well as syn-
thesizers. A strong argument in favor of this
development arrived the other day, in the

form of Ensoniq’s new EPS 16 Plus Worksta-
tion. Remember the glut of workslations a
few years back? Ensoniq’s original EPS was
nearly the only one that actually had all the
features a workstation is supposed to have:
sampling, synthesis and 16-track sequenc-
ing. The new version of the EPS improves on
that by adding digita! effects processing. And
the sample resotution is up to a full 16 bits.
The sequencer’s heen goosed up to 96 ppgm
resolution and has grown a few new editing
features. Soundfiles from the original EPS
will play perfectly on 16 Plus and benefil
from the machine’s improved D-to-A play-
back resolution. The 16 Plus is shipped with
a ton of new sounds that lake {ull advantage
of the new effect facilities, including a fairly
plausible screaming lead guitar and a
Bosendorfer grand that’s sheer murder.

Like most modern synths, the 16 Plus has
a hierarchical setup. Your sampled sounds
are the basic huilding blocks. You loop
them, truncate them, filter, modulate and
envelope 'em; then you spread them out
over the keyhoard. When you’ve done all
this, you’ve got what’s |cont’d on page 97|
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World's Largest
CD & Tape Catalog

Bose Express Music Catalog is the first complete record store in a catalog. Now
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Roger, Roy,
Marvin
and John

Requiems
for
heavyweights

The Legendary Roy Orbison
(CHS Special Broductss

The Marvin Gaye Collection

(Motower)

Lennon
(Parlophone/EéniT)

The Byrds
(Cohanbia

HIS IS THE "90S, W E NEED TO
remiind ourselves fron
linie to time, for the deifi-

cation and recycling of

modern pup’s so-called
“galden era® refuses to
abate. The lates. example

is the mini-explosion of

four-CD boxed-set retrespectives,
usually accompanied by smart
liner notes and some “previously
unissued tracks” ta snare the eun-
ous—along with more hits, near-
misses and never-weres than a
pair of ears is likely to bear with-
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himself as an artist, lending his genius to
help the careers of lesser figures. Althaugh
Debul didn’t provide financial security for
Mingus—how could it have?—ihe venlure
was a success because il allowed the com-
poser to discover his talents. The Complete
Debut Recordings is an important docurnent
in jazz history, and a joy to explore.
—Michael Ullman
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Bo Dibotey

the Chess Box
{Chess/MCA)

NAME. A SONG TITLE. A RHYTHM. AN
Aadverlising tag line. Like his former
labelmate Chuck Berry, Ellas Mc-
Daniel—that is, Bo Diddley—has achieved
arlistic immortality based on the slender-
eslt public grasp of his talent. Whether or
not Diddley actually invented that beat
(usually simplified in print as “shave-and-
a-haircul, two bits™), it sure is the knee-
jerk association most people make with his
name. Kor too many people it’s the only
association.

Ideally, The Chess Bo.x will correct the
impression that Diddley’s a one-trick pony.
As Robert Palmer makes clear in his accom-
panying essay, even (fia/ rhylthm is subject
1o permutations of tempo and melricat
emphasis. And anyone who doubts there’s
more to Bo Diddley than...you know...
should check out the flamenco-like instru-
mental “Aztec”; or the unconventionally
structured doo-wop ballad “I'm Sorry”; or
the expressive vocal on “You Can’t Judge a
Book by Its Cover” (a rare exception to this
ahnost all-Diddley-composed collection); or
the calypsoid “Pills”; or virtually any of the
45 selections here displaying the man’s
multifaceted gifts (not the least being his
still-hilarious verbal cutting contest with
maracas player Jerome Green). Bo, like
God, is in the delails.

Diddley didn’t create his musical ingre«li-
ents, but their fusion was unique. The
macho surrealism of “Who Do You Love”

90 « January 1991

(with its inspired guitar exclamations fol-
lowing the title phrase) and the steamily
erotic “Mona (1 Need You Baby)” remain
stunning soundscapes able to withstand
hordes of imitalors. In their early years the
Rolling Stones performed and recorded
aboul equal numbers of Berry and Diddley
songs but released only one of the latler.
They might have feared comparison.

As an anthology, The Chess Box holds
few surprises beyond its skimpiness. Did-
dley recorded sleadily well into the *60s,
and sporadically thereafter. Over three-
fourths of the Bor, however, consists of
pre-1961 recordings. Compact discs reveal
the master tapes to be no audiophile’s
dream, with habitual distortion and occa-
sional drop-outs. Bul getting hung up on
the sound quality of Diddley’s recordings
makes as much sense as analyzing his
lyrics apart from the music. Bo Diddley is
an American original—as a self-made per-
sona, and certainly as a musician.

—Scott Isler

VARIOUS ARTISTS

Rubaivat
(Elektra)

LIBAIYAT 1S ELEKTRA'S WAY OF CELEBRAT-
ing its fortieth anniversary, a 39-
track compilation of artists from

their current rosler covering songs by

artists from their calalog. As expecled, you
gel a wide variety of results. Some ol the
renditions are appropriate homages:

Phoebe Snow wailing on Delaney and Bon-

nie’s “Get Ourselves Together”; the Georgia

Satellites retro-rockin’ a John Fogerty dou-

ble-bill from °’75, “Almosi Saturday

Night/Rockin’ All Over the World”; 10,000

Maniacs (i.e. Natalie Merchant) sensilively

treating Jackson Browne’s sensitive “These

Days.” These, and about a half-dozen other

tracks, fall inlo the just-okay category.

Of'the remaining 30 tracks, surprisingly,
only three are indisputably dreadful: Jevella
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Steele’s gospely version of the New Seekers’
“I’d Like to Teach the World to Sing”—
heavy soul-muscle like this only serves 1o
emphasize the song’s hasic dumbness;
Michael Feinstein’s truly vomitous cooing of
“Both Sides Now” (Joni Mitchell via Judy
Collins) over offensively pointiess sirings;
and Linda Ronstadt’s hollow warbling of
Kathy & Carol’s (surely you remember)
“The Blacksmith.”

A few cuts fall under the heading of Not
As Bad As You’d Think, including Tracy
Chapman’s “llouse of the Rising Sun,” a stu-
dio-bop accompaniment (Waddy Wachtel)
toning down the melodrama; and Ernie
Isley doing the Cars’ “L.et’s Go,” with the
techno-pop updated to include Urban Bat-
liefield textures—sirens, machine-gunning
drum machine. Then you’ve gol your
Curios, like the Gipsy Kings’ ethnic blowou!
of the Eagles’ “Hotel California,” starling
out well enough in Spanish bul segueing
into English like a man slipping on a banana
peel (“Way-come to ze llotel California!”).
The Kronos Quartet help us to recall Televi-
sion’s “Marquee Moon,” but why? Why? And
Bill Frisel! and Wayne Horvitz join Robin
Holcomb for an oil-and-water mix of ambi-
tious fusion and modest folk on Dylan’s
“Going Going Gone.”

Finally, there’s a handful of cuts that
seem like fairly unmitigated Good Ideas.
The Pixies take the Paul Butterfield Blues
Band’s “Born in Chicago” from its original
boastful doomed macho stance into the
inore mod arena of panic and psychosis,
while the Ambitious Lovers give us an up-
to-the-minute bulletin on how styles in
romantic alienation change, their version of
Fred Neil’s “A Little Bit of Rain” being more
playful than the original, acknowledging
the current need to get sentimental in a
roundabout way. And the Sugar Cubes,
sounding like refugees from the set of
“Sprockets,” mix playful and psychotic with
a terribly funny ravaging of that ’72 AOR sta-
ple, Sailcat’s “Motorcycle Mama.”

A hag as mixed as this one—covering
“One Meat Ball” and “Kick Oul the Jams,”
Queen, Tom Paxton, the Doors and the
Incredible String Band (Jackson Browne
doing credit to Robin Williamson without
sounding elfin)...well, you wonder who it’s
aimed al. But apparently somebody at Elek-
tra thought i’d be a fun concept. [l pretty
much is, and, as with all celebratory arti-
facts, i’s the thought thal counts.

—Richard C. Walls




I believe an appropriate syn-
ionyrn for the word censorship is
“prohibition.” Prohibition is the &=
act of prohibiting, or hindering  S——
accomplishment, and censor-  S—
sship, in its basic form, is legisla-
tion assembled toobstruct cre-  m—
ation, expression, et cetera. ?

Americansare not theonly = |
ones who dream, but America ¥
lhas always had the reputation, as
acauntry, where dreams seemed
especially likely to come true.
Because of this fact, the current
anti—freedom of speech atmo-
sphere in America has not only
been harmful to the arts, but it
also threatens mankind. The
American Dream affects many
inhabitants of the world, and
gives most of them the opportu-
nity tostand, steadfast, against
opposition; hence, their ability
10 persevere. Freedom of creativ-
ity and choice gives the Ameri-
canDream its hypnotic control,
its ability to capture, and initiat- »
inga program within America to censor, in any form, in any meadow, will
dilute this popular American concept. Furthenmore, the repercussians for
rescinding these virtues may not only be irreversiole, but may include the ces-
sation of man's ability to cultivate, to improve.

The fear of censorship is alive in Americaas a result of fanaricallsocial and
political advocates who believe curbing artistic expression will preserve cur-
rene virtues of today’s world for the fugure, and inimany circumstances that’sa
shallow prospect. Amongst other articles, these individuals also lack hind-
sight, for they need to recall that all prior generations survived imperfect
social climates; climates which did peculiar rituals and belief[s‘.e And
rather than creating an extensive deﬁte over freedom of expeession to map
out our future, proponents of censorship should heed the vision of America’s
founding fathers; then, they too may see man’s potential for phenomenal
growth isstill in its infancy.
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The current problems of
today’s society reflect the diffu-
sion of leadership and education
within our world. The prob-
lems do not derive out of the
extensive growth which the
arts have experienced. Addi-
tionally, the shaping of tamor-
row’s werld today, shauld not
be left toatew extrernists whose
vehemency may prohibit cre-
ation through legislation.
Humanexistence is a collective
effort, and each individual is
needed to further the principles
of humanity, however ambigu-
ous, all are necessary. The arts
possess many principles which
farther mankind;imoreover, its
contribution is paramount
above all other contributing
categories in the modern word;
asa resultjeach caregory within
the arts must be granted
immunity because o?its rich
portrayal of, and endowment to
hurman life.

Let alllof ws, in each nation, realize that domestic affairs need much of our
attentior. A better system of eduication should be our cbligationtoour youth,
end improved guidelines for parental guidance need to be fostered and
instilled. A dysfunctional domestic environment, and the lack of leadership
end educationvare the foremost reasons for poor performance and lack of inter-
est in our youth, not artistic inspiration or expression. Music, as one example,
provides ouryouth with the challenge to dream and the challenge to pursue
chances of opportunity. The current drudgery which non-caring parents, .
governments, and sccial programs propose toour youth is repugnant, and dhe
American Dream is being steered toward extinction through continued

exposureroward a proposed menial future.
Robert Halford

Judas Priest




PET SHOP BOYS
Behavior |[EM}]

Depeche Mode treats ennui as a fashion accessory, but
the Pet Shop Boys take a positive approach—they joke
about “Being Boring,” snipe at pretentious rock stars
(“How Can You Expect to Be Taken Seriously?”) and fret
over romantic fidelity (“So Hard™), all the while polishing
their devilish wit and angelic arrangements. In other
words, they understand that life isn't about wrestling
with the zeitgeist, but managing a laugh or two as you
muddle through. And that's the real difference between
teen fare and grown-up pop.

HINDU LOVE GODS
Hindu Love Gods [Giant]

Though none of the Love Gods—Warren Zevon, Bill
Berry, Peter Buck and Mike Mills—are exactly famous for
their command of the blues, their versions of “Wang
Dang Doedle,” “Junko Pardner” and “Traveling Riverside
Blues” are as charming as they are fierce, while their
“Raspberry Beret” is simply smashing. Further proef that
what makes a garage band great isn’t chops, but heart.

PAUL MCCARTNEY
Tripping the Live Fantastic [Capitol]
Half the thrill of catching McCartney on tour was walch-
ing his boyish charm slip back into context as he
mugged his way through “Can’t Buy Me Love” or “Hey
Jude.” Though that had to be seen to be appreciated,
most of the rest, from the funk-lite of “Coming Up™to the
full-tilt bop of “Twenty Flight Rock” to the dueling gui-
tars of “Sgt. Pepper,” holds up even without the visaals.

INFORMATION SOCIETY
Hack [Tommy Boy|
Clever as the computer stuff is (and it takes a fair
amount of wit to merge James Brown and Kraftwerk into
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a single, seamless groove), where these guys really get
brainy is in the songwriting. It’s smart to add a Thomp-
son Twins gloss to “How Long” or a Latin hip-hop throb
to “Think,” but finding hooks in electranic abstractions
like “R.L.P” or “CP Drill KKL” is pure genius.

VANILLA ICE
To the Extreme |SBK|
Bum rap.

ZZ TOP
Recycler [Warner Bros.|

[.ess a return to form than a return to formula, this
album finds the Texas trio putting its electronics on the
back burner (or further back in the mix), and turning up
the heat on its basic blues 'n’ boogie. And though there’s
little here as classic as “Pear] Necklace™ or “Cheap Sun-
glasses,” songs like “Penthouse Eyes” or “My Head's in
Mississippi” are durable enough.

MEGADETH
Rust in Peace |Capitol]

Don't mistake Megadeth's apocalyptic imagery for dooms-
day overkill; not only do songs like “Holy War” capture the
desperation of the dispossessed with chilling accuracy, but
even a sword-and-sorcery number like “Five Magics” car-
ries the tang of realism. But even without the lyrics, this
band’s instrumental attack is so ferocious these songs
would sound like the end of the world anyway.

SARA HICKMAN
Shortstop [Elektra]

Like any good singer/songwriter, Hickman understands
the value of both a strong story (“Aurora”) and a funny
lyric (“Too Fast™). What raises her ahove the merely
good is that she remembers it’s the musie that makes a
songwriter, which comes across as clearly in the airy del-
icacy of “Salvador” as in the brash charm of “Short Stop.”

MAGGIE'S DREAM
Maggie's Dream [Capitol]

Not just another acid-rock flashback, Maggie’s Dream
plays off psychedelic nostalgia without falling victim to
the usual hippier-than-thou clichés. Funkier than Lenny
Kravitz, rootsier than the Stone Roses, the band not only
understands how to live in the here-and-now, but clearly
appreciates that history is what you make it.
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BETTY BOO
Boomania [Rhythm King/Sire|

A classie Brit pop act, Boo is 40 percent concept, 30 per-
cent production, 20 percent hooks and 10 percent talent.
Which is not to say that “Doin’ the Do” and its ilk won't
leave you humming; they will. But so will TV jingles.
ANDY M. STEWART/MANUS LUNNY
At i Again [Green Linnet)
Despite such obvioysly Celtic touches as Uillean pipes
and pennywhistle, what Stewart and Lunny create here
isn’t folk music somuch as a sort of traditionalist pop.
Meaning that it’s just as comfortable with singer/song-
writer introspectian as it is with Highland balladry, and
always makes the most of Stewart’s heartbreaking tenor.
(43 Bearer Brook Rd., Danbury, CT 06810)

TERRANCE SIMIEN AND
THE MALLET PLAYBOYS
Zydecoon the Bayou [Restless]

Though Simien can sound as sweet as any Neville when
he wants to, what makes this such fun is that his band
plays zydeco with all the breathless passion of a punk
band (but twice the precision).

WHITNEY HOUSTON
I'm Your Baby Tonight |Arista]
A tourist in the realm of R&B (strange, camsidering how

soulful her debut was), Houston shows that even if she
can’t sing the stuff, at least she knows the right producers.
—J.D.Considine

WYNTON MARSALIS
The Resolution of Romance [Columbia]
The Resolution of Rorance represents Wynton's graduation
present to his father. Ellis Marsalis’ sumptnous harmonies

Hlustrations: Chad Draper




- Sound Off!

We the undersigned oppose all legislation that requires any record, cassette or compact disc to be stickered
or censored. We will not transfer to the state our right to choose the music we listen to, nor take away the artists’
freedom to create it. Neither will we allow ourselves to be unfairly regulated by those who would take away our
freedom under the pretext of protecting us.
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bathe Wynton’s Iyrical detachment in a light New Orleans
bounce and leave him plenty of space to breathe. Wynton,
above all, cherishes the elegance of melody and the nnance
of phrasing, and The Resolution of Romance plays like a
definitive statement of his musical principles, rather than a
reboiling of old bones. So when’s Wynton going to get all hot
and bothered like lL.ee Morgan or John Colirane? Under-
stand that what you hear is likely what you’re going laget:a
classical trumpel master who is intent on mastering the
jazz idiom from the ground floor up, and has the potential to
be one of the greatest lo ever pick up the horn. Those sitting
on the fence wondering what all the fuss is about are here-
by remanded to a compulsory sounding of “The Seduc-
tress,” a commanding ballad refrain full of plungered
Ellingtonian splendor and spectacular timbral control from
top to bottom. The fruit didnt fall too far from the tree—this
is the trumpeter’s finest hour.

CECIL TAYLOR/TONY OXLEY
LeafPalm Iand |Free Music Production]

You don’t always have the time to get into that Cecil Tay-
lor frame of mind. Bul sometimes you crave the cathar-
sis. If Wynton’s is the resolution of romance, then Cecil’s
last rites are like shamanistic ritual invocations of
magic—pure molion of the dance and drum. In‘Tony
Oxley, Taylor has a multi-percussionist who is so blithely
telepathic about Cecil’s rhythmic forms that he never
takes the hait and overblows to match the pianist’s fire.
He’s transcended the martial cadences of the snare
drum with his eccentric little hybrid kit, and shades Tay-
lor’s every nuance in skin and metal—Robbie the Robot
meets the Master Musicians of Joujouka.

SONNY BOY WILLIAMSON
Keep It to Ourselves |Alligator]
LITTLE WALTER
Hate to See You Go [MCA/Chess]

Rice Miller wrote the book on blues harp, and the redis-
covery of this 1963 Danish date is cause for celebration.
Sonny Boy’s autumnal reflections are as inlimate as a
back porch chat, which is why the one-man-band mojo of
“Don’t Let Your Right Hand Know” and the barroom boo-
gie of “Movin’ Oul” are so suffused with remembsances
of the deep South. The spry acoustic guitar of Matt Mur-
phy and the rolling cool of pianist Memphis Slim flesh out
the music, but the focus throughout is on Sonny Boy’s rap
and roll—surely among our greatesl storytellers,

Shure mike in hand, Little Walter’s amplified stylings
gave chromatic harmonica an eerie vocal power akin lo
the banshee shout of a saxophone or the growling distor-
tion of a Hammond organ. He extended on the work of
acoustic harp players like Sonny Boy, recasting electric
blues harp in his own howling image. With his long fluid
electric lines, Little Walter’s brand of Chicago blues
always inclined a little towards jazz (listen to the way he
surfs over the deep grooves of Willie Dixon ane Fred
Below), and, by marrying his own vacal sound lo the raw
electric currents of Chicago modernists like Muddy
Walers, helped define modern blues and rock 'n’ roll.

STEVE COLEMAN &
FIVE ELEMENTS
Rhythm People (The Resurrection of Creative
Black Civilization) [BMG/Novus|
If you want a reference point for the kind of fusion I like,
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listen to Rhythm People, one of the most streetwise, origi-
nal jazz recordings of the 1990s. I’s animated by both
hard funk and rap, but instead of leveling the music in
favor of some kind of vague dance sensibility, Coleman
has expanded his music to nurture the all-encompassing
sensibility of a modern jazz improviser. Yes, the music is
bumplious, but the band is blowing ferociously from
start to finish, harmonies that circle in and out of each
other in a maddening swelter of polyrhythmic detail.
The work of drummer Smitty Smith and bassist Dave
Holland is particularly noteworthy.

SONNY ROLLINS
Sonny Rollins Quartel, Live in Paris 1963
[Magnetic Records|

Attention, Sonny Rollins! Please contact your lawyers:
There’s fresh royalties abrewing,. Helpless as we are
when it comes to new discoveries of classic Sonny
Rollins, the moment any questionable “historical”
release hits the browsers, we buy on instinct. So buyers
heware: The Sonny Rollins Quartet in Europe 1963, Vol.
1 & 2 on Jazzup has Cro-Magnon-quality bootleg sound,
and is for fanatics only. But the Sonny Rollins Quartet
Live in Paris 1963 on Magnetic Records seems lo be a
keeper. A good live sound complements the superb, free-
wheeling performances from Sonny’s most adventurous
ensemble (1Jon Cherry, Henry Grimes and Billy Hig-
gins), back during that brief interlude when Newk was
under the spell of Ornette Coleman. The highlights
include Sonny’s splendid ballad interpolations on
“Everything Ilappens to Me,” and the hard-driving
ensemble blues interplay on “Sennymoon for Two.”

DON GROLNICK

Weaver of Dreams [Blue Note|
A visceral, no-compromise session, full of gutsy swing,
lart harmonies and free-blowing polyphony that walks
the stylistic chasm between hard bop and funk without
condescension or glitz. Peter Erskine, Dave Holland
(very much in his Paul Chambers mode) and the Breck-
ers go for broke.

CHICO HAMILTON
Gongs East! |Discovery]

They got the liner notes and song sequences all balled up,
but no matter. Long out of print, this session documents
the cream of West Coast jazz experimentation back in the
late "50s, with a cello-guitar-bass-reeds-drums combo
that is probing, elegant and swinging. Noleworthy for the
work of California native Eric Dolphy in the days before
he completed post-grad work in caterwauling at the Uni-
versity of Mingus. ilis sound is lush and refined in the
best tradition of Benny Carter and Bird.

SAM PRICE
Rib Joint |Savoy|

Here’s a joyous compilation from the *50s thal stakes out
the ground where jazz and blues met to form the very
foundation of rock ’n’ roll. Pianist Price has been active
since the 1920s, and his playing is an encyclopedia of rol-
licking barrelhouse and boogie-woogie grooves. And
when the legendary tenorist King Curtis and unhinged
electric guitarist Mickey Baker (remember “Love Is
Strange™?) cul loose over Price’s big beat, Rib Joint will
fire up any party.
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MILT HINTON
Back to Basics |Progressive|

Sublime littie duets with pianist Jane Jarvis, some fine
grooving with Louis Bellson and a venerable encyclope-
dia of swing bass motifs on this solid traditional date. Hin-
ton’s bass is right up in your face on this intimate little
recording, but where’s the amp? Who needs one when
your name is Milt Hinton and you’ve been minding the
bottom since the *30s with Cab Calloway, making rock
records for Atlantic in the *50s and modern jazz with Bran-
ford in the ’90s? This man should be up there on Mount
Rushmore. (1206 Decatur St., New Orleans, LA 70016)

PAUL BLEY

The Floaler Syndrome [Savoy]
The sound changes appreciably cut by cut, session hy
session, as if the producer wasn’t quite sure what he had
or how to present it in the trio of Paul Bley, Steve Swallow
and Pete LaRoca. But taken as a whole, this remarkable
trio was on the verge of a stylistic breakthrough. Swal-
low’s bearish attack and woolly acoustic bass tone com-
plement rhythm mate LaRoca’s dancing mixture of Baby
Dodds and post-modern melodic fury; pianist Bley inter-
polates the work of Ornette Coleman and Charles Min-
gus on piano, anlicipating the later freedom of the
Hancock/Carter/Williams and Jarrett/Haden/Molian
rhythm teams. And do you think Pat Metheny might've
copped something from Paul’s reading of Carla Bley’s
“Syndrome™?

BENNY GOODMAN TRIO
AND QUARTET
Avalon—The Small Bands, Vol. 2 [Bluebird/BMG]

From Kenny G to Benny G. My, whal a difference five
decades make. Clarinetist Goodman found his greatest
popular success as a big-band leader in the swing era,
when jazz was popular music—was dance music. But he
probably found his greatest expression as a jazz artist in
these propulsive trios and quartets with pianist Teddy
Wilson, drummer Gene Krupa .';nd vibraphonist Lionel
Hampton. These fine digital remasterings highlight the
warmth and clarity of the original recordings, and the
absence of a bassist focuses each instrument rhythmical-
ly, for breathtaking interplay and witty, high-wire impro-
visations of the highest order.

—Chip Stern

RIDERS ON THE STORM
John Densmore
|Delacorte Press]
Alas, poor Densmore: While everyone else was grooving
in the sunshine during the ’60s of Love, he was trapped
(by lack of options) playing drums in that dank spiritual
basement known as the Doors. That's one theme that
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runs through these shards of recollections; another is his
difTiculty getting laid. Despite its jumpy narrative, Riders
on the Storm is invaluable first-person teslimony, and
not just about the Doors. After all. 1o his bandmates Jim
Morrison was an excruciating nuicase.—Scot! Isler

AFRICAN ROCK
Chris Stapleton and Chris May
{Dutton Obelisk]

Many African societies view musicians as derelicts,
degenerates and drunkards, while U.S. music fans often
refer to something as amorphous as “African music.” This
detailed, highly readable work dispels the latter myth and
celebrates the sober as well as the sodden. Describing
hundreds of the musical styles and personalities that have
popped out of the Mother Continent since World War Il
(and especiaily since the '60s), the authors underscore the
sheer diversity of sound, from the more famous (juju,
soukous) 10 the lesser known (agbadza, ziglibithy). Anec-
dotes and sagacious quotes abound. Despite such weak-
nesses as no coverage of the musics of the Horn of Africa
orthe incredibly weak chapter on African music in Amer-
ica tacked on for the LS. edition (they don’t even mention
African music pioneer Babatunde Olatunii!), this is easily
the best reference yet on African pop.—Tbm Cheyney

DEL MCCORY

Don’t Stop the Music [Rounder]

Initially it’s the sweetness of the twin fiddles, a slight
variation on the Texas style, that makes you turn your
head toward this feisty family affair. But it’s McCory’s
vocals, with more twang than his banjo player, that keep
you listening hard. Living legend Bill Monroe was a one-
time McCory boss, so even though you might not have
heard of this bluegrass bandleader, you know he’s paid
his circuit dues. At 50 he’s learned a lot, and it’s the little
things—whispered passages, bluesy phrasing, loping
rhythms—that show how genuine his old-timey stance
is. There's a lot of worry lines on his brow, and McCory’s
candid enough to tell where he picked them up. (1 Camp
St., Cambridge, MA 02140)—Jim Macnie

THE TRI-SAX-UAL SOUL
CHAMPS
Go Gl [Black Top/Rounder]|
The Soul Chainps—Austin’s Mark hkazanoff, plus
Atlanta’s Grady Jackson and Sil Austin—play sax, as in
smokin’ R&B. Here they've joined distinctive guilarisis
like Snooks Eaglin and Clarence Hollitnon for a party
record that never loses its place between fun and conse-
quence. It tucks some no-sweat Ellingtonia (Kazanofl’s
“Blue Di™) and Middle Eastern (“Misirlou™) between sax
batlles like the title tune and songs such as “l Can’l Keep
Up with You,” where guest singer Carol Fran lays down
the law while guessing she’s just in over her head.

Lucidly recorded, with a dependable rhythin section of
bassist Rhandy Simmons and Wes Starr, the Soul
Chaneps sound free and targeted, subtle and frank, and
although they never bland oul. they don’t wallow in yes-
terday’s grease, either.—James I lunter

THE GUO BROTHERS
& SHUNG TIAN
Yuan [Reatworld/Virgin|

Playing their native flutes and shens (a hand-held
mouth-blown organ), Yi and Yue Guo mostly tone up
Chinese traditional songs, rendered in Guo arrange-
ments. They're more atmospheric and cinematic than
authentic folk. Although Shung Tian, a quintet based in
England since 1989 in which sister Liang sings fetching-
ly, and former Clannad member Pol Brennan are also on
hand, nobody clutters the Guos’ confidently articulated
melodies and cannily chosen textures (Poise alone
accounts for the Chinese-Irish connection, il turns oul.)
As fine as the Guos’ nouveau Asian folk is—"The Dream
of the Ked Mansion,” theme nusic froma Chinese TV
drama, seems particularly cool—Yuan, especially Yue's
rich and probing “My Second Life,” leaves you hoping
that next time these composer/musicians will write
more of an albhum themselves. They've gol dynamite
instinets for rooted instriinental music, & little flash and
lots of verve.—Jarnes I unter

MICKEY HART

At the Edge |Rykodisc]
Hart calls these pieces “dreamsongs.” asthey literally
carme to him in his sleep, if the liner naies are to he
believed. Their effect is less sleep-inducing than trance-
like. Obscure instruments, many dating back to prehis-
toric titnes, are biended with nature’s sound effects 1o
creale serene, contemnplative atmospheres, inaking the
occasional bursts of melody from (ves) Jerry Gareia’s
guitar or Airlo Moreira's voice all the more surprising.
Not many other albums can boast Zakir tlussain and
Babatunde Olatunji on the same track, and the result is
way better than anything Hart’s regular band has inan-
aged in the last decade.—Mac Randall

THE BLUE AEROPLANES
World iew Blue |Ensign/Chrysakis|
Striking an impeccable balance between arliness and
candor, pop and rock, the Blue Aeroplanes glide
smoothly through this mini-album made up of new
wnaterial, covers and blasts from the "Planes’ past. The
eight tracks comprising ferid {7ew Blue include three
rediscosveries from the *Planes’ elusive back catalog
and “You Are Loved,” a new number that pairs Gerard
Langley’s warm and fuzzy vocals with a droning guitar
pop backdrop reminiscent of the Smiths. But the real
gems here are three covers through which the band
pays tribute 1o their musical mentors. Richard Thomp-
son’s “You’re Gonna Need Somebody™ skips sprightly
along over a lush ground of guitar texiures, a live ver-
sion of Bob Dylan’s “I Wanna Be Your Lover™is an unre-
lenting rave-up embellished with intriguing,
psychedelia-inflected country-western guitar work.
and a jubilani rendition of “Sweet Jane” fackles the
strolling narrative of the Velvet Lnderground original
with the exuberance of Bruce Springsteen’s “Rosalita.”
—Sandy Masuo
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VARIOUS ARTISTS

Giants of Dancebund llighlife [Original Music]
This is African big-band swing music, courtesy ofGhana,
and sounds every bit as srange and delightful as that hybrid

should itnpy. This coBection presents three bands from
three decades. includingthe Caribbean-flavored E.T. Men-
sah and the Tempos, a preeminent ensemble during the
’50s, and the [5-piece Bamblers International Dance Band.
But it's Professional Uliuru that really steals 1he show, its
creimy horn sections and driving Cubop percussive
rhythms transforming aditional African melodes into
beautifully exotic dance music. Highlife was one of the first
African pop idioms to sustain interest on these shores, no
doubt hecause it was “society " imusic that did indeed draw
some inspiration from '30s and 40s big-band swing. But
like the best Latin mamtm bands of the *30s—a sound Pro-
fessional Uhuru calls 10 mind more than occasionally—it’s
at once disarmingly happy and sophisticated music, and
with a dance quotient that’s very much up to date. ¢R.D. 1,
Box 190, L asher Rl., Tivol N\ 123835)y—VMark Rowland

NARIOUS ARTISTS
The Sound of hinshasa |Original Music)

Subtitled “Guitar Classirs froin Zaire,” this collection
deftly charts the progress of what has become A'rica’s
most influential pop music. What's wild is how mwch the
original form borrowed from earty Cuban folk and salsa,
gselfthe dominant straii of dance music throughout the
Caribbean. The mix here of wafling horn lines. s\vaying
percussive patterns and, of course, those amazing,
ieverb-laden Zairean gwstar lines on tracks by the likes
ol Rochereau and Dr. Nivo is about as dreamy as lite can
he. A personal note: [ Lirehed onto this album seseral
years ago when it came out on L.P,and it’s been an my
twp 10 playlist ever since The C1)’s sound quality is ahout
the same, which is 10 say serviceabie, but | guarantee
that if you have any feekfor this stufl. The Sound of Kin-
shasa is one disc that will stand the test of time. (R.D. 1,
Box 190, 1 asher Rd., Tivoli, \Y 12583)—VMark Rowland

MIKE MCGEAR
AfeGenr [Rykodisc)

This 16-year-old artifact represents the only collabora-
tion hetween comic/imusician Mike McGear and his big
brother Paul McCartnes. Fortunately, this is Paul circa
“Je1” and “Juniior’s Farm,™so the album—all of whieh he
wrote or co-wrole save for one cover—fairly rocks.
Denny Laine and Jimnw McCullough’s guitars 1l row
sparks throughoul, and McGear’s odd humor lends its
distinetive 1ouch to “Nortan™ and “The Man Who Feund
God on the Moon” (which Robyn Hitchcock must've
heard at an inpressionable age). Plus that great cover of
Roxy Music's “Sea Breezes.” with the pun no one go! the
first time around: *1t's a shame to think abou yesterday,
i’ a shame.” Whatta guy.—7Thormas Anderson
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Plus, the do’s and don’ts when approaching record company
evecutives and A\&R! Promo-Pack Guidelines! Over 1000 record
company listings! Much More! Priceless Inform:ion!! Send
$14.95 Check or Money Order 10: Consolidated Resources
Publishing, Dept. 2, PO. Box 802962, Houston, Teas 77280-2962.

EMPLOYMENT

FIND BANDS TO JOIN. Find musicians and gigs. \Write:
MUSICIANS NATIONAL BOTLINE, Box 7733, Murras, U'T 84107,
Phone (801) 268 2000.

SALES/MARKETING MANAGER
LEADING INTERNATIONAL CO. IN NI SEERS AN EAPERI-
ENCED SALES/MRTG PROFESSIONAL. Responsibilities
include all sales; mktg areas of denling in a speciality
product line. Must be a ereative thinker, provide leadership,
develop sirategy and implement programs. Should have
ereellentinterpersonat & organizational shills 10 supporl &
motivate inside and feld sales forces. Good geawth and
apportunity for the right person. Send resume with salary
history to

MUSICIAN
PO, Box 105
1515 Broadway, New York, N 10036.

L

KILLER TIE-DYES

T-8hirts $5.00 + P.& H.
Backdrops Custom Made
Rock “nRoll Attire
For Intormation 1-800-277.7361
orsend $2,50 to:
Morganton Dyeing & Finish
SalemRd. Morganton, NC 28655

Guarameed Not To Shrink Or Fade

BE A RECORDING ENGINEER: Train al tome for High
Paving-Eaciting Carcers FREE information AUIIO INSTITUTE,
2174 Lmon ST Suite 221, San Francisco, CA 94123

THE ROCh-N-ROLLSINGERS SURYVIVAL MANUAL, by
Mark Baster, vocal coach for Aerosmith, Extreme, Loudness.
Steven INVler uses this book. $18.95, P(). Boy 442, Boston, MA
02123,

Guitarists!...Now vaui too can have Scale Power! Blow-
anany sour competition!! Discover the scales of the masters! Rush
$4.95t0: Paez Enterprises 5441 Norwich, Dept. M1.San Diego. CA
02117,
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1515 Broadway, NY, NY 10036.
DEADLINE: Two months prior to date of
publication

ALL AD CANCELLATIONS MUST BE IN WRITING AND
MAILED TO THE MUSICIAN CLASSIFIED DEPT.
FAX YOUR AD TODAY (212) 536-5351

“SING BY MAIL®

Sui hle Rach Cy

[ Lettaped award-winning lessons protect your |
' singing roice with good production. Send for free details. |

Popa 1k 15 EOpera

' MOORE'S MUSICA L ENTERPRISES
7016 \.E. 155th Place Bothell. \WWA 98011 L .S.4.

“This book shows how you
can start anytime in life
any place.” —Pete Seeger

Guida for Adult Beminning and Aristen

s ana

USIC
for the
JOY

Enhancing Creativity, Skills,
Musxcal

LS Ll L
lere s the book for every adult who
makes music or would like to—for the
dedicated player, for the beginner, and
for the not-yet-musician.
“I highly recommend this book.”
—Henry Mancini

JT

Available now from:

Jeremy P. Tarcher Inc.,
5858 Wilshire Blvd.,

Los Angeles, CA 90036.

Or call 1-800-333-3969 ext. 326JE.
Please add shipping and handling charges of
$1.75 for the first copy and 75¢for each additional
copy. California residents add 6.75% sales tax.

FREE DISCOUNT CATALOG:- (nstruments by hramer,
Chanel, Martin, Roland, PRS, Stinger, Tascam, Fernandes, more.
Also elfects, strings, straps, pickups, accessories. Discount
prices. ELDERLY INSTRL MENTS, 1100 N. Washington. Box
14210-BS5. Lansing, M1 48901 (517) 372-7890.
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of your classified advertising.
(] American Express (] Diners Club [
Credit Card #.

Exp. Date
Your Signature

Visa [] Master Charge

Bank #

Publisher hos the right to refuse oll mail order retoiler ads that might conflict with Musician dealers. e s en o= o o= == o = of

STEELY DAN Fanzine. For “Metal Leg” subscriplion and back
issue information, send stamp. Peter Fogel, PO. Box 20129, New
York, \Y 10023-9991.

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 Excluslvez‘ ly LT Sound

24 HOUR PHONE DEMO LINE: (404)482-248

MUSIC OPPORTUNITY/RECORD CONTRACT
We will present sour demo tape to major recovd evecutives.
Service FREF. ifnot accepled. 25 vears experience in industry. For
details. S.AS.E. MILESTONE MEDIA, Dept. MM, PO. Box 868,
Venice C1 90291

MUSICIANS NATIONAL REFERRAL—Professional
musicians seeking bands—Bands seeking professional
musicians. Bands register free. Call now for information. 1)800)
366-4447.

RECORD PUBLISHING CONTRACT
Updated names of music executises who'se given perinission to
submit demos. (KM, Capitol, ECT.) More info., send: \LTER
FGO 100, Snell Rd. Apl. 12, Oshkosh, V1 51901,

ROADMAPS TO THE MUSIC BUSINESS

‘In this world of artists and con-artists, Roadmaps
will help vou to distinguish one from the other”
~Carlos Santana
Will benelit musicians and seasoned performers who |
seek 10 understand the business of music. Available from
Road Publishers, 110 S. Alms School Rd., Suite 297, Dept.
M. Mesa, AZ 85210 $10 plus $2.50 shipping handling.

(SN —




T e A - T

get more work, write powerful contracts, be effectise with l
clients, and more. “How to Succeed [n The MUSIC
BUSINESS,” a career manual by Steve Crowel).
Send $7.95today!
RMW Publications, Dept. MM, PO. Box 1740,
Diamond Springs, C 93618

I
‘ STOP GETTING SCREWED! Learn to make more mones,

RECORDS & TAPES

AMAZING FREE CASSETTE mail order catalogs. Regzae,
Dub, New Wave, Rock, Funk. Experimentats. ROIR, 611 Broadway,
Suite 411M, New York, NY 10012,

THE LARGEST MUSIC SELECTION in the
world! Over 80,000 rock. pop jazz CDs from Canada, Europe and
Japan. Free catalog! Overseas Shoppper, Box 22354-F, Portland,
OR97222. (503) 652-7573.

UR CUIVIF A )
RECORD MANUFACTUF 8
D/ AGING SER i
QLA pd |- 340U
O
COMPACT DISC ]

MANUFACTURING AND
HIGH QUALITY
CASSETTE DULPLICATION
| ffordable pricing for the smuil independent lables o
individuals. Complete scrvices include digital maslering,
graphics, color separatians, printing, packaging and
fulfillment. All work is guaranteed. \\‘e will be glad 10
answer any questions that you may have. Call (317) 353-1113

or write to:

WMG, Inc.
(MWorld Media Group) 8472 Bruok\ ille Road, Indianapolis,
Indiana 46239, FA\ (317) 333 0750 Attn: JefMMetlentine. ]

r

LEARN SONGWRITING & COMPOSE MUSIC. Proes-
sinal instruction by mail. For course descripiion: AMERICAN
CORRESPONDENCE INSTITUTE, Box 31021-1), Cleveland, OH
44135,

Want to become a better songwriter? (5 page booklet gives
tips on how. Also tips on copyrights, and contacks. Send $7 to:
GOLDENTOLCH ENTERPRISFES
150 S. Gienoaks Bivd.,
Suite 9248
Burhank, CA 91510

SONGWRITING instruction/evaluation threugh the mail is

avitilable from Workshop Originals, 892 S. Quieto Way, Denver CO

80223. Write for more information. Let's get those songs
publisher-ready!

“SINGYWRITERS—MUSICIANS
SINGERS—PROMOTERS”

Our clients need good commercial songs ‘ality pes) for
t)owbl« contracts if your material is accepted. Send us
YOUIR BEST (lead, tape, and history) along with $10.00 per
song for safe-return and handling cost—(material will he
discarded is fee not enclosed).
IFYOUR MATERIAL ISACCEPTED-FEEWILL. BEREFUNDED.
Send to: GRAPHIC ENTERPRISES, Box 195, Allamuchy. Ni
07829, Atin.: Talent Search-- M3

PROFESSIONAL BACKGROUND
TRACKS All the great songs of the
80's, 70's, 60's, 50's, 40's,
30's, 20's, and more.
Chrome tape cassettes
with removable vocals
plus lyrics and stereo
background tracks.
Record with exact
re-creations of
the hits.
FREE
catalog
of over
2000 songs!
POCKET SONGS
Dept. K Box 229
Irvington, NY 10533

LLOOKING FOR A
RECORD DEAL OR
RECORD PROMOTION?
Seiw tapes ta:
ALEX GREENE & ASSOC.
27380 Gratiot Ave.
Roseville, M1 41066 [
orcall (313) 779 0207
orfas (313) 7792565

OUR COMPILATION CI’S
TRESULTS!

FOUR BANDS SIGNED OFFVOLL 1&2:

College ridio vationally
Trade Publication Res jews
Send demos to: Rockil Records
85918 Linion Lk. Rd. Sude 306
ME Clemens, M48013 317 792-8452

‘WANTED TO:'BUY

WANTEDTO BUY/SELL: GUITARS, BANJOS, Masadelins:
Gibison, £ F Martin, Grersch, D’Angelico, D'squisto, Stromberg,
Dabro, National. oider Fender, Rickenbacker, Gibson, B&D
Epiphone, Caramount, Yega, Fairbanks, Stewars. MANDOLIN
BROS.. 629 FOREST, #\:L, STATEN ISLAND, NY 10310, FREF
CATALOG. 718-481-3226.

The following « ompanies are more thon willing to fill you
in on their products. Coll or write them, and tell ‘em you
sow it in MUSICIAN

American i sic Pubii NS - not;e
Budmgf:m Fmrﬁdd 1A 52556 '515) 472-3100 ... .77

Euck lnuos = 33 Commercial St, Gloucester, MA C1930 ll3
Bartolinl Guitar Components — Bax 934, Livermore, CA
94500 {415) 443-1037 ............. .74
Bose Music Express - SO0W. 17th 51, New Vork NV IOOH
(#00) 233-6357 ... .85
Carver - P.O: Box 1237 Lynnwood WA 98046 1-800-443-
CAVR -....ve oo ol . -EEEES .58
Carvin — Dept. MX74,1155 ndusmol kscond‘do CA??OE
(GIRNZA7-17 . . ... ..c. o Ll

D’'Addario — 210 Rov?elO? E Fammudale NY 11735(51-6)

454-9450 ... ... .40
Cean Mu'khy 335C Scot Blvd,, #435, Sonto Clu 0, CA
95054 (404) P48.2456 (800) 538-8330 . aongo ..39

DigiTech - See DOD Elertronics ............ o

DOD Electronics — 5639 South Riley Lane, Salt Lokg Cnfy UT

84107 (801)268-B400 .. ..... ...oviiiiiiii e 29,99

Electro-Voice — 600 Ci-c.l St, Buchonan, M' 49107 (616}

695-6831 ......

EMG —P.O.Box 4394 Scntu Posu CA? )402 (707) "25 99 1
.28

GIT/Musicians’ Institute — 1655 McCadden P, '1ollywood
CA 90028 (213) 462-1384 . .69
Hohner Inc, = 12O, Box 15035, Rlchmond VA 23277 (804)
550-2700. .......... o
Hughes & Kc"nor -35 Summn Ave huddsforde I9B7
(2YS)1550708 4 ... . .lo0 e g e ofele .28
JBL - 8500 Balba Blvd, Northndge, CA?] 329(818:893-8<11

....... 6,
Korg 89 Frus' Sv Wesﬂ-ory, NVHS?(!(SM) 333-%9100..... 2
Martin Guitar Company — 510 Sycamore 51, Nazareth, PA
18064/ {215} 759-2837 ........cciviceiiiiiie e
Paarl = 408 Hording Indestrial Dr., Nashville, TN 37211 (6]5l

CEAA%7 angaaggegoannas. apqaapanaasoocaaaas .. 67
Poavey - 7]] ASt, Meridian, MS 39307 (601, 483 3365 57
Rune ~ 10802 47th Ave. W, Everett, WA 8204 (206; 355-6D00
.................................. 21
Roland — 7200 Dominiou Circle, Los Am|s|es CA 90040 (213}
SBSIST ... 4
RotoSournud/Superwound — Smngs Unhm-fed ch 6041
Bndgewater, NJ 08807 (8CD) 432-3433 ...... - 63
Samson Tm:hnologlas = 485-19 So. hroodway, Hxluvnllg NY
11801 {516) $32-3B10 ... aoocooaan 23
Shure Brothers Inc. — 722 Hartrey Am Evonslon ‘IL 60202
{312) 8602200 . 25
Sony —Sony Dm Paork Ridge, NJ 07656 49,50, 51
Sony Pro Audio = 1600 Queen Anne I.d., Teunetk N: 07666
(@RVIBIRISHNOL. .0 et . 2 et s e ale s 62
Taylor Guitars — 9353 Abroham, Santue, CA??OT (619]
ZGBEV20VA v . R 1o ke e« SRR s
Warwick/Basses - KDS Technologies, P.O. Box 507 Bloorw
field, CT 06002 ... . 73
Yamaha — 6600 Orangethorpe Avo Bueno Park, CA 9062(-)
(7)) S netantnoay - aohBEEa0a0aEEaEANBI00AG 100
Yorkville Sound Inc. ~ 4600 Witmer Industricl Estore, Ncogaru
Falls, NY 14305 (714) 297-2920 ...... 60

| Zoom — lCOMunnoPkW)\ #435, Redwo nd CAfy,CA?4065 (Al 5'

| (B7B:5BBE). ... ol e be e et
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"DEVELOPMENTS
(contd from page 84] called an Instrument,
Eight Instruments can be summoned up at
once to create what’s known as a Bank.
These Instruments also form the first eight
tracks of the sequencer.

Because of this hierarchical structure,
adding effects to sounds can be a little bit
tricky. There’s just one effects processor
which can be applied at the individual In-
strument level or giobally at the Bank level.
Global effects can be loaded irom disk or
drawn from a pool of 13 onboard ROM ef-
lects.

The effects processor itsclf is a little 24-bit
powerhouse. It has some premium au-
diophile reverb algorithms and lots of useful
chorus + reverb + delay-style multieffects.
The Leslie cabinet simulation is the best
around. The effects give vou all the standard
adult programming parameters, many of
which can be modulated by any number of
MIDI controllers. Voices can be routed to the
effects processor via three separate busses,
which makes it possible to apply only reverb
to one Instrument, while another gets re-
verb, chorus and delay and a third goes dry.
All these new effects facilities, plus the
machine’s other features, bring the EPS well
into the *90s.

in the coming months, we’ll be seeing
more experiments with the way different
synth-related functions get combined in a
single piece of gear. The tone module was an
interesting packaging idea; the workstation
was another. And now Roland has taken a
brand-new design direction with their
Studio M, a tone module with built-in effects
plus a sequencer with tape sync and mix
automation combo. Whoa, let’s break that
down. The sequencer is a 16-track, 50,000~
step job. Eight sequencer tracks are dedi-
cated to the Studio M’s onboard voices and
the other eight are for driving external MIDI
instruments. The internal sounds are of the
Roland RS-PCM variety. There are 30 voices
that can be spread over eight multi-timbral
parts and processed through any of 13 on-
board effects. The sequencer reads and
writes Roland’s Tape Sync 1 synchronization
code. Among its other tricks, it’ll let you
automate effects settings plus panning and
levels for all 16 sequencer tracks. VWhew. In
short, if you've got a MIDI keyboard, the
Studio M gives you everything you need to go
with it in one tidy little box. Splendid idea,
what? (M
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Each year at
Ed this time the music biz
buzzes with every-

’

body's
favorite
hristmas
package—the
annual cassetle of weird
holiday novelly songs from
TV comedy writer Eddie Gorodetshy. This year you can get in
on the fun. 1o0. CBS Is releasing Christmas Party with Eddie
G, the ultimate colleetion of gonzo seasonal selections. forgol-
len aberrations and Christmas radio filler, To celebrale, we
offered Eddic a page of Musician to entertain our readers with
some ol his favorite musician johes. So roll up the carpet and

spike Ihat eggnog—we're ready for ddie!

When Duke Ellington died, Saint Peter was wait-
ing for him a1 the Pearly Gates,
“Duke,” Saint Peter said, *ItS
so good 10 have you here,

The boss wants —
you lo lead heav-
en'’s all-star band.
You can choose whoever you want. You want saxo-
phones, you gol 'em. Ben Webster, Lester Yonung.,
John Coltrane. Drummers? Chick Webb. Buddy Rich.
Guitars? llow about Charlie Christian, Yves Mont-
gomery or even Jimi Hendrix?”

Duke listens carefully. Saint Peter leans in close
and speaks in a more confidential manner, “Listen.
One thing. When you’re thinking about a singer—
Gaod has this girl...”

This lrog is driving in a car. Coming the other way
in another car is a trombone player. \What's the differ-
ence between the wo? FThe frog might be on his way
to a gig.

This guy goes to Africa. tle gets off the planc and
the first thing he hears is the drums—the throbbing
tribal beat of the drums. He turns 10 a native in the
airport and asks, “¥What's the deal with the drums?”
The native replies, “Very bad if drums stop.” te gets
10 his hotel and the drums are still beating out their
rhylhmic pulse. lte asks the bell-hop. *¥Vhal’s the
deal with the drums?” T'he bell-hop replies, “Very bad
if drums stop.” Later, he’s walking in the town square
and all he can hear are the drums. He’s about 10 ask
someone on the street when, suddenly, the drums
stop. He turns 10 the man closest 10 him and asks,
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“Now what happens?” The guy says to him, “Very bad.
Now come bass solo.”

Q. How many members of U2 does it take to screw
in a light bulb?

A. One. Bono just holds the light bulb and the
world revolves around him.

Q. How many drummers does it take to screw in a
light bulb?
A. They have machines that do thal now.

This nesw nightclub opens. 1t has lots of litile rooms
and above the door of each room is a number. The
number represents the average 1Q of the people in
the room so you can lind people at your own level. So
this gy walks in the room marked 180 and listens o
the conversation—*1 think Proust is one good exam-
ple.” It’s a little too much for him so he goes into the

roomn  marked 13—

T “Trulaut’s early films are

" Stilk too
heavy, so he tries the room

reminiseent of.

marked 90—*Actually, as
far as sequels go, Die Harder wasn’l that bad.” He
checks out the room marked 70—*You know, that
‘Roseanne’ is a pretly funny show.” Finally, he gets to
the room marked H), He opens the door and two guys
are sitling there. One says lo the other, “So, what size
sticks do you use”

Q. How do you make a rock guitarist turn down?
A. Patacharl

front of him.

A hunter is on safari in Africa. All he can hearis the
furious beat of the drums echoing through the jungle,
Tte says 10 his guide, “I don’t like the sound of those
drnms.” They go a litile further into the jungle. The
beat is even more furious. “l don’t like the sound of
those drums.” They hike a little further. The sound is
overwhelming. He shouts to his guide, “I really don’t
like the sound of those drums!™ Suddenly, i head pops
out from the underbrush and yells at him, “Hey, give
us a break. He's not our regular drummer.”

Q. What's the difference hetween the Lawrence
Welk band and a moose?
A. On a moose, the horns are in front and the ass-

hole is in the back.

A very intense, self-abwsorbed saxophone player is

M U S$s I C I AN
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sitting at the bar after playing all night. A beautiful
woman shyly approaches him and says, “Excuse me, |
hate 1o intrude, but I just have to tell you that | saw
you play tonight. T have never been so deeply affected
by music hefore. 1t's like it woke up my mind and my
hearl. [t also woke me up as a swoman. Your music
touched me so deeply that T just want to take you
home with me and make mad passion-
ate love to you all night long®

The saxophone player R
stares al her for a -
moment and asks, “Did

you see the [irst set or the second set?”

Q. What did it say on the blues singer’s grave-
stone?
A “Ididn’t wake up this morning.”

This musician gets off the road. He wakes up on
his first day back and calls up Buddy Rich's house.
Buddy’s wile answers. “May I speak to Buddy?” the
musician asks. “Buddy’s dead,”
They hang up. The next day, he calls again. “May |
speak to Buddy? he asks. “Buddy’s dead,” she replies.
They hang up. The next morning, he calls again.
“May I speak with Buddy?” he asks. “Look.” says Mrs.

replies Mrs. Rich,

Rich, “you've been calling here every day. [ told
vou—DBuddy is dead.” “l know,” says the musician, “1
just love hearing it.”

Tom Fogerty dies. tle opens his eyes and he's sitting
in a giant rehearsal hall. Every type of instrument
imaginable is there. lle can’t figure oul what’s going
on. Suddenly, the door swings open and Jimi FHendrix
walks in, picks up a guitar and sits down next to him.
Right behind him are John Lennon, Buddy Holly, King
Curtis and Brian Jones. All the instruments are taken
except the drums. Tom is excited. tle's figured oul
where he is. He turns to Jimi and says, “This is great.
There really is a rock '’ roll heaven and Pmin the band. |
can’t wail 1ill we
start
Jimi says, *] leav-
en? Did you say heav-
en? Just then the door

jammin."

swings open. Karen Car-
penter strides in, sils
downat the dramsand
says. “Okay, every-
bady, ‘Close to You.'
One. lwa,three...”

HMustrations: Bill Shortridge
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Currently
on their
U.S. tour

a\ k ¥ 4 Photo by Rebin Visotsky

Ted Nugent, Tommy Shaw, Jack Blades and Michael
Cantellone left nothing to chance for their debut world tour.
They selected DigiTech to handle their si nal processing needs.
Below is just some of the DigiTech gear they're using.

Three IPS 33B Super Harmony Machines

Create 2 & 3 part chrematic, intelligent and user-defined harmonies.
Applications: for guitar and vocal harmony effects.

Three DSP 256 Digital-effects Processors

= = = = : Up to 4 effects at a tjme from 24 available.

Applications: for guitar, bass, and vocal effects.
Two GSP 21 Guitar Signal Processors

21 effects, up to 10 at a time. plus a tull function foot controller.
Appllcauom for guitar effects.

Two Whammy Pedals -
Up to 2 octave up/down smooth note/ co@® e c
chord tl)enﬂng pitch detune, and harmony DigiTech co@
interval shifti . d of the 90
pph:camm:r;%r guitar effects 5639 South Riley Lane The Soutt of the 90
Salt Lake City, Utahr 84107 I A Harman Intemational Company
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THEY SAY MUSIC SHOULD
COME FROM THE HEART.

Why is it that such trivial mat-
ters as money are always getting in the
way of your music?

Especially when there exists a
synthesizer like the Yamaha SY55. At
a price of only $1395!

The SY55 produces sounds with
absolute clarity. With better ﬁdehty, in
fact, than most CD players.

It comes with 64 pre-
set voices in ROM, and
room for 128 more (64 in
RAM and 64 on a Voice
Data Card). Each voice
contains up to four dif-
ferent waves, using the 74
16-bit samples built in, or
those on aWave Data Card. ‘@i iione

Better still, the SY55 has editing

Get your SY55 between
10/1 and 12/31/90
and we'll send you a set of

YAMAHA

BUT IT SHOULDN'T COST
YOU AN ARM AND A LEG.

power beyond anything in its class.
And it’s equipped with the same digi-
tal convolution filters found in the
SY77 Synthesizer, so you can take any
sample and give it anything from a
minor tweak to a major overhaul.

It also includes a full-featured
8-track sequencer and a rich palette of
34 programmable digital effects, in-
cluding reverbs, gates, early reflections,
delays and distortion.

There’s an SY55 just waiting to
be heard at a nearby authorized Yamaha
dealer. May we suggest that you stop
by and help yourself to an earful.

For the affordable price of $1395,
we think you'e really going to get

attached to it. Wath YAM AH A

all of your heart

©1990 Yamaha Corporation of Ameri
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