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If you want to know 
what an S3700 sounds \°4N, 
like, listen to these people. 

nag 
- - 

You're hearing them already, but now listen carefully. Each 
• recording listed here was produced (and often mastered) 
 •  • - en using the SV-3700 Pro DAT. Li Aire LA Studios Chuck:: 

- - - • • produced by Chuckii Booker; 7kff produced by Howard 
Benson; Brian Wilson produced by Brian Wilson & Eugene 

Landy; Timmy T produced by Jon Ryan. The Castle Lee Greenwood produced by Jerry Crutchfield; Ricky 
Skaggs produced by Mac McAnally. Li Chung King Recording Studios Run DMC produced by Jam Master Jay; 
3rd Bass produced by Sam Sever, SD-50, MID, Prince Paul & Marley Marl; L.L. Cool J produced by Marley Marl; 
Nikki D produced by Sid Reynolds. D & D Recording Vanilla Ice produced by Gail "Sky" King; Big Audio 
Dynamite produced by Jr. Vasquez; Herb Alpert, Ziggy Marley produced by Bobby Konders. r Electric Lady 
Studios Queen, West World produced by John Luongo & Gary Hellman. [ Emerald Sound Studios Hank 
Williams Jr produced by Barry Beckett, Jim Ed Norman & Hank Williams Jr.; Alabama produced by Josh Leo & 
Larry Lee. The Enterprise Winger Warrant produced by Beau Hill; Nelson, Trixter produced by Mark 
Tanner; The Fixx, Rebel Pebbles produced by Tony Peluso; Gladys Knight produced by Michael J. Powell; Henry 
Lee Summers produced by Ric Wake; Nia Peeples produced by Howard Hewitt. Li Mad Hatter Recording 
Studios Chick Corea Elektric Band produced by Chick Corea and Co-Produced by Dave Weckl and John Patitucci, 
Lee Ritenour, David Benoit produced by Mike Abene for "Shannons' Dear D Magee Audio Engineering Los 
Angeles Philharmonic Orchestra, Pacific Symphony Orchestra, Terry Trotter & Friends produced by Joseph 
Magee. Mobile Fidelity Sound Lab Igor Oistrakh 7>io produced by S. R. Britton & Edward Shakhnazarian; 
Gennadi Rozhdestvensky & The USSR Symphony Orchestra produced by Krieg Wunderlich .& Tori Swenson. 

Music Mill Eddie Rabbitt, Earl Thomas Conley, Oak Ridge Boys produced by Richard Landis; Anne 
Murray, Tanya Tucker produced by Jerry Crutchfield. L One Up/TMF Mussingtans, Dumpa produced by 
Dianne Norris; Anita Baker produced by Michael J. Powell; Natalie Cole, Smokey Robinson produced by 'Ibrry 
Marshall. L ' The Plant Recording Studios MC. Hammer produced by Felton Pilate; Mariah Carey, Michael 
Bolton, Peabo Bryson produced by Walter Afanasieff; Tony/Toni/Toe produced by Tony!Toni!Tonél.; De Anna Eve 
produced by Shake City Productions. r Royal Sound Studios L.A. Guns produced by Michael James Jackson; 
Art Laboe produced by Art Laboe; Festival Fountain at Caesar's Palace produced by Champ Davenport. 
111 Sixteenth Avenue Sound Ziggy Marley produced by Ziggy Marley & Glenn Rosenstein; Michelle 
Shocked produced by Michelle Shocked & Glenn Rosenstein. I Studio 4 Recording Phil Collins produced 
by Phil Collins; D. J. Jazzy Jeff & The Fresh Prince, Schooly D. produced by Joe "The Butcher" Nicolo. 

For information on the SV-3700, contact Panasonic, 6550 Katella Ave., Cypress, CA 90632 
(714) 373-7278. For more great music, listen to: «Ii Taj Mahal produced by Skip Drinkwater. L Studio 
PASS Defunkt produced by Bob Appel; Nic Collins produced by Nic Collins; Paul DeMarinis produced by Paul 
DeMarinis; Tom Cora produced by Tom Cora. Keith Thomas (producer) Whitney Houston, Amy Grant, 
Carman, BeBe & CeCe Winans. Triad Studios Quemyche produced by Peter Collins; Michael Tomlinson 
produced by Dan Dean & Michael Tomlinson. Trevor Rabin Yes. E Unicorn Studio Roger Hodgson. 
[ Unique Recording Studio Mariah Carey, Lisa Lisa & Cult Jam produced by Robert Chivilles & David 
Cole; Madonna produced by Lenny Kravitz; Lisette Melendez produced by !ribanasonic 
Carlos Berrios. Don Was (producer) Bonnie Raitt, Glenn Frey, Paula re 
Abdul, Neil Diamond, Lyle Lovett. And this is just the beginning. Professional Audio Systems 
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Discover the Mingus you've never known. 

Mingus Dynasty's "The Next Generation" was founded to 

keep alive the legacy and spirit of Charles Mingus by 

musicians who were once part of his band. Their new album 

is a stunning collection of 10 origincl Mingus works— many of 

which are " lost" masterpieces never before recorded. 

"Who would have thought that when Mingus died we 

could hear his music in performance with so much original 

spirit?" The Boston Phoenix 

Produced by Sue Mingus g Delfeoyo Marsolis. 
Executive Producer: Dr. Gecrge Butler 

Today's hottest new trumpeter makes his solo debut. 

You've heard Terence Blanchard on the score of Spike 

Lee's "Jungle Feve," the soundtrack of " Mo' Better Blues" 

(when Denzel Washington played, it was Terence you 

heard), with Art Blakey's Jazz Messengers, and leading 

his own group. 

Now he's in the spotlight— with an album that showcases 

his continuing growth as both a player and composer. 

Featuring guests Branford Marsalis and Jeff "Tain" Watts. 

his solo debut reveals a 29-year-old trumpeter 

with a singular voice..." The Washington Post 

Produced by Ultimo Marsolis. 
Executive Producer: Dr. G m)rge Butler 
Management: Robin Burgess 

COLUMBIA JAll. WHERE TRADITION MEETS TOMORROW. 
'Columbia Reg U.S. Pot. 11m. Off Marco RegistradaUe 1991 Sen Musk Entertainment Inc 



We used our heads Ito design our necks, 
making them abso-

. lutely rigid and stable 

under the most extreme 

temperature changes 

and performance con-

ditions. Like all Ovation 

guitars, The Elite LTD 

model, pictured here 

with Angel Step Walnut 

top, features the 

KAMAN bar rein-

forcement system. 

Ovation 

We can't tell you not to perform 

in below-zero Vancouver one day 

and tropical LA the next. 

But we can tell you this: If you're 

playing an Ovation, the neck is rein-

forced to keep creep, twist, bend or 

4rachor& heel block in the 

bowl of the instrument. Tensions 

created by temperature changes 

and hard playing (or the fierce 

puli of a twelve-string tuned to 

concert pitch) are thereby absorbed 

by man-made materials rather than 

temperature and humidity-sensitive 

woods. It's also 100% adjustable. 

So you can change the neck to 

accommodate your string gauge 

or playing style. 

Even the bracing pattern con-

tributes to the enhancement of the 

overall performance. Parallel to the 

At Ovation, there's one design principle 
on which we remain absolutely rigid. 

warp to an absolute minimum. No 

matter what extreme temperature 

changes you put them through. 

Just as we re-invented the body 

of the guitar, we went to work on a 

neck bracing system. And virtually 

eliminated the instability of traditional 

designs. 

We began by bonding an aluminum 

KAMAN bar® reinforcement rod into 

the core of the neck to create 

unshakable stiff-

ness at the 

lowest possible 

weight. It is 

bolted into the 

flex of the guitar top, our bracing 

leaves the top free to pump out 

the sound. 

Ovation. A case of using our 

heads to design the best neck 

in the business. 

To see the full line of 

premium Ovation guitars, visit 

your nearest Ovation Professional 

Showroom or write to us today for 

a free catalog. 

Kaman Music Corporation 
Dept. F, P.O. Box 507. Bloomfield, CT 06002 KAMAN 
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Coven Mark Knopfler photographed in London, 
August 1991, by DeboraFt Feingold This Page 
(from top): Pau Cox; Davie ModelVOuttine; Larry 
Ford; Dean FreernanNisages 
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Transmission of Rock 'n Roll. 

David Bowie • Reeves Gabrels re Hunt Sales la Tony Sales 

"Tin Machine Il," 
the new album featuring One Shot. 

On Victory Music/PLG Compact Discs and Cassettes. 

National Tour in November. 



Rickie Lee Jones 
op Pop was recorded live in the 

studio with veryfew overdubs. 

I didn't let it go too far. I'd say, 

"We'll spend two hours on this and 

if it doesn't happen, we'll let it go." 

That took a lot of pressure off me 

to get it right. Every-

body could tell when it was right 

because you felt good. You listen, 

you like or you don't like. That's a 

wonderful way to record. 

Without many melodic instru-

ments in it, the pitch is kind of 

le it to me. It is really difficult for 

me to sing with a band. Doing 

this record, Fve realized how 

hard it has always been when I 

play live and have to conform to 

all the different pitches of all the 

instruments. Because they're 

never in tune with each other. 

And I'm never in tune. I really 

have to work to sing the songs I 

write. I can sing them better if I 

play them, but I don't play well 

enough to do that. 

What was it like working with 

producer David Weiss? 

He's really funny. And he 

doesn't know much about the 

studio. What t need is a comrade 

ta say, "Let's do this." He picked 

the players, he kept a really good 

frame of mind. I wished he had 

known more technical stuff. 

Do you follow pop music? 

What interests you? 

The fact that you can defuse 

something by embracing it. So 

now rap music is meaningless 

because it's in every cereal com-

mercial. It's bizarre, because I 

remember that the people who 

did rap were like the guys stand-

ing on the corner selling dope; 

they were scary, mean. Now this persona is 

being sold to-every little white kid in every 

neighborhood. So what does it mean to the 

white kids and what does it mean to black 
people? It makes it less charged. I see the 

video by the guy who sings "Mama Said 

Knock You Out," and I go, "Okay, you've got 

the power." I get goosebumps. I feel he 

means it and I'm not afraid of him. 

It doesn't matter what the music is, what 

matters is the soul of the artist behind it. Ice-

T is a ferocious killer-looking guy and what 

'You can defuse something 

by embracing it. So now rap 

music is meaningless." 

he says isvery abrasive but it's intelligent. 
He's speaking to his audience and he's say-

ing something that has meaning. But I didn't 

like Niggers With Attitude at all. I think that 

is oppressive, sexist bullshit. 

Have you run up against sexism u2ith your 

own work? 

Fm always amazed that I'm compared to 

women when my influences have been men. 

It's like, "Joni Mitchell spawned all women" 

and I find that really offensive. As creative as 

she is, she did not spawn all women and I get 

tired of seeing everyone ultimately 

compared to her. 

In the man's world, Bruce Spring-

steen was obviously heavily influ-

enced by Van Morrison, but they let it 

go; they don't mention Van every 

time they review him. It has nothing 

to do with Joni Mitchell, it's just me 

going, "Hey, this is really sexist. itvo 

blondes look alike and play the gui-

tar so you've decided..." I listened to 

Laura Nyro and Van and you can 

hear it, but I didn't listen to Joni 

Mitchell. People wrote that because 

of the physical similarities. I couldn't 

find any other reason. And I don't 

think it's fair to her. It's pissed her off, 

but not as much as me. Because it's 

more horrible to be compared to. 

What was it like working with 

Charlie Haden? 

Now, there was a wonderful per-

son to meet. What an honor. I was a 

little nervous, because he's a real vir-

tuoso. And like all those players who 

are very expensive and very famous, 

there's a reason for it. He just listens 

to what you're doing and then plays 

it. No bullshit. No ego. 

And Robben Word) had so much 

respect for Charlie. They were lis-

tening so closely to each other, and 

that really made it work. I remember 

in the middle of recording thinking, 

"There's this real odd little music, but 

I know exactly what I want it to do 

and it's coming out exactly as I 

thought it would." 

It's very sparse. The idea was that 

this would be music you would hear if you 

were at somebody's house, around musi-

cians. That's when the magic stuff happens, 

not when you're trying to do it. When I heard 

it, I thought it was loving and musical. It did 

not need another thing. —Tom Moon 

Photograph: Annialsa MUSICIAN October 1991 • 7 



RoLLimE BON& 
AN ALBUM THAT TAKES RUSH'S 

SOUND INTO DRAMATIC NEW TERRITORY. 

FEATURING 

"CREAMLINE" 

"ROLL THE BONES" 

"GHOST OF A CHANCE." 

Produced by upert Hine and Rush. Management by Ray DonnieIs. SRI, Management 
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DM' 2 

OC S' %„„, Lf 

iding high on the success of its big brother. Peavey's newest entry into 
the synthesizer market makes its debut with a smash. Introducing the new 

DPM®2 digital phase modulation synthesizer. Now you can have the high 
performance of the DPW3se with a surprisingly low investment. The DPM 2 

was designed for the stage or studio musician who wants the power, sound, 
and flexibility of the SE with only a limited array of extras, allowing you to 

expand at your own pace as your needs demand. It contains the same 4 

Megabytes of internal ROM samples as the critically acclaimed SE, offering 

the incredible clarity and bandwidth of 16-bit resolution. Other features 
include: 600 internal program locations (300 factory, 300 user), and up to 
800 locations with memory card: a built-in 24-bit programmable dual effects 

processor: ten 32-piece programmable Drum Kit locations: up to 4-program 
mapping for creating layers, splits, and velocity switches; 16 voice polyphony: 
and 16 channel multi-timbral capability with dynamic voice allocation. Plus, 
like its big brother, the DPM 2 is totally software based! And if that weren't 
enough. the DPM 2 will also accommodate simple, affordable future upgrades 
and additions — a sequencer, sample RAM expansion, and true sampling 

capabilities, to name just a few. The DPM 3se led the way in revolutionizing 
modern synthesizer technology. Now the DPM 2 continues the tradition. 

And in this case, second best is still number one. 

Angliy Ramer New 
IrePeavey Pee My 

Peavey Electronics Corporation 711 A Street / Meridian, MS 39332 / (601) 483-5365 / Fax: 484-4278 D 1991 



LETTERS 
Goodbye &Bravo 

BRAVO, BRAVO AND BRAVO FOR SCOTT 
Isler's article on "The Life and Death 

of Tun Buckley" (July'91). I was 11 

when I bought Goodbye & Hello in 

1967, and have been in awe ever 

since. I was able to attend the April 

tribute at St. Anne's Cathedral, 

where Buckley's son performed 

some of his father's songs. Now, if we 

could just persuade Elektra to re-

lease the first LP and Lorca on CD. 

John Odato 

New York, NY 

THOSE WHO TRULY LISTENED TO 
Tun's voice encountered an un-

matchable magical experience; 

those who spent time with 11m 

encountered a character as uncon-

ventional and exciting as his music 

My mother (Tim's mother) and I 

thank Scott Isler for refraining 

from using the usual threadbare 

musician-live-fast-die-young-

drug-death-rebel theme that so 

many writers thrive upon. Tim 

may have died in debt, but I 

believe he tell a rather wealthy 

legacy-10 albums (including 

Dream Letter), some interesting 

Tim Buckley adventure stories and 

most important a very talented 

son, Jeffrey Scott (who has a phe-

nomenal voice and is a salacious 

guitarist as well), all of which 

deserve further investigation. 

Itathleen Buckley 

Panorama City, CA 

MUSICIAN MAGA7INE FIRS111URNED 
me on to such diverse sounds as Mid-

night Oil, Chet Baker and now the 

article that has been worth the eight 

or nine years of yearly dues: 11m 

Buckley! Scott Isler's article is the 

perfect monument to his memory. 

David Hawker 

Ripley, NY 

I i. n En mums 1N rni TIM BUCKLEY 
for over four years until he was mur-

dered. We spent the money from our 

last tour on his funeral services 

where his "old friends" mourned 

loudly even though they had reject-

ed him years earlier for "selling out." 

Your revisionist article aspires to 

rock history but does a disservice to 

11m and the dedicated players who 

worked with him during his last 

years: his most focused, drug-free, 

lucid, creative and commercially 

promising era. Tim had become a 

pro, and left behind the resentful, 

elitist alcoholics and drug addicts 

who no longer mattered. I don't 

resent the inaccuracies, just that 

Min's gone and his so-called 

"friends" remain. 

Buddy Helm 

Marina del Rey, CA 

Raill On Time 

FOR YEARS I'VE WONDERED WIIEN I 
would see Bonnie Raitt on the 

cover of Musician (July'91). How-

ever, I've come to realize that we 

pre-Grammy-winning fans are 

learning the virtues of patience. 

But praise to the new fans as well. 

Bonnie really deserves and appre-

ciates success in the often disheart-

ening music business. 

Colette Gschwind 

Cleveland, Oil 

I AM DISAPPOINTED THAT MUSICIAN 
would depict my slide on the cover 

of your magazine, and then list all 

of Bonnie's equipment except my 

slide in her equipment list. Please 

inform your readers that Bonnie's 

slides are made by "Gen-U-Wine" 

and distributed by my little one-

horse company, Woodlark. Bonnie 

uses more or less exclusively 

imported claret-type wine bottle-

necks of about 2 la" length, straight 

on the sides. I cut them using a 

secret process and grind the edges 

to keep her from injuring her valu-

able fingers. 

Eric Park 

Sacramento, CA 

MeKennalMeCariney 

KRISTINE McKEN NA PROVES TO BE 
out of touch with Paul McCartney's 

history (Reviews, July'91). She says 

McCartney has not shown his "dark 

side" since "Heller Skelter," ignor-

ing classics like "Hi, Hi, Hi," 

"Junior's Farm," the albums Bach 

to the Egg and Band on the Run. She 

claims he performs many of his 

classics with a "perfunctory feel." 

but ignores the wonderful countri-

fied version of "She's a Woman." 

Unplugged is a limited edition pri-

marily for Beatles fans (who adore 

the between-track patter) and is not 

for a critic who has never written a 

positive review of any group. Tlis is 

the most vital McCartney in years! 

Richard D. Harris 

Georgetown, MA 

Van Halen Reprise 

FOR YEARS MUSICIAN HAS TRIED TO 
put together entertaining shows for 

the NAMM goers while promoting 

their publication. This year was the 

absolute coup: "Biff Baby's All Stars" 

with special guest, Eddie Van Halen. 

I was astounded by Matt Resnicoff's 

misrepresentation of this event in the 

May issue. Maybe Matt has some 

personal vendetta for "Emperor Van 

Halen," or maybe he's just another 

finstrated guitarist. In any case, he 

certainly missed the point. The name 

of the band is not "Van Halen's Guitar 

Rumble, a super group's wild week-

end" but is "Biff Baby's All-Stars." It is 

organized by Sterling Ball (alias Bill) 

of Ernie Ball, Inc. who happens to be 

a formidable competitor of J. 

D'Addario & Company, Inc. yet a 

good friend. It normally includes 

Sherwood Ball, James Cox, John Fer-

rara, Sterling Ball, Albert Lee and 

Steve Morse. Edward was a guest, yet 

your publication intimates that 

Edward organized this bash and 

directed its musical content. 

What a drag it must be for some-

one like Eddie to have to be subjed 

to such scrutiny for going out and 

jamming. Why does he have to be 

perfect every time he steps onstage? 

The total inaccuracy of the journal-

ism in this event will make me doubt 

the integrity of everything I read in 

Musician in the future. 

We all know there were no musi-

cal historians to transcribe the guitar 

solos so that 100 years from now they 

could be compared with Mozart or 

Bach. But there was a lot of fun and 

many moments of brilliance from all 

the musicians onstage (except 

maybe Sterling, who I must remind 

you again is a competitor of mine). 

Maybe Mall should take a holiday 

from music reporting; the rest might 

do him some good. 

James D'Addario 

Vice President 

J. D'Addario if Company, Inc. 

E. Farmingdale, NY 

Errataa 

THE NAMES OF CROWDED 11015F. BASS-
in Nick Seymour and &tanner Paul 

Hester were confused throughout the 

Crowded House column in our July 

'91 issue, and the correct label for 

Mick Goodrick'sBiorhyduns album 

(Short Takes, July'91) is CMP. And 

while we're at it, the IDs of the Toy 

Matinee musicians (Faces, July'91) 

should be reversed, and the photo 

should be credited to Mike Bloom. 

In our Tin Machine interview last 

issue David Bowie said he sometimes 

felt like "Ahman Flint, where he can 

go out and kill somebody one day and 

the next one be sitting in the Zen posi-

tion." Three editors and a proofreader 

let that go by. Writer Matt Resnicoff 

called Bowie and asked who "Allman 

Flint" was and Bowie said he didn't 

know and couldn't imagine what he 

meant. Of course, about 10 minutes 

alter it was too late to change it, it 

dawned on us: Our Man Hint was a 

swinging '60s spy movie. David—next 

time say "Matt Helm." 

PLEASE SEND LETTERS TO: MUSICIAN, 

1515 BROADWAY. NEW YORK. NY 10036. 
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The Legends. 

The Legacy. 
From Jazz to Blues to Rork, the Legacy series is dedifated to presenting the definitive portrait of an artist's work or career. All Legacy 
releases are enhancec by state-of-the-art audio technology, detailed booklets, extensive biographies, personal notes, and rare photos. 

"Forty Years: The Artistry Of Tony Bennett" 

Frank Sinatra calls him "the best singer n :he business." This career-

spanning Deluxe Box Set features 87 Forty Bennett performances - 

includ ng all his hits - oil 4 CDs or 4 Cassettes. 

"The Byrds" 

The ultimate collection from one of the most influential bands of the 

'60's. Over 4 hours of music featuring ail their chart hits, unreleased 

tracks, and 4 newly recorded songs. 

"Chicago: Group Portrait" 

17 Top-20 hits by one of the roost successful recording acts of all time 

are among the 63 songs included on this 4 CD or 4 Cassette Boxed Set 

covering the years 1969-1980. 

"Billie Holiday: The Legacy Box 1933-1958" 

The lady sings the blues like only she can on this 70 song 

retrospective of her illustrious Eareer. Featuring all her best loved 

songs, plus 3 unreleased tracks and 7 alternate takes. 

COLUMBIA 

epic 

MLA 
LEGACY 

For a Legacy catalog write: Legacy, P.O. Box 5000, 
Cranbury, New Jersey 08512. For a Legacy 70 minute 
CD Sampler featuring a wide range of musical styles, 

enclose $4.00 to cover postage and handling. 
"Columba: [pc. " "Legac,.." ènd a. Reg.0 S Pot 8 in Oft Mar da Regntrada/ 

n a ¡tidemark of Sony KIM ntertainment Ince1991 Sony Music Intetainmenc Inc. 



Just The Ticket 
To A Great 
Performance. 

You've paid your dues. You've invested 
your soul. Now you're flush with the thrill of 
making it, and ready for a larger stage. But 

)u can't ignore reality just yet. Getting into 
a decent sound reinforcement system can 
be a costly endeavor. 

For you, the emerging performer, 

we've developed the MR Series. 
Serious loudspeaker systems that 

deliver out-of-this-world performance 
at down to earth prices. From the single 

transducer guitar boxes and 2-way stage 
monitors to 3-way full range systems 

and 18" subwoofer, MR Series systems 
produce a big, clean, powerful JBL 

sound. The kind of sound 
you and your audience 

will truly appreciate. 

Besides providing the 
launching point for 
new loudspeakers 
with powerful 3 inch 

voice coils, the MR 
Series also relies on the proven technologies of our Bi-Radial e 
horns, titanium diaphragms and ultra-strong trapezoidal 
enclosures. From the crisp, clear tones of a guitar solo to the 

complex textures of a synth, even to the special performance 
needs of mobile DJs, MR Series delivers the efficiency, 

reliability, and power handling capability that has become 
synonymous with JBL. 

MR Series. Check them out at your local JBL dealer. They may 
just be the ticket for your next great performance. 

11BL 
JBL Professional 
8500 Balboa Boulevard, Northridge, CA 91329 
H A Harman International Company 
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The Fat Lady Sings 
STREET LAWYER 

IN HIS NEIGHBORHOOD, SAYSIN IILLN-BASED SINGER/SONGWRITER/ 

guitaiist Nick Kelly, ìt's mostly the James Dean lookalikes who 

end up being in bands? Unsure of his rebel credibility. Kelly 

moved to New York in the mid-'80s to study law, and wound up 

moonlighting as a music journalist and "singing drunkenly in 

piano bars." He returned to Ireland in 1986 and had no sooner 

qualified as an attorney than he ran off to London to form a band. 

The Fat Lady Sings was made complete with drummer Robert 

Hamilton, bassist Dermot Leich and mutt-instrumentalist Tun 

Btadshaw. They released two indie singles and started their own 

fan letter. "Our fans became a kind of record company for us," 

says Kelly, noting that the band was soon under management and 

headlining venues—all before being signed by Eastwest in 1990. 

Still very much a Dubliner at heart—"the longer I live in 

London, the less I feel at home"—Kelly is wary of the fascination 

that American and English journalists, not to mention record 

companies, have for theirish rock scene. "Every two years, the 

A&R community descends on Dublin and signs up every band in 

sight in an effort to find the next U2. About a year later, most of the 

bands are dropped. As a result, a journalistic backlash is develop-

ing against al these acts that are signed but never do very Much." 

So far, the press has been a friend to The Fat Lady Sings: The 

group's debut LP 71vist features three singles that between 1988 

and 1990 earned kudos from British critics. "Arclighr is already 

getting airplay on American alternative and college radio sta-

tions. Kelly, who wrote these and the eight other urgent, dense 

ducks on Tivist, says he is inspired by artists who aren't afraid to 

reveal their quirks 

and frailties. "Most 

rock records tend to 

be strident and confi-

dent; I find myself 

attracted to people 

who aren't sure of 

themselves, who 

have the guts to lay 

out their insecurity." 

ELYSA GARDNER 

Lloyd Cole 
SOMEONE LEFT THE TAPE OUT IN THE RAIN 

T'S MORE DIFFICULT TO WORK IN A CONSERVATIVE GENRE, RATHER 

than just break the rules," says Uoyd Cole about his new LF? 
"Wonderful things were achieved by Cole Porter or Nelson 

Riddle or even Nilsson. That's what I want to do." 
In other words, Don't Get Weird on Me, Babe may shock the faithful. The 

first half offers more of Cole's literate rock, bringing back some of the play-

ers who graced his solo debut, including Robert Quine and Fred Maher. 

The second six tunes feature arrangements by Paul Buckmaster (recorded 

at an L.A. studio where Frank Sinatra collaborated with Riddle, to boot> 

Among the highlights: "There for Her," a salute to the Glen Campbell 

recording of Jim Webb's "Wichita Lineman," and "Margo's Waltz," which 

he describes as "between 'Walk on the Wild Side' and 'Do You Know the 
Way to San Jose?" 

These lush symphonic works would be even more striking if Cole's origi-

nal vision had been left intact "The siring side comes first everywhere else 

in the world, but Capitol was unwilling to release it in this format in Ameri-

ca," he observes calmly. "Because they think in terms of breaking acts over 
a period of time, they don't understand someone who makes a record that 

sounds a certain way, then does another one that's nothing like it. In the 

rest of the world this makes an interesting artist." JON YOUNG 

Photopraphr Jeffrey A rant: (fop) MUSICIAN October 1991 • 113 
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THE MII SICIRN [ Urn 
Tap 100 Albums 
The first number indicates the position ql"the 

album this month, the second its position last 

month. 

1 • 23 Natalie Cok 
I orgatable/Elektra 

2.29 Van Halen 
Fort idottful Carnal knowledge 
Marne, Urns. 

3 • 1 Paula Abdul 
Spellbound/Captive 

4 • 3 C&C Music Factory 
Gonna Dab!  lou Sweat/Columbia 

5 • 74 Bonnie Raiff 
Lbch the Dour/Capitol 

6.10 Skid Row 
.slare to the Grind/ Atlantic 

7 • 4 LEM. 
Old of lintelW anter Bros. 

8 • 5 Garth Brooks 

9 • 7 Michael Bolton 
Toni. I. ore and lioderness 
Columbia 

10 • 2 N.W.A. 
MN:wen/Ruthless 

II • 17 Boyz II Men 
CoolobighharmonylMotoon 

12 • 8 The Black Crowes 
Shake tour .11oney haber 
Del tincrican 

13 • — Soundtrack 
Robin Hood: Prince qf Thieves 
Morgan Creek 

14 • 6 Mariah Carey 
tl,a nh Carey/Columbia 

15 • 15 Amy Grant 
Wort in I fotion/A&M 

16 • 9 Another Bad Creation 
Cd. &Writ lite Playpourul 
310tosto 

17 • 11 Extreme 
Lamm. Il Pornograffittill&M 

18 • 13 (MF 
Schubert Dip/EMI 

19 • 14 Luther Vandross 
Power of Lore/Epic 

20 • 22 Scorpions 
Crazy II odd/Mercury 

21 • 54 3rd Bass 
Derefids ofnialeri/Def Jam 

22 • — Tom Petty & the Heartbreakers 
Into the Grear II il, ( i/)iii 
MCA 

23 • 16 Wilson Phillips 
Wilson Phillip , slat 

24 • 12 Soundtrack 
5e.a. Jack City/Giant 

25 • 19 Oueensryche 
b'mpire/EMI 

26 • 25 Jesus Jones 
Doubt/slits 

27 • 20 Alan Jackson 
'I noel, the Jukebararista 

28 • 27 Rosette 
Joyride/Emi 

29 • — Heavy D. & the Boyz 
Peaceful Jourrrey/MCA 

30 • 18 L.L. Cool .1 
Marna Said titlark Jim Out 
kf Jam 

31 • — DJ. Jazzy Jeff & the Flesh Prince 
llornelere se/lit e 

32 • 51 UB40 

33 • 31 Firehouse 
I plc 

34. • — Anthrax 
the hiller B'sAlega force 

35 • — Soundtrack 
Hoy:. N the I lood/Qviesi 

36 • 32 DJ Ouik 
QUM Is the .Vame/Profile 

Travis Tritt 
It's Ill About to Change 
tt artier Bros. 

37 • 40 

38 • 33 Stevie Wonder 
lusMleoni -.Jungle Faye/N.10m 

39 • 21 Rod Stewart 
I aga bond 1 leartAVarner Bros. 

40 • 26 Ricky Van Shelton 
Bruarnads/Columbia 

41 • — Candy Duller 
Sarmility/Arista 

42 • 30 Garth Brooks 
Garth Brooks/Capitol 

41 • 24 Icel 
a G. Original Gangster/Sire 

41 • 36 Madonna 
The Immaculate Collection/Sire 

45 • 38 Vanilla Ice 
E.., treater,- Lire/Sett 

46 • 44 Alice in Chains 

47 • 99 Cher 
Lore I tort, ttetleu 

48 • 47 Steelheart 
Steellu art/31(.4 

Top Concert Grosses 
1 Summer XS: INXS, Hothouse Flowers, Deborah Harry, Jesus Jones, others $2,358,198 

11 ¡mirk, Stadium. London, England/Jolt 13 

2 Lollapalooza: Jane's Addiction, Sioursie & the Banshees, Living Colag others 11,051,318 
/nine %Radom., Imphithcato. r t lid, ! I, 23-24 

3 Jimmy Buffett & the Coral Reefer Band, Fingers Taylor & the Ladyfinger Revue $695,233 
I lardee's ' labia, (. 1, r. I. I ',whit heath . 1;e eleul,, Ai2/Jult 19-20 

4 Telluride Midsummer Music Festival: Jackson Browne, NRBO, Joe Cock« others $686,866 
Park, 'Ohio, le. Co tub la 2.1 

5 Guns N' Roses, Skid Row 
Simpler Imphithedure, Slate Fairgrounds of Teairs, Dallas, 7:11July 8-9 

6 Yes 
Die Spectrum. Philadelphia, PA/July 12-13 

7 The Bee Gees 
FT. Ilirmirm barn. England/July 6 A: 9 

8 Budweiser Rock 'N Country Fed: Hank Williams Jr. & the Bama Band, others $590,320 

1625,410 

1622,910 

$610,993 

Mod, 'stadium. st Tour,. till/Jul> 

9 Bad Company, Damn Yankees, Tattoo Rodeo $529,994 
The \ rey Pene helot, %Mac Theatre, Ckwkston, .111/2111 

10 Steve Winwood, Joe Cocker 
Jones Beach Madre, II antagh, .31/July 12-13 

1505,000 

49 • 72 Aamn Neville 
HUM ) .0111' leart/A&M 

50 • — The Get° Boys 
Ile Can't Be Stopped/Rap-A Lot 

51 • 35 M.C. Hammer 
MIMS,' I Don't Hurt 'Em 
Capitol 

52 • — Gladys Knight 
Good II aman/NICA 

53 • 86 Lenny Kravitz 
Mama Said/Virgin 

54 • 42 AC/DC 
The Razors Edge/Ateo 

55 • 67 Marc Cohn 
Darr Cohn/Atlantic 

56 • 58 Reba McEntire 
111111101' WAICA 

57 • 53 Hi-Five 
I h Firs-Late 

58 • — Slick Rick 
nock/Def.lam 

59 • 34 Enigma 
IlL ( • 1.D./Charisma 

60 • 37 Various Artists 
Tor Our ChildrenAValt Disney 

61 • — Soundtrack 
lid's Bogus Journey 

Interscope 

62 • — Alice Cooper 
Hey moopul/Epic 

63 • — LA. Guns 
I loRtwood I ompires/Polydor 

64 • 52 Dolly Padon 
Eagle II hen She Hies/Columbia 

65 • 57 Michael Bolton 
.•;enel Plorider/Columbia 

66 • — Soundtrack 
Dying totingftrista 

67 • 41 Whitney Houston 
)0111. Babe Tonight/Sri sta 

68 • 59 Original London Cast 
Phantom 'dale Opera Highlights 
Poltilins 

69 • 39 Vanilla Ice 
IO the Ertreme/SBK 

70 • 56 Clint Black 
lena,rif in My ShoesIRCA 

71 • — Color Me Badd 
( II B /lama 

72 • 49 Warrant 
Pie/C0111Mbia 

73 • — Trisha Yearwood 
'Ostia hirruirod/NIC.4 

74 • 60 Gloria Estefan 
Imo the Light/Epic 

75 • — TheKLF 
Il bite Roomarista 

76 • 63 Nelson 
ill, the Rain/DGC 

77 • 45 Chris Imak 
Mao Shaped II Odd/Reprise 

78 • 50 Huey Lewis & the News 
Mini Ili Play/P.11 

79 • 46 Various Artists 
Club DTI l'arty to Go, I'd I 
l'otorm 

80 • 62 George Strait 
Chill ,,f,,,, Earle Fall/A1CA 

81 • 64 Yanni 
nefterlionsal.Passion/Ptivate Music 

82 • 43 Gerardo 
iiiimoiiiiierseope 

83 • 85 Eurythmics 
Great's' I lits/ Arista 

84 • 77 Motley Cite 
Dr Fee/good/Elektra 

85 • — Seal 
Seat/Sire 

Pr e sent e d b y 

maxell 
86 • 55 Yes 

I Ilion/Arista 

87 • — Michael W. Smith 
iee 11.1 )(rang Itarilliewtion 

88 • 48 De La Soul 
De la Soul neallfrommt• Bov 

89 • 82 lynyrd Skynyrd 
Skynyrd 1991/ Atlantic 

90 • 61 Poison 
Flesh and Blood/Enigma 

91 • — BeBe & CeCe Winans 

92 • 66 Harry Connick, 
Ile I 'e Lave/Columbia 

93 • 75 Bob Marley & the Wailers 
Fat Gong 

94 • 28 Paul McCartney 

.,1111,1 

95 • 69 The Kentucky Headhunters 
// 

96 • 68 The Doom 
Best oTthe Doots/Elektra 

97 • — Bonnie Raiff 
\irk «Time/capitol 

98 • 81 Bell Biv DeVoe 
Poison/MCA 

99 • 65 Testa 
Fire .4.1an Acoustical Jam/Geffen 

100 • 96 Soundtrack 
Homan/EMI 

The Musician album rhort is produred by the Billboard 
chart deportment for Musician. and reeds the cum 
bawd points for all album meets gathered by the Bill-
board computer, in the month «Alb, The ronirrt chart 
iç based on Amusement Business Box Saar reports .1"or 
July 1991. III duals are ropyrighi 50.1 by Bpi iner.p.. 
med. 

Chart Surgery 
Music journalists over 30, take a chill pill— 

according to the latest demographic studies, you'll 

be working a while longer. As the left-field success 

of Natalie Cole's lidorgettable (at this writing, five 

weeks at Number Otte on Billboards weekly 

chart) indicates, we're witnessing the graying of 

pop music's record-buying public. 

"The baby boom generation is the first to 

keep on buying 'records' into middle age," wrote 

that astute young fellow Peter Watrous of the 

New jOrk Times and Musician the other day. "And 

they are buying more.... Older buyers, alienated 

by the dance, rap and heat) -metal music that 

often dominates the airwaves and the charts, are 

asserting their buying power." Watrous ladling 

an RIA .4-sponsored surt ey according to which 

over-30 consumers accounted for 35% dills. 

money spent on records in '89, a five-percent 

jump from '88. 

Old faits' record-buying clout may well mush-

mom further, too. As one reconl-chain exec told 

Billboard,"Mhatever percentage of ptuchasing 

buyers' are doing, it's only a fraction of the 

potentfid, because these people aren't being 

n•ached through traditional marketing." (By -tra-

ditional" he awaits \ITV and VH-1, plus radio.) So 

record companies are already researching ways 

to entice older consumers to buy even more new 

product. 

Not only, by the way, are oldsters flexing their 

eardrums mom: the under- 19 set is apparently 

buyingfaver records—aceording to the RRA pull 

dare percent fewer in '89 than '88. This summer 

bears Mat out: In early August. Natalie's genteel 

croons were ouLselling EI .C.K 1st 0-to-one. 

Should Sammy Hagar cover "Itamblin' Rose"? 

—T.S. 
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Again. 

MIRE 
Korg 1991 

Korg does it again! The new 01/W and 01/W FD 
«lisk drive). The flexibility of a music workstation with 
the sound shaping capability of an advanced synthesizer. 

Incredible PCM sounds and Korg's exclusive AI2 
Non-Linear Synthesis, which adds ultra- realism to 
acoustic sounds and lets you make new sounds no other 
instrument can. 

32 voices, 200 programs and 200 combinations. Up 
to 800 sounds with Korg's new PCM and Program cards. 
A 16-track sequencer. Two Stereo Dynamic Digital 
Multi-Effect Processors, 47 effects, real time control. 

Run the 01/W demo at your Korg dealer and send 
for our free video demo. 

The 01/W is here. It's time for everyone Watch up 
with Korg ... again. 

Yes. I want to be the first 
to preview the new Korg 01/W. 
Please send me a free Video Demonstration. 

Name 

Street 

Stale 

Return this coupon to: Korg USA, 89 Frost St., 
Westbury, NY 11590. Offer good while supplies last. 
Allow 4 to 6 weeks for delivery 

ZIP 
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8. VSOP, Janeau, Mingus 

13. McCoy Tyner: Freddie 1 lubbard 

IS. Click Clem. U.K.. avant jazz. Big Joe Turner 

21. Brien Eno. Talking Heads. \ Veat her Repon 

24. Bob Marley, Sun Ra. ledia Lunch 

33. The Clash, L Buckingham. R. Shannon Jackson 

34. Tom Petty, Dave Edmtmds. Wayne Shorter 

36. Grateful Dead. Zappa. Kid Creole, NY Dolls 

37. Black Uhuru, Bill Wyman. Rickie Lee Jones 

45. Willie Nelson, John McLaughlin. the Motels 

64. Stevie Wonder, X. Was (Not Was). Omer 

67. Thomas Dolby, Chet Baker. Carl Perkins 

70. Peter Wolf, King Crimson, Sh. Robbie 

71. Horny Metal, Dream Syndicate, Trna Turner 

77. John Fogerty, Nlarsalie/Hanceek. Lea lobos 

79. Jeff Beck, Alison Moyet, John Hiatt-Ry Condor 

93. Peter Gabriel, Steve Wirnmod. Lou Reed 

94. Jim! Hendrix, The Cure. Prince. ..38 Special 

101. Psychedelic Funs, Elton John, Mike Davis 

102. Robert Cray, I.ca Lobe, Simph, Red 

104. Springsteen, The Blasters. Keith Jarrett 

I 0.5. John Coltrane, George Martin. Replacements 

108. U2, Tom Waits. Squeeze. Eugene Chadbourne 

112. McCartney, Stanley Clarke. Buster Poindexter 

113. Robert Plant, INXS. Wynton Nlarsalis 

115. Stevie Wonder, Sonny Rollins, Joni Mitchell, 

Johnny Cash 

1 16. Skied CYConnor, Neil Young, Tracy Chapman 

117. Jimmy Page, Leonard Cohen. Lloyd Cole 

118. Fmk Floyd, New Order. Smithereens 

119. Billy albons, Santana/Shorter, Vernon Reid 

120. Keith Richards. Depeche Mode, Steve Forbert 

121. Prince, Steve Winwood. Randy Newman 

122. Guns N' Rom, Midnight Oil Glyn Johns 

123. Year in Music 18, Metallica, Jack Bruce, Fishbone 

124. Replacements, Fleetwood Mac, Lyle Lovett 

125. Otis Costello, Jeff 1 lealey, Sonic Youth 

126. Lou Reed, John Cale, Joe Satriani 

127. Miles atvis, Fine Young Cannibals. XTC 

128. Peter Gabriel, CharlesMingus. Bob Moukl 

129. The Who, The Cure. Ziggy Marley 

130. 10.0001Vlaniam, John Cougar Mellentamp. 

Jackson Brown/Bonnie Rain 

131. Jelf fledc, Laura Nyro, Billy Sheehan 

132. Don Henley, Rolling Siones, Bob Nlarky 

I 33. The '80s, Daniel Lanois, Syd Straw 

134. Grateful Dead, Stevie R..y Vaughan, Paul Kelly 

135. Aercamith, NRBQ Richard Thompson. Max Q 

137. George I bwrison, The Kinks, Abdullah Ibrahim 

138 Tom Petty, I enny Kravitz. Rush. The Silos 

139. Paul McCartney, Cecil Taylor. Kronos Quartet 

140. Roben Plant, Suzanne Vega. Scull! Soul, Drums 

141. Jini Hendrix, 1 knit] Bowie, Bob Clearrnountain 

142. Sinéad O'Connor; John Hiatt, World Party 

143. Steve N'ai. Michael Stipe. Alalmsteen/Mc aughlin 

144. INXS. Neville Me.. Lou ReediVadav level 

145.Timmy Page, John Paul Jones. Stevie R.I.>, Vaughan 

146. Slash, Replacements, Waterboys, Pixies 

147. Robert Johnson, Bruce Hornsby, Soul Asylum 

148 Pink hloyd, Neil Young, Art Blakey. Black Crowes 

150J R.E.M. AC/DC, Top Managers. Jim Morrison 

151. Eddie Van Helen, Fishbone, Byrds, Chris Isaak 

1521 Sortie Ray Vaughan, Morrincy, Drum Special 

153. Bonnie Rain, The Buckley, Sonny Rollins 

154. Sting, Stevie Wonder; 15th Anniversary Inue 

155. Paul McCartney, Fiad Rose, Bowie 

SP1. Best of the Beatles and Rolling Stones 

SP2.1Vlasters of Metal, Metallic.. Def Leppard. , 

1 h.. Cla..1 
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Nlaste rs of Metrd Beatles & Stones 

I have marked the Issues I'd like to have. Please send me magazines at $5.00 each ($6 .00 outside 

the U.S.A.). Pleamar allow 4-6 weeks for delivery. Send cheek or money order. U.S. fields only. 
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Street  

City  

State Zip 

Send to: 
MUSICIAN BACK ISSUES 

33 Commercial Street 
Gloucester Mass 01930 
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The Best of the Beatles & Rollina Stones Masters of Metal @ $5.00 eaeh _ 

8 13 14 21 2.1 
33 34 36 :17 44 
64 67 70 :1 77 
79 93 94 1111 102 
104 105 123 112 113 

115 116 117 1121 119 
120 121 122 123 1/4 
125 126 IV 128 129 
130 131 133 134 
135 137 138 E39 140 

141 142 143 144 145 
146 147 148 100 161 
•̀ •• •`-• ". • 



N CISEM AK ER S 

liris -Whitley's Rootless Blues 
A lifelong drifter lands on his feet 

By Tony Scherman 

C
'IRIS WHITLErS GOT DIRTY-

blond hair, wiry arms and big 

slablike hands ("fat hands," he 

says); he's got a hawklike stare 

that contradicts his spacey 

manner. Though alseady pegged by some 

writers as a sensitive 

neo-folkie, he showed 

his true colors the other 

day. Walking across 

West Forty-eighth Street 

in Manhattan, he 

stopped in front of We 

Buy Guitars, whose vin-

tage electrics dangled 

like fat pheasants in the 

window. And there it 

was in VVhitley's lit-up 

eyes: the soul of a rock-

er. "I just bought some-

thing like that," he said, 

nodding at one—"an SG 

with a P-90 [pickup' in 

the saddle; it's got a 

great dirty sound, real 

grungy." He laughed: 

"No, I don't feel like a 

folk guy at all, except if 

you call Indian chants or 

Robert Johnson folk. 

What I play isn't Kraft-

werk and it's not Poison, 

but I love electric guitars 

and playing loud." 

Nor, though he grew 

up listening "mostly to 

blues-based shit" and 

does most ofhis playing 

on 60-year-old National 

steel guitars, is Whitley, 

31, a latter-day bluesman. "I think of B.B. King 

as 'blues' and I don't listen to that stuff much. 

Blues is a mean thing and when it gets to 

rocking in a fun kind of way, I don't really care 

for it. Actually, I don't really think of the stuff I 

love—early Muddy Waters, early Howlin' 

Wolf—as 'blues': I almost think of those guys 

as not playing in a particular style. They're 

more like dangerously pure expression. I like 

things real stripped, direct Except lyrics." 

That's the essence of VVhitley's debut al-

bum,Living with the Law: stark aural set-

tings, elliptical lyrics. "I like writing that 

doesn't say exactly what it means. I like 

analogies, because I don't take for granted 

that anyone cares that much about my own 

little feelings. I'm not satisfied to sing, 'Oh, I 

feel this-or-that.'" So "Phone Call from 

Leavenworth," with its prison imagery, 

stems actually from a period of frustration 

with his music; "Poison Girl" isn't about a 

woman; "it's about the allure of self-

destruction." 

There's a chilly, dislocated feel to the 

songs, which makes sense when Whitley 

describes growing up. Married at 16, his 

parents were 20 when 

he was born. The 

family moved con-

stantly; Chris' mother 

took her three kids to 

Mexico, then to a 

cold-water cabin in 

Vermont. "My mom [a 

sculptor] still hasn't 

really settled any-

where. My dad's pret-

ty settled"—a Texas 

dragstrip mechanic 

sick of getting greasy, 

Jerry Whitley turned 

himself into, of all 

things, an advertising 

art director in Man-

hattan. "Now he's 

actually one of my 

better friends, but he's 

the only guy I ever 

had a fistfight with." 

At 16 Chris heard 

Johnny Winter's "Dal-

las" and fell in love 

with the sound of an 

open-tuned National. 

A year later he quit 

school and came to 

New York; he crashed 

in dorms, played on 

streetcomers, roomed 

for a while on Avenue 

A with Paul Caruso, an old Hendrix side-

kick. Wandering to Belgium, he stayed six 

years, started drinking a lot and drilled back 

in '88 to work for $300 a week in a Brooklyn 

factory and play crummy gigs. 

"I don't really know where I'm from, I 

don't know where to settle down. I grew up 

Photograph: Karen linehntIlettrix 
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Rickie Lee and David Was 

feeling a little bit outside of shit; I still feel that 

way. Even musically, there's very few people 

I feel connected with. The first is a guy in Bel-

gium named Jimmy Claeys. He's like Bo Did-

dley from Hell, original and very soulful. I'd 

love for someone to do something with him." 

The second is Daniel Lanois, possibly the 

most influential record producer of the late 

'80s. Playing in a Soho restaurant, Chris met 

a photographer who wanted to introduce 

him to a friend. "We drove up to the May-

flower Hotel, where this guy named Dan 

came out, carrying a guitar with no case. I 

thought maybe he was a session guitarist 

from South America; he said he'd done some 

work with Dylan and the Nevilles. I wouldn't 

have known him by name anyway. We 

walked around the '64 World's Fair grounds 

playing guitars. We just got along. A month 

later Dan was in town again; he was sup-

posed to play with the Nevilles that night but 

ended up hangin' out with me. By now I 

knew who he was, but it wasn't like I expect-

ed anything. I just liked bein' around Dan. 

He's a warm guy, totally involved in music. 

Before I met him, I thought open-tuning was 

a really kind of crude thing, and I was almost 

ashamed of it." 

Lanois introduced Chris to keyboardist/ 

producer Malcolm Burn, who cut a few 

songs with Whitley. Six labels, says Chris, 

got "really cranked" right away; he signed 

with Columbia. Produced by Burn, Living 

with the Law was recorded in Lanois' New 

Orleans studio. 

"After 13, 14 years, I've come 'round to 

the music I started with. Ten years ago, 

blues-based stuff was the last thing anyone 

wanted to hear. Now it's like, 'Gee, I can 

actually do this dumb shit I know how to do, 

this stuff I can get behind.'" 

Rust-Gatherers 

[
HRIS owns a '28 National Triolion (his 

standby), o ' 31 Notional Duolian and a 

'33 Style 0 National. He plays 'em 

through Barcus-Berry pickups and saws 

up bicycle handlebars for his slides; no 

beer bottles, lipstick cases, Coricidin jars. 

Chris plugs in with an early-' 60s SG Melody 

Maker, a Danelectro, on early-'60s Fender 

Music Master with a '50s Duosonic pickup in 

the neck, a stock ' 60s Tele and a Roland 

GR700 guitar synth he used for the bass on the 

song " Big Sky Country." He's also got a '58 

Martin 0-15. 
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Hail! Hail! Gunther Schuller 
Islands in the third stream 

By Josef Woodard 

T
HE FIRST ANNUAL BLUE RIDGE 

V 

Music Festival in Lynchburg, 
irginia featured performers 

from folk artists Robin and 

  Linda Williams to Italian jazz 

pianist Enrico Pieranunzi and the classical-

ly oriented Monticello 'Rio. There to conse-

crate the event was Gunther Schuller, 65, 

French horn player, composer, arranger, 

conductor, theorist, lectur-

er, academic, historian, 

critic and a man who was 

preaching the gospel of 

musical egalitarianism 

long before the terms 

"world music" or "eclecti-

cism" gained common 

usage. 

"This is a realization of 

the kind of dream I've had 

for 30 or 40 years," Schul-

ler said, leaning forward 

for emphasis. "Maybe it's 

not called a third stream 

festival, but it's dedicated 

to that notion that there 

are all kinds of musics 

which can properly coexist 

and even cohabit with 

each other. I feel a sense of 

vindication that all those 

things I've talked about for 

so many years are almost a 

reality in many places, and 

no longer questioned." 

That evening, Schuller 

gave his keynote address, 

entitled "Cross-Cultural 

Influences in American 

Music." It's been a theme 

dear to his heart since 

before he contributed the term 'third 

stream" to the music vocabulary in 1957. 

For illustration, the evening's second half 

presented a diverse musical gumbo: flutist 

Stephanie Jutt played Bach and Astor Piaz-

zolla; the Monticello Trio performed 

Charles Ives' Trio (a collage in itself), while 

the Pieranunzi trio tackled Don Ellis' ethe-

real Improvisational Suite No. 1, with 

Schuller conducting (jazz-by-baton is 

another third stream concept). 

The third stream notion was Schuller's 

contention that divisions between classical 

music and jazz made no sense. In response, 

he has written pieces purposefully fusing 

classical and jazz, and championed neglect-

ed magnum opus works of ambitious jazz 

composers. "I didn't invent third stream 

music," he says. "That concept has been 

around as long as jazz and ragtime." 

When it comes to cross-pollination, how-

ever, few jazz or classical musicians match 

Schuller's audacity. For Exhibit A, listen to 

his Jazz Abstractions, an Atlantic album 

from 1960. A self-conscious merger of free 

jazz and serialism, his composition "Ab-

stractions" featured Omette Coleman's free 

blowing over orchestrated 12-tone pas-

sages. Schuller also plotted "third stream" 

variations on John Lewis' "Django," with 

Jim Hall and Scott La Faro, 

and on Thelonious Monk's 

"Criss Cross," with the help of 

Eric Dolphy and Bill Evans. 

An imposing Germanic 

intensity buzzes about Schul-

ler. "I'm an eternally curious 

and explorative person," he 

asserts. "I've read the Bible 

from cover to cover twice— 

not that I'm fanatically reli-
gious or anything, but just as a 

historical document. I still 

read encyclopedias. I'm al-

ways studying. I love refer-

ence books. 

"If someone were to ask, 

'What are you doing in your 

life?' I would say it's divided 

into three major parts. I'm 

composing—I had 16 com-

missions five months ago, and 

I now have 11 because I fin-

ished five pieces—conduct-

ing, and then the book-writ-

ing gets squeezed into that. 

That's the Gunther Schuller 

three-ring circus." 

Schuller long ago learned 

the art of composing on the 

run. As a young French horn 

player at the Metropolitan 

Opera in the '50s, he would scribble on the 

subway back and forth from his home in 

Queens. A hundred forty major composi-

tions later, Schuller writes in airports and 

hotel rooms. "It's almost literally like writ-

ing a letter." He snaps his fingers. " It just 
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pours out. It's Mozartian in speed—not nec-

essarily in quality," he laughs. 

"Certain professions are highly regarded 

in this society and others are not. Compos-

ing 12-tone music is way, way down at the 

bottom of the ladder, so I knew I'd have to 

work twice as hard as anybody else to make 

it. And I did." 

By the '60s Schuller's jazz credentials 

were solid as well. He worked with Miles 

Davis (on the recently reissued Birth of the 

Cool) and, more significantly, with the Mod-

ern Jazz Quartet, whose John Lewis shared 

Schuller's third stream thinking. "Every-

thing in my background—including my par-

ents—tried to make me think that jazz and 

any other music besides classical music was 

irrelevant, degenerate...bad. But the first 

time I heard Duke Ellington, I was convert-

ed. I recognized dimly but instantly that he 

was one of the great geniuses of music." 

One of the earliest examples of the brick 

wall faced by a jazz musician with broad 

ambitions is Scott Joplin's opera Peemon-

isha, a personal triumph for the ragtime 

king which was ignored by the musical 

the wait is over. 

dire straits 

on every street 

the long- anticipated 

follow-up to the worldwide 

smash brothers ii arms. 

FEATURING " CALLING ELVIS" 

pn worldwide tour now! 

availatle now 

on warner bros. cassettes, 

compact discs and records. 

establishment. "That situation was rooted in 

very blunt racial prejudice," Schuller says. 

"The very idea of a black composer writing 

an opera was considered outrageous." 

Ironically, Schuller's popular ragtime 

ensemble was born of a frustrated attempt 

in the early '70s to perform Peenzonisha at 

the New England Conservatory (of which 

he was president for 10 years). At the time, 

Joplin's opera score was tied up in litigation. 

But devoted Joplin scholar Vera Lawrence 

had gotten ahold of the rare Red Black 

Book—rich, kinetic orchestrations of Joplin 

rags. The music premiered at the conserva-

tory to a warm reception, and Schuller's 

ragtime ensemble was courted by various 

record companies. The resulting Angel LP 

sold 30,000 copies in one week and popular-

ized ragtime almost immediately. Marvin 

Hamlisch later coopted the music for The 

Sting and the love affair was consummated. 

(In a gross case of bad manners, Hamlisch 

never mentioned either Joplin or Schuller 

when he happily scooped up an Oscar for 

"his" film score.) 

Schuller spends time lobbying for mod-

ern classical composers as well. Lately, the 

patronage support system for contemporary 

classical music has been imperiled by North 

Carolina Senator Jesse Helms' witch-hunt 

against government-sponsored artworks. 

"Have I been following it?" Schuller 

springs to life. "My god, I've written a hun-

dred letters and 50 telegrams. If you folks 

don't do something about it, Mr. Helms is 

going to have his way and the Endowment 

will be gone. Everybody in the arts is taking 

this much too complacently. 

"It's very dangerous because Mr. Helms 

has managed to intimidate a lot of congress-

men who are up for election, to suggest that 

if they are for the Endowment, then by defi-

nition they are for obscenity. Already, the 

staff of the Endowment has been very intim-

idated. It reminds me of the McCarthy era." 

The real enemy, Schuller goes on, has 

less to do with a reactionary government 

than the state of popular culture. 

"You look at the yuppie generation—they 

don't give a shit about Beethoven or Charlie 

Parker. They listen to their wall-to-wall 

Vivaldi, they listen to Four Seasons 19 times a 

year and think they're cultured. Or they lis-

ten to those pew age] records. That's what 

we're down to. The more such people get 

sucked into that view of culture, the less sup-

port there is for serious musical endeavors." 

Schuller is no more san- [coned on page28I 
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H AR D- B OPPER S 

Johnny Griffin: Pads, Paws and Claws 
The legendary "toughest tenor - shows hou, to purr 

B y ji in Marnie 

T
HEY USED TO CALL YOU THE 
fastest tenor in the East, 

right?" A Boston jazz radio 

programmer has asked John-

  ny Griffin the million-dollar 

question. "Yeah," harrumphs the refresh-

ingly blunt homman. "But if you're not say-

ing anything, who cares how fast you play?" 

His point made, Griffin adds, 

tongue in cheek, "And anyway, 

what about the West?" 

When the hard-bop veteran 

puts reed to lip, he's not just say-

ing something, he's saying every-

thing. There's a new lilt in the 

gruff tone he's developed over 

his half-century on the band-

stand. Deep statements amble by 

in a deceptively fluid manner. 

The explosive, Ilagwaving style 

that earned him the "toughest 

tenor" title years ago during 

head-to-head bouts with his pal 

Lockjaw Davis has broadened to 

include a consummate sense of 

poise. At age 63, Griffin has never 

sounded so at ease. 

"When I came up, everybody 

was playing fast. Bird's influence 

stretched real far. But I'm not only 

a bebopper. My playing stemmed 

from Johnny Hodges and Ben 

Webster, and ultimately there's no 

one who affected me more than Lester 

Young. To my mind, no Pres, no bebop. He 

was the trunk on the swing tree, and every-

thing that swung followed him, right up to 

Miles. If you check those Basie records these 

days, they sound dated, at least arrange-

ment-wise. But Pres' solos remain fresh." 

Griffin isn't running a name-drop session, 

just recounting his take on jazz history. It's 

information he garnered first-hand. At 13 he 

"led" his own unit in Chicago ("they put me 

in the front for publicity 'cause I was so 

small"), and it wasn't long before he'd joined 

the ranks of the big bands of Lionel Hampton 

and Joe Morris. After years of dance-flavored 

R&B and its jump-fueled variants, Griffin 

shifted toward smaller, more improvisational 

ensembles. "I was happier in a way, because 

the audience would stop running their 

mouths and listen to what the musicians 

were playing. It wasn't so showbiz-oriented. 

It was another kind of expression, and I felt 

like I was really learning something." 

What Griffin brought along from his 

orchestra days was the ability to thrill. In the 

new context of bop, his extensive vocabulary 

of honks, fleet fingerings and fervent delivery 

turned head after head. "I'm a bit of a cata-

lyst," he smiles, "I like to get things going." 

Giving his tunes titles like "Ball Bearing" and 

"Smoke Stack," he played them accordingly, 

driving ideas out of his horn, burning with 

non-negotiable ardor. His solos were blister-

ing, tense: hundred-yard dashes that never 

let the finish line out of sight. 

They were also in the service of genuinely 

complex compositions and often under the 

guidance of two key employers, Art Blakey 

and Thelonious Monk. "I learned from both 

of them. With Blakey it was projecting a per-

sonality. I don't care if the music was My 

Fair Lady or a Horace Silver tune, the Jazz 

Messenger feel was there. Art's little game— 

pitting the front line against the back—made 

it competitive and fun." 

And Monk? "Well," he 

beams, "that was overpower-

ing. Playing Thelonious' music 

with Thelonious is different 

than just playing his music. The 

presence of Monk created an 

aura. He made me rethink 

things; restricted me from being 

myself, in a way. Sometimes I 

would have to call for stroll-

ers—meaning no piano—and 

he would go to the bar and get 

us both a drink while me and 

Roy Haynes and Ahmed Abdul-

Malik carried on. I've done that 

to other pianists and they've 

gotten insulted. Not Monk; he 

knew when to let you go." 

The previous evening, at 

Boston's Regattabar, Griffin had 

breezed through Monk's "Com-

ing on the Hudson" ("now 

there's a composition with a dif-

ference"), riding the ripples of 

the time, stuffing the changes with extraordi-

nary cross-cut phrases to dramatize the 

melody. His burnished tone helped create a 

spell of warmth and intimacy, one that can 

also be gleaned on The Cal, his first domestic 

record in over a decade. Rather than a blow-

ing session—the usual Griffin tactic—The 

Cat is a thoroughly focused date that sug-

gests fresh reserves of candor and self-disci-

pline, without seeming a negation of Griffin's 

old barnburning self. 

"Yon know why?" Griffin queries puckish-

ly. "Because I wrote out everything I wanted, 

even the bass and drum lines. It's much bet-
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ter than just indicating a chord and letting 

the players go. I'd never thought it through 

before. I'd just let the piano run some pat-

terns and we'd blow. Thanks to the insights 

of my producers, John Snyder and Brian 

Bacchus, I knew what I wanted this time. 

There's continuity, which makes for a much 

more interesting and presentable package." 

By keeping his eye on structural bound-

aries and compressing his ideas, Griffin's 

playing combines urgency and eloquence. 

And at least one track is a masterpiece. In 

"Woe Is Me," the blues becomes palpable; 

the rhythm creeps along, as the tenor player 

paints harrowing shades of loneliness. 

"Where words end, music begins. I try to 

project emotions. And though there's suffi-

cient trouble everywhere, from the streets 

of New York to the Kurds in the mountains, I 

don't necessarily draw from that. I can 

recall a fair amount of problems in my own 

life. 'Woe Is Me' is like a funeral dirge, or a 

Dostoevsky thing—peasants starving and 

Rasputin arriving. I'm trying to express life, 

not technique or what you learn from 

books. I'm not against schools, but jazz 

Al Di Meola presents "World Sinfonia"—where a modem master explores the romantic 
world of Tango and its seductive blend of Latin rhythms and instrumentation. An acoustic 
adventure to points beyond. Featuring percussionists Gumbi Ottiz, Arto Tunbayachi, the 
great Argentine bandoneon player Dino Saluzzi and the unapproachable musicianship 
of Al Di Meola (Tomato 797501 

, 1.1 Tomato , 

TOMATO 
.lariceteti by Mesa Bluemoon Recording, Ltd. Distributed hy Rhino Records, Inc. 

comes from experience." 

Hard to deny. And Griffin, who has lived 

abroad in "beautiful isolation" since the mid-

'60s, has seen both sides. "When I left this 

country I was like a bomb about to explode," 

he admits. "I was in my 30s and had never 

taken a vacation. The Europeans taught me 

how to live, instead of just exist. France, 

where I live now, has especially brought a 

calm to my life. I get more respect from peo-

ple in power than I ever did in America. 

"You just don't know how good it can be. 

People yelling 'maestro,' me looking around. 

And finally realizing, frn the maestro. Ha!" ei 

SCHULLER 

[cont'dfrompage24) guine about classical 

"minimalism." "Minimalist culture is now 

dead or dying. All the former minimalists, 

like John Adams and Steve Reich, are hop-
ping off the bandwagon and saying, 'Me? 

I'm not a minimalist. I never was a mini-

malist.' That's like the Nazis who said they 

were never Nazis. It makes me so sick. 

"By definition minimalism is minimal. 

When we have all this maximal music that 

we've achieved over 700 years of develop-

ment, to suddenly throw all of that out and 

reduce it to this primitive music is really 

sad. Of course, that wouldn't have been a 

success, except that the New York Times 

and a few other would-be tastemakers in 

the United States got behind that move-

ment. They committed themselves, they 

invested in it and they sold it to a dumb, 

musically illiterate public. 

"It's a ridiculous assumption that any art-

form can seriously go backwards and survive. 

No neo-movement has ever been more than a 

blip on the musical screen, including the neo-

classical movement of the 1930s. It finally 

atrophied and died of its own backward look." 

Besides picking away at his pile of com-

missions, Schuller, the incurable maximal-

ist, is beginning to put together the third 

and final volume in his epic history of jazz. 

The second installment, released in 1989, 

clocked in at almost a thousand pages and 

was entitled The Swing Era: The Develop-

ment of Jazz, 1930-1945. He's also found 

himself increasingly involved in the busi-

nesses of music publishing and running his 

GM record label. The company motto? "All 

musics are created equal." 

"Not that all pieces of music are equal," 

he's quick to add, "but any concept or style 
that is dealt with by talented creative musi-

cians can produce something." 
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E A L. LI NE 
KN PFLER 

DIRE STRAITS ARE 

BACK IN TOWN 

FLANAGAL, 

T'S A RIGHT HERE, JOHN," MARK KNOPFLER 

says. "No, it's not," John Illslev replies, turning his car left. e "Go up here and 

make a U-turn,." Knopfler suggests. ir "It's one way," Insley responds. 11. "I think..." 

Guy Fletcher begins. ir "Now! A right, John!" Knopfler interrupts. le "No, that 

doesn't go through," Insley snaps. te "I think keep quiet," Fletcher sighs. ir Dire 

Straits are driving through the alleys and back streets of London's Soho, looking for 

their dinner. Bassist Insley is at the wheel of his Honda Accord, singer/guitarist 

Knopfler is riding shotgun, and keyboard player Fletcher is crammed in back with 

the toys and baby seat. Fletcher (like pianist Alan Clark) has been promoted to 

partnership in Dire Straits on their new album. But Mark and John are the only two 

charter members, the only two contractual members, and right now the onl‘ t wo 

trying to drive this small car. PHOTOGRAPH BY DEBORAH FEINGOLD 
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doesn't taxe very tang to realize that it could just be beginning again. 

The level of intensity in Mark's songwriting is still there, it's even 

greater in some ways. I don't think we would have gotten anywhere 

near making thisrecord unless he got those songs. It had to be a 

very positive move on his behalf to make it happen again. Even I'm 

surprised at the strength of the material." 

prima donnas or self-important statements of creative anguish. Yet 

one gets a sense that, although he would rather swallow a brick 
than admit it, Knopfler does believe that his music has lasting value. 

It is a subject Knopfler always manages to avoid, deflect or joke his 
way ont of. Asked if his old friend sometimes hides his most serious 

ambitions under the camouflage of camaraderie and high spirits, 
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"What's that smell?" Fletcher asks politely. 

"Dirty diapers," Risley responds, pulling out onto a main street. 

"Quick, John, make a U-turn," Knopfler urges. For once Illsley 

agrees. 

"Wait!" Fletcher says, "Look at all the police!" Sure enough, both 

sides of the street are lined with bobbies, holding back crowds of 

people with cameras and autograph hooks. Dire Straits, among the 

Insley picks his words carefully: 
"I think one has to be a bit cautious in the way one analyzes it all, 

really. Because what you say obviously has an element of truth in it. 

A very strong element of truth. In a sense artists live a life of isola-
tion, but they want to be part of what's going on, too. Because that 

sense of isolation is almost too much to bear. You know, you don't 

write good songs out of being in a normal happy middle-class envi-
ronment. You don't paint good pictures-if you sit and watch TV every 

night. You live on the outside of all that sort of stuff. If you don't live 

on the edge, you don't live. 
"The majority of true artists are pretty lonely people, actually. 

Because they're essentially isolated from normal society. They have 

to be. And they are, just by circumstances, isolated from reality. 

Mark's a bit like that, I think." 

On the third day, in an empty studio, Knopfler sat down to talk. 

MUSICIAN: Was it easier to face the bigness offinally making 
another Dire Straits album by saying, "Let's cut it fast, let's play 

live"—in effect, "Let's not make such 

a big deal of it''.? 
KNOPFLER: I wasn't aware of that 

being a problem. I never thought it 

was an enormous task. It's been a 

breeze. I think playing together has 

been a big lift for everybody. 

Nobody's gotten bogged down over-
dubbing in a lonely or isolated 

sense. At Brothers in Arms time peo-

ple were saying, "It's the biggest 

band in the world blah blah blah." I 

remember thinking that maybe 
that was a reason to give it a rest for 

a while. Just because of the inher-

ent dangers of that sort of scale and 

that sort of talk floating around. A 

lot of talk about popularity and 

sales, with all the nonsense that 

throws up. If anything, that would 

make me want to take a step back from it. If starting the monster 

rolling again had been on my mind, it would have affected what 

we've been doing. But it hasn't. It wasn't on my mind. 

MUSICIAN: There must be a part of you that says when you've writ-

ten "Heavy Fuel," "Ah, there's my Money for Nothing,' that'll take 

care of that." 
KNOPFLER: But it's not. It's probably not as good a song. It's proba-

bly not as aurally attractive or whatever. That's just the way it came 

out. I've never been able to write to order particularly. Except for 

films. I suppose if you were completely commercially motivated— 

and in our case I can think of every reason why we shouldn't be; me 

doing anything for money now would be absolutely pointless—then 
you'd say, "Okay, 'Heavy Fuel' is gonna be the next 'Money for Noth-

ing,' that'll be the first single, get the album rocketing off" Well it's 

not. I don't think of it that way. In fact, up until two weeks ago I was 
going to leave it off entirely because I didn't think that it was part of 

the soul of the record. Same as "My Parties." Now I think it is. 

MUSICIAN: What inspired "Calling Elm's"? 

KNOPFLER: My wife Lourdes' brother Bobby said one day that try-
ing to get through to Lourdes on the phone was like trying to call 

The songs that rolled out combined everything Knopfler had 

picked up in his travels—the dynamics and arranging tricks of film 

orchestration, the earthiness.« his folk and country side trips—with 

the essence of Dire Straits. Songs such as "Calling Elvis," "The Bug" 

and "When It Comes to You" have the loping country-blues groove 

of the Straits' earliest work. There is also a great emphasis on 

rhythm—tracks hold off on Knonfler's guitar solos and let the aroove 

Elvis. [laughter] But it was all applicable as far as I could see: prob-
lems of getting through, problems of communicating. 

MUSICIAN: Last year you made an album with Chet Atkins, you 

recruited Vince Gill to sing on this album and you've added Paul 

Franklin to Dire Straits. Nashville's become your new hangout. 

KNOPFLER: I've been there a lot in the past few years. For differ-

ent things. I made very good friends with my publisher down there. 

There was an unforgettable night round at Waylon's. Waylon and 

Jesse invited Chet and myself and Don Gibson, who'd just come out 

of hospital, and Roger Miller and we all sang and played. Don sang 

"Oh Lonesome Me" and "Sweet Dreams." It was real hair-stand-on-

end time. So emotional. Another great moment was when we were 

all playing another one of Don's songs—"Just One Time"—and 

Waylon picked up a guitar and ripped out the solo from the record. It 

was a perfect illustration of part of Waylon's roots and the hours that 

he spent listening to that music. I mean, it's a complicated piece of 

playing. It was a great night, and in the morning Waylon gave me a 

1950 Chevy pickup. So it was altogether a memorable experience. It 
was a privilege to be there. 

I like the sense of humor and 

the musicianship in Nashville. 

And they cover a lot of my tunes, 

too! 

MUSICIAN: When you started 

this Dire Straits album you obvi-

ously brought back a lot of the 

Notting Hillbillies, a lot of Neck 

and Neck, as well as the earliest 

Dire Straits—the "Southbound 

lgain" style. Did you ever doubt 

that everything you'd been doing 
in those more traditional styles 

would be applicable to Dire 

Straits in 1991? 

KNOPFLER: I've always loved a 

place where country meets the 

blues, basically. I think the songs 

I write are as varied as ever, but I 

found myself writing what would appear to be more simple things. 

Doing simple things has its own built-in set of complications. I'd 

always loved the pedal-steel guitar. I thought it would be a good idea 

to get pedal-steel on the Hillbillies record and got to meet Paul 

Franklin, who's the major man in Nashville in that area. And we 

clicked immediately. It occurred to me that this had to become part of 

the band. In the context of country-based songs like "How Long" or 

"Ticket to Heaven," steel guitar comes out in a form that our ears 
accept as a genre. But in other tunes—like "On Every Street" or 

"Planet of New Orleans" or "loll and Your Friend"—steel playing 

becomes something else. Also, getting Paul involved in blues-based 

things has been very exciting and I dare to say it's been exciting and 

beneficial to him. In the Hillbillies we played a lot of blues-based 

stuff. After that he went back to his Nashville sessions with a set of 

different licks and a different approach. So it's a two-way thing. Obvi-

ously I will borrow from them, but they take from me too, and it feeds 

itself back into so-called country music. It may be where the third is, 
or an absence of the third altogether, or how you play the lick—coun-

try or blues or a tantalizing blend of the two. Obviously you do try to 

avoid cliché. 

"PEOPLE W ERE SAYING IT 

WAS THE BIGGEST BAND IN 

THE WORLD. I REMEMBER 

THINKING THAT WAS A 

REASON TO GIVE IT A REST" 
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MUSICIAN: There was a lot of doubt about whether there would 

ever be another Dire Straits album. 

KNOPFLER: Yeah, I think when you get to the end of a long tour 

you might feel like that. But it didn't take me that long to come back 

around to wanting to do it all over again. There's an acceptance that 

this is who you are and what you do and what you like. And I'm hap-

piest with my band. I love everything else. I wanted to branch out 

and do a bunch of other stuff. You need variety and you need the 

break. It's almost the same as going to Nashville for me; it's a break, 

it's a lovely change, it's a refuel-

ing. Also, the pressure's off. 

Everything that I've been doing 

has been just relaxation. 

Except for some of the serious 

incidental music for films. 

Under the heading of Things I 

Don't Really Want to Do Any-

more would be chases through 

castles, fights with giant rats 

and seven-minute riot scenes. 
Because I've done it, taken the 

time to learn to do it, full 

orchestra going on the Syn-

clay—and it's not music to me. 

But under the heading of 

Things I Would Still Like to Do 

would be movie themes. I'm 

just not so interested in doing 

the falling down the hill or scal-

ing the Cliffs of Insanity. If you 

spent all day sealing the Cliffs of 

Insanity it's quite hard to switch 

into something that's more fun 

just like that. I was doing Last 

Exit to Brooklyn and working 

on a gang rape scene all day. At 

that time I was playing with 

Eric Clapton for the sheer fun 

of it, just to keep a hand in gig-

ging. And I found it was getting 

kind of schizophrenic. I'd be 

doing horrific stuff on a screen 

all day and then wandering 

down to the Albert Hall to have 

a good time. That I found kind 

of difficult. 'Cause you have to 

get into the scenes. There was a 

murder in Cal that I found disturbing all the time I was doing it and 

never got used to. 

MUSICIAN: It seemed like you dropped off the map fora while in 

there. Right Off the Brothers in Arms tour ended you produced and 

did press with Randy Newman. Then you reappeared with Last Exit, 

Notting Hillbillies, Neck and Neck and now Dire Straits. Was there a 

period in the middle when you were home baking bread? 

KNOPFLER: I think I was just touring with Eric or something. I 

was writing a lot last summer, getting a lot of these songs sorted 

with a guitar and notebook. I've gone so far as to buy a microphone 

and stuff but it doesn't work. I'm much better off with just a guitar 

and a notebook. Ido forget a lot of stuff but then I figure, "Well, if I 

forgot it..." 

MUSICIAN: nit a minute, you don't even tape the songs as you go? 
KNOPFLER: No. I keep forgetting stuff. Sometimes I think, "Oh 

damn! it's gone!" It's a bit like a dream you wake up from and don't 

bother to remember. 

MUSICIAN: A songwriter has that conflict when he's drifting off to 

sleep and an idea comes into his head. He has to decide whether to 

force himself to get up andfind a pencil, or just let that one go. 

KNOPFLER: I enjoy inspi-

ration as much as anybody, 

it's a fantastic feeling, but to 

be jumping up in the night 

hunting for a pen and paper 

always struck me as being a 

little bit ludicrous. You can 

call it laziness or you can call 

it self-preservation. It's 

another reason I don't do 

drugs. What that would do 

would be to set off the pulse 
and the creative thing and 

I'd just exhaust myself doing 

the stuff. Of course, you don't 

know how much the stuff 

would be worth anyway. I 

just know that from smoking 

dope 12 years ago. It would 

blow my head off now. I 

don't necessarily welcome 

that concentrated rush. 

MUSICIAN: Many creative 

people feel so insecure about 

their gift that anytime it 

shows up they drop the baby 
and chase it. 

KNOPFLER: Well then, 

maybe I'm not insecure. 

[laughs] Maybe. I really just 

don't think I am. Perhaps 

that's a failing. I'm aware of 

the fact that I'm not particu-

larly prolific. But I suppose 

it's partly because I hide 

myself in these other things. 

And it's relevant to balance 

the ego gratification of being 

a singer/songwriter, doing your own songs and telling people what 

to do, with doing something for other people sometimes as well. 

MUSICIAN: It seems that as your musical vocabulary has become 

wider, your guitar playing has become bolder There is a casualness 

to the way you'll fall into your solos on this album, as ifyou're not 

sure where the solo's going to end up, but it'll be an interesting trip. 

lour wlier solos seemed more composed. 

KNOPFLER: Maybe. I don't know what I'm going to play. When 

you're playing live it's different, you might have a little phrase that 

the band will recognize as a marker to get into another section. You 

learn more licks as well. I learn a new lick from Chet or from Paul, 

Heavy Fuel 

J
OHN ILLSLEY plays a 1961 fender Jazz bass, with Dean Markley 

strings he hcsn't changed in five years. He has just started using Trace-

Elliot bass amps. For the album he was still playing though his old 

Ampeg. It was recorded through a direct line and with a Neu nano U67 

on the amp. 

GUY FLETCHER (right) doesn't take his Synclavier on the road anymore. 

He does carry an Akoi S-1000 and S-1100, a 

Korg Wavestation, a Yamaha DX7, a Korg SG-

1D piano and a Yamaha DX1. ALAN CLARK 

ploys o Hammond 8.3 with a type- 147 Leslie, 

a Roland D-50 and o D-70, another Korg SG-

1D piano and Wavestation, a Prophet 5, on 

Akai 51000 HD sampler, a MiniMoog and an 

Eventide H3000 Ultra harmonizer. 

MARK KNOPFLER has two custom-mode 

Pensa-Suhr guitars, a ' 61 Fender Stint and o 

custom-made Schecter Strat. He played o 1953 Gibson Super 400 on " Fade 

to Block," and used his National Steel for "When It Comes to You." On tour 

Mark will also carry a custom-made Fender Telecaster, a vintage Tele and a 

custom-mode Schecter Telecaster copy. He plays on M.S. Phillips acoustic 

mode by Notting Hillbilly Steve Phillips. He uses D'Addario strings. 

In the studio Mork used o Soldano guitar amp through a Marshall cabi-

net. He used Fender Vibrolux and Vibroverb amps for the oldit-sounding, 

period material. The electrics are run through a stereo Fairchild compressor. 

All the guitars are printed without effects—ony effects are added in the mix. 

For most of the vocals on Qn  Every Street Mark sang through an AKG 

C12 tube microphone (which hail been hired os an overhead fer the drums) 

and, occasionally, a Neumann 1.167. For many of the acoustic guitars and 

some vocals, I he band used a prototype of Sony's new APX 207. To mike the 

electric guitars they used the U67 combined with a Shure SM57. They used 

three microphones on acoustic guitars: a Neumann KM84 near the 12th 

fret, either the new Sony or the U67 about a foot-and-a- half out from the 

soundhole, and on AKG C12 above the bridge, facing the soundhole. " Each 

of these postions is good for an acoustic," says engineer Chuck Ainloy. 

"Mixed together they sound incredible." 
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he goes off and uses a lick he learned from me. There's a lick in resolving a situation. Foot soldiers with helmets and shields 

ing out of a relationship. The song has the same sensibility as Making 

Movies, but the romance is giving way to disillusion. 

KNOPFLER: You just get to where you learn to put yourself in a 

frame of mind where you can approach life with more confidence, 

you can bring more to it. And there's a sadness that's involved with 

that. [Long silence] Big subject. It's 41st getting older, I suppose. 

Bringing more experience to bear. Also, I'm not saying you become 

desensitized, but if you have had pain in your life you perhaps have 

less energy to give it when it pops up again. 

MUSICIAN: You know where it fits and that it ends. 

KNOPFLER: Exactly. And you can then help other people with 

their pain a little bit. So given that the best situation to be in is one 

where you are subjective and objective at the same lime, I think all 

that age and experience gives is the ability to be there quicker and 

easier. 

MUSICIAN: It's good that even when you get close to territory you've 

worked in before, like "Every Street," you don't try to get back the per-

spective you had at 29. 

KNOPFLER: It's just different. I'm not saying it's better. What satis-

fies you is really a personal thing. You have to train yourself to listen 
to things and you can't expect everybody to appreciate the level of it. 

I'm not trying to suggest that this is a wine of an extremely fine and 

rare vintage. However, if I did have a wine of a rare vintage I 

wouldn't start a 17-year-old off on it. It took me a long time to be able 

to distinguish between average and good saxophone playing, 

because I hadn't been conditioned to know the difference. A lot of 

people who first hear country blues are fairly unmoved because 

they're not geared up to understanding its complexities and its mes-

sage. You have to listen to a lot of music, you have to taste a lot of that 

wine, before you get the full measure of it. Going back to Robert 

Johnson when you're 40, you listen to it differently than when you're 

17. You bring something new to it obviously, you bring all those 

years to it. But at root it's the same response. Even though I might 

see something new and great that I love, probably I would get more 

satisfaction out of re-experiencing Muddy Waters without having 

heard him for 6 months. There's lots of really musical people about 

all the time. But I'm continually being made aware how great peo-

ple were. It's the same thing when you go back and read a book that 

you've read before and you're not the same person you were when 

you read it the first time. You get more out of it. 

And a lot of things that knocked you over when you were 17 don't 

knock you over to quite the same extent later on. Whether there's an 

improvement, I'm not sure. Sometimes deadening goes on, too. But 

generally speaking it would fall under sophistication. 

MUSICIAN: Do you write for your own age group? 

KNOPFLER: No, never bothered about writing for an age group, 

writing for anybody. You have to please yourself. And you have 

enough reaffirmations of mutual feelings to know that if it gets you 

going it's going to get other people going, too. 

MUSICIAN: And it has nothing to do with age? 

KNOPFLER: Nothing at ail, absolutely not. [Mock pompous voice] 

Good God, man! Were you invited or are you paying for this privilege? 

O WE SHALL 
OVERCOME 

"With your whole body, with your whole heart, 

with your whole conscience, 

listen to the Revolution... This is the music 

everyone who has ears should hear" 

— Ale.nder Blok 
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A myriad of world artists lifting one voice 

for change and freedom. 

WORLD MUSIC OF STRUGGLE, WE SHALL OVERCOME" 

Musicians, folk singers ani freedom fighters from around 

the world gathered tcgether in song to make this live 

recording during the Music Of Struggle Program, 1990, 

at the Festival of American Folklife, Smithsonian Institution, 

Washington, DC. 

This is a true record of history. 
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'Normal voice] That smacks of demographics or something. But if you 

think kids won't relate, won't understand, then I would have to say, 

\ 1 ell, I hope you're not right, but if you are, then too bad." 

MUSICIAN: "You and Your Friend," "When It Comes to You" and 

"Fade to Black" remind me of the sensibility of "Where Do You Think 

You're Going?" The line "Ifyou ain't with me, girl, you're gonna be 

without me" could slide into any of those new songs. 

KNOPFLER: "You and Your Friend"—I just liked the line. About the 

time we recorded the first record I had a song called "Me and My 

Friends." It was a Southern boogie thing about playing in the band. I 

never recorded it because it never really... "You and Your Friend" 

just has that thing. I like keeping it open for people to use in a way 

that they want. If you make it specific you spoil it. The song could be 

just a solitary cry for some kind of support—are you going to come 

around to my way of thinking? It could be sexual. One of the guys 

saw it as a complicated love triangle. It could be anything. But in fact 

that came from just the resonance of "You and Your Friend" instead 

of"Me and My Friends." 

MUSICIAN: There's one hazy area in your biography I wish you'd 

clear up. Everyone knows that when you were in your early 20s you 

were a reporter and that you taught college for a while. But wasn't 

there a period when you were briefly married and worked on a farm? 

KNOPFLER: I married my sweetheart from high school when I was 

at university. When I left school I did one year's journalism training 

and two years on the paper, that's three years, then three years in 

university. So I was 23 when I got married. When I left university, t 

got a job in a professional band down here in London. I passed my 

first audition and played for a couple of months, then the band went 

bust. I didn't have a job, couldn't survive playing rock 'n' roll. So I 

went back home. She was a farmer's daughter from up there. Part of 

my surviving was just working on the farm for a bit. I'd done a lot of 

farm work, I used to work on the harvest there. The teaching hap-

pened after that period. I actually enjoyed the farm work. It tough-

ened me up a lot. I've always done manual work, since I was a kid. 

Worked on building sites and in warehouses. Being unemployed 

when you want to work is the worst feeling in the world. 

MUSICIAN: You must have been terribly discouraged when you had 

to pack up and leave London and music behind. 

KNOPFLER: It was terrible. 

MUSICIAN: What was the band you joined? 

KNOPFLER: Brewer's Droop. They were a Cajun-based R&B band 

on RCA. But they lost their contract. I actually recorded a couple of 

things with them. They put it out later. I never heard it. They spent 

all their time just being nasty to one another. Which shocked me as 

a young kid—that you could actually be in a band with somebody 

that you really hated! [laughter] 

MUSICIAN: John Ilkley and I were talking yesterday about the ten-

dency to say, "It's just a song, just rock 'n' roll."John Mellencamp said 

once that when anybody tries to write a song or paint a picture or get 

up on a stage, it's your pals, your family, the people closest to you who 

make fun of the idea and sax "Who do you think you are?" As much 

as a guy in your position gets a lot of backslapping, there's a tendency 
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another Hand 
"Another Hand is the first Sanborn 

record to really suggest his broad 

tastes...his most adventurous step 

yet." — ENTERTAINMENT WEEKLY 

"Sanborn's playing has never 

sounded more inventive..." 
—LONDON SUNTIAT 11MES 
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sense of the term." — HOUSTON CHRONICLE 
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Al Anderson & Terry Adams of NRBQ. 
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for the people who know you best to say; "Oh, 

it's just rock 'n' roll." Whereas that fan out-

side who has all your albums might actually 

be closer to your private wavelength. 

KNOPFLER: The method of working that I 

like, that we have, is one of mutual insults 

and joketelling, falling about laughing. A lot 

of the time it's just a bunch of extended ado-

lescence. Maybe it helps you just get through 

it. You never ever think about the importance 

of what you're doing or this is rock history. It 

never gets pompous. If you haven't got a 

sense of humor with a band, you're dead 

meat, I reckon. It's the single most important 

thing to have. A novelist wouldn't have that; 

he's just on his own, working away. When 

you're actually writing a song it can be soli-

tary business. It's just you and the guitar. But 

then when you bring it to the band... 

MUSICIAN: Bringing it to the band is just 

the beginning of a process that ends with you 

playing it to an arena—which is a complete-

ly efferent talent. We don't expect the novel-

ist to star in the movie made from his work, 

but we do expect the rock songwriter to get 

up onstage and perform. That must put you 
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both at the center of the circus and, at the 

same time, a little outside. 

KNOPFLER: Absolutely. And conscious of the 

broadcast to a certain extent. Conscious of the 

live possibilities. Sometimes when a song's 

going down in the studio you say to yourself, 

'"The lighting guy will have fun with this!" 

MUSICIAN: Do you listen to rock music for 

pleasure these days? 

KNOPFLER: No. Do you? 

MUSICIAN: Yes. 

KNOPFLER: Good. I'm always flipping 

around the stations till I find something I 

like—some jazz, some boogie-woogie or 

something. Then it stays there. 

MUSICIAN: You produced Bob Dylan's Infi-

dels in 1983. Dylan removed the song "Blind 

Willie Mc Tell" before it was released and it 

just came out on his Bootleg Series box. 

KNOPFLER: I've been reading about it. I 

read in a couple of serious newspapers that 

according to some people that's supposed to 

be the best thing he ever did in his life. I 

haven't heard it. It's Bob on piano and me on 

guitar? We played it a couple of ways. 

MUSICIAN: That whole box is a good 

reminder of the fierceness ofDylan's creativi-

ty. That there are so many great songs that 

never made it onto albums... 

KNOPFLER: What you're saying is just a 

variation on, "So-and-So has made an 

album, everybody's playing the right stuff, 

it's on 48 tracks, they've all been mixed." 

And my reaction to that is usually, "So 

what?" It really doesn't matter to me that So-

and-So has made a record. I'm not saying it 

should matter to them that I've made a 

record. Maybe it does and maybe it doesn't. 

But "the fierceness of his creativity" is abso-

lutely applicable as far as Bob's concerned. 

If that's a reminder of that, then great. But 

what l'in reminded of continually when I 

hear these works of art by so many people, 

i rnmaculately engineered et cetera, is so 

what? The vast majority of this stuff doesn't 

enrich the world one iota in my view. 

MUSICIAN: But isn't there a chance you'd 

just enjoy listening to it? 

KNOPFLER: I don't enjoy listening to the 

stuff that most people do. No, I don't. 

MUSICIAN: Do you still enjoy listening to 

I lighway 61 and St. Dominic's Preview? 

KNOPFLER: Oh, that's different! I'm not 

talking about those people. I'm talking 

about a lot of pop and rock, a lot of people 

who see themselves as being serious art-

ists—windswept and interesting individuals 

who've got something to say about the way 
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we are and live and go to tremendous 

lengths to get the picture right on their al-

bum covers. I find that kind of seriousness 

debilitating. For everything, for the industry, 

for everyone. It's just firing dealing with all 

that shit. You know what I'm talking about 

and you probably know who I'm talking 

about. I can't look at a picture like that or lis-

ten to a track like that and not laugh. I 

mean, you've got to be able to laugh at it. 

MUSICIAN: Sure, but at the same time that 

Dire Straits don't take themselves seriously 

and have lots of running jokes, at the same 

time that its only rock 'n' roll and your man-

ager likes to remind us that no rock 'n' roll 

will be remembered by history no matter 
what anybody thinks—still, there is a part of 

you that does have serious creative ambi-

tions, no matter how much humor and fun 

goes along with it. 

KNOPFLER: I need an aspirin. [Gets up, 

looking for aspirin] Do you think having 

been witness to all of this stuff for so long 

has affected you? 

MUSICIAN: I try not to let it. You have to 

laugh about all the egos and hype and 

baloney, but at the same time you have to 

avoid becoming cynical, you have to protect 

your love for what's best in the music Have 

you lost your romance for New York? 

KNOPFLER: Partly. Not altogether. Sanie 

for London. Partly but not altogether. I think 

you have to retain certain teenage concep-

tions to some extent. Or even childlike ones 

sometimes. I would hope I could always go 

back and write a song similar to something 

I'd written in the beginning. I would hope 

that Ray Davies could still write another 

"Waterloo Sunset." We were talking of cyni-

cism. If he could give us another one of 

them, it would be great. Even though you've 

grown up now. Some of the romanticism 

might have...the paint stripper of time has 

been at work. It's an interesting question. 

MUSICIAN: As you said before, you hope 

that as your experience and sophistication 

grows, it doesn't harden your heart 

KNOPFLER: Well, I heard some boogie-

woogie piano on the way home in the car 

yesterday. Every time I hear boogie-woo-

gie piano it makes me happy, glad to be 

alive. And I remember when my Uncle 

Kingsley was playing boogie-woogie piano 

and how it turned me on when I was a lit-

tle kid of nine. Basically, that's when I first 

heard rock 'n' roll. I heard the 12-bar and 

this logic banged into place. Crunch 

crunch, "This is for me!" 

THE FIRST TIME EVER 

JERRY GARCIA BAND 

SALE PRICES: 9.99 Cassette / 18.99 CD 

Over 2 nours 

of music f - om 

the legendary 

leader of the 

GRATEFUL 

DEAD 

specially-

prced 

double 

Cassette/ 

CD, featuring 

"Deal" 

"Waiting For A Miracle" 

"The Night They 
Drove Old Dixie Down" 

"Dear Prudence" 

and more 
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"I've never seen us as being a cult 

band. I've never seen us as being 

just an alternative band. That 

would be a complete failure.   

There's a great line in a book I've 

been reading: 'Obscurity is the 

refuge of incompetents.' Which is 

absolutely perfect! What a waste 

of tine it would be to not be able 

to compete with the mainstream 

and offer &genuine alternative. I 

wart us to be up there. I think ifs 

important that we could be num-

ber one or number two in the 

American charts. Because sud-

denly there is an alternative. 

There's bands who aren't saying, 

'Lock into my eyes' at; d 'cuts lib 
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a knife,' and are musically making some sort of 

statement." 
So says Mike Edwards, the 27-year-old singer, 

songwriter, guitarist, producer, sampler, face and 

mouth of Jesus Jones—a British quintet who, though 

-Lana • s split up 

wisest ¡Ley slur' 

interbreeds until it loses its creativity. America creates genres and then 

doesn't know what the fuck to do with them!" 

I tell lain that Mike mentioned to me several times that the band 
would tell me what a pain he was. He joked about it but seemed sensitive 

about it, underneath. He is self-assured but... 

"But at the same time stung by his minions," lain interrupts. "He is 

insecure in a number of ways. Although he is a control freak and he is 

obsessed by his own personal success and by controlling every aspect of 

his life and controlling the way the band progresses, I think he's the first 
to be very, very acutely aware of any criticism. But at the same time he's 

very objective about criticism in the press. He'll read a review and say, 

'Well, that's actually quite right. We weren't that good.' And that helps us. 

We can say, 'Look, Mike, that really sucks,' or 'There isn't any humanity 
in that.'" 

If Mike is the ego of Jesus Jones, lain is the wild id. lain is a theoreti-

cian, a radical, a wild man onstage and the one member of the band who 

never was in a group before. 

The other four played in bands together for years. Gen says that Mike 

was always the leader and main songwriter, but they also played Blondie 
songs and "Jumpin' Jack Flash." 

lain thinks this is hilarious news. "'The Tide is High'?" he asks loudly. 

"'YMCA'?" Iain's a ballbuster. 

Mike says that he asked Gen, Jerry and Al to let him call all the shots 

on one demo. That demo got them signed and Jesus Jones has been 

Mike's dictatorship ever since. Gen says he doesn't remember it being 

quite so cut-and-dried, but lain says oh yes it was. lain was Mike's pal at 

KOTOJA 
FREEDOM IS WHAT EVERYBODY NEEDS 

‘‘ilh very retrogressive attitudes," Edwards says as 

'Ng Chapman's ears bum. "People talking about 

revolutions because Bob Dylan did it in 1968, when 

there were real things happening now—you didn't 

have to do it in an anachronistic way, it was actually 

the time and Mike told him whathe couldn't tell his band. 

"I wasn't in the band when the first demo was recorded," lain says. "I 

remember Mike talking quite candidly to me at one point and saying he 

was very very nervous about it I remember being quite surprised 'cause 
I thought he'd be excited, but he was worried. He felt he was so close to 

achieving his goals with these songs, and I think—nothing against any-

body else in the band—but he felt a little threatened by everybody else in 

the band being around at that point. He was so close to realizing his 

songs. He felt very worried that he could get just near it and then the 

wrong bassline, the wrong guitar line.... He said, 'There's gonna have to 

be a point when I just say, "Look you guys, I'm going to sort this out, let 

me just do this one thing and start the ball rolling."' And I think that's 
what actually happened." 

So began Mike's habit of recording some songs alone, using the band 

members to fill in parts of other songs, and only occasionally using the 

whole band at the same time. That gives Mike the control he craves in 

the studio. It's also why Jesus Jones onstage is a shockingly different 

band than on record. On record the group's innovative and fascinating. 

Live they do their best to rip off the roof with pent-up energy—and a fair 
bit of frustration. 

The one time, by all accounts, Mike pushed his leadership too far for 

the others to swallow was when, early on, he gave himself the stage 

name "Jesus H. Jones." He says it was not meant to mean that Mike 

Edwards was the band. He says itwas a stupid slip he made when their 

first record sleeve was being printed and he got a phone call from a 

record executive saying that Mike Edwards wasn't a cool enough name 

One ot the most exciting new World Music groups to emerge, Kotoja 
combines traditional African grooves with an uncanny pop sensibility 
for an uplifting and inspirational collection. Featuring former members 
of the King Sunny Ade and Feia Kuti Bands. mesa 79038) 

71 AVAILABLE ON MESA 
COMPACT DISCS & CASSETTES 

J01111 CAPEK 
&Pie Family Of Man 

INDABA 
"Indaba" is the compelling collaboration 
of Black South African musicians and gifted 
songwriter John Capek. A fascinating work 
fueled by the volatile climate of South Africa 
at the time of Nelson Mandela's release. 

(Mesa 79039) 
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and he needed to pick something better within 30 seconds. He also says, 

"My biggest regret, my only regret, was the Jesus H. Jones thing." 

The name stuck through Liquidizer. Mike Edwards reclaimed his 

own name for the second album, Doubt. 

"I just think it was a gauche thing," Lain says. "When he was first pre-

tending he was Jesus H. Jones we were rehearsing for a gig and he was 

doing one of his first TV interviews in a room outside the venue. One of 

the TV guys came rushing in and said to us, 'Guys, guys! You're gonna 

have to be quiet! We're doing an interview with Jesus outside!' And the 

four of us onstage looked at each other and all went, 'Fuck off!'" 

WHY DOES A FELLOW AS MUSICALLY SELF-CONTAINED AND ALLEGEDLY 

self-obsessed as Mike suffer the indignity of having a band, anyhow? 

"I believe in bands," Mike says quietly. "I could have, with the first bit 

of success, become Mike Edwarrls. Or even Jesus H. Jones if I'd been 

that stupid. But no, I believe in the idea of bands, I believe in the chem-

istry between people. The way people have grown together and occa-

sionally the way they move apart as well. I certainly believe in great 

things coming out of conflict. No, it is a band and always will be a band. I 

could never do the Mike Edwards solo thing. Mostly because—why 
bother? I virtually..." He stops himself. "Not...do it amtiow.... But I think 

when we get onstage it has to be a band. At that point it's incredibly 

important. And on the record sleeve it has to be a band." 

Why? 

"Because of the image of bands, the way it appears like a gang. It's a 

group of people with a common objective. I think one person becomes 

almost too easy to ignore because it Ls just one person. With a group, 

although it's still a minority..." 

It's a movement 

"It's a movement! Yes, that's what it is." 

Of course, none of Mike's reasons for having a band are musical. In 

his view the band needs to be on the record sleeve, not on the record. 

And that fits his strange emotional mixture of self-confidence and inse-

curity. He wants to do it all, but he wants a bunch of people standing next 

to him when he does it 

That may also be part of why Mike brought lain, his pal and philo-

sophical co-captain, into Jesus Jones when the band got signed. "We 

really have a definite vision of where we're going," lain announces. "We 

were built, we were designed for success!" 

lain says that if Jesus Jones were not a success they would break up, 

there would be no reason for them to stay together. "We are greater than 

the sum of our influences," lain declares. "As long as you are greater 

than the sum of your influences then you come out looking at the equa-

tion and thinking, 'We're winning!'" 

After lain, Mike and Gen take off, I settle down for a long Sunday after-

noon with Jerry the guitarist and Al the bassist. We start at the manager's 

office, move to a pub until closing, then head back to the bar of my hotel 

until they present us with the check and hand us our hats. Jerry and Al 

are the rockers in Jesus Jones. They are best friends, they share an 

apartment, they hit the pubs together, they get on each other's nerves 

and they stick up for each other. Jerry likes Neil Young and Paul McCart-

ney. Al likes Creedence Clearwater Revival. They laugh that Mike once 
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warned Jerry that no one who likes Tom Petty 

should be in Jesus Jones. They've been playing 

in bands for years. Jerry sees Jesus Jones as a 

stepping-stone to doing his own music. Al sees 

it as a nice way to have fun and see the world 

until it's time to go back to playing jazz in pubs. 

I ask Jerry and Al if they agree with lain that 

if Jesus Jones isn't a huge success the band will 

break up. They both sit and think and swig 

their beers and exhale smoke. Then they both 

say at the same time, "No." 

Jerry says, "No, if we weren't where we are 
now we'd still be doing it." 

6 tyx wants the best from themselves and their equip-
ment. That's why they pack up with 
Anvil Cases. Tours like Styx's Edge 
Of The Century are equipment-
bashing nightmares that call for 
the toughest case in the industry. 

Like all their cases, Anvil's A.T.A. 

Al says, "We've been here a long time. I've 

been playing with Gen for seven years." 

Jerry says, "I've been playing 15 years." 

"lain came in after the clubs," Al explains, 

"after we signed the deal, and by then the band 

obviously wanted success. It wasn't designed 

for success." 

lain said that if Jesus Jones simply main-

tained its current level of success it should 

break up. 

Al sneers, "I don't believe that." Then he 

adds, "Mike and lain tend to be very profes-

sional pop stars." 

line is constructed of the most 
durable, highest-quality materials 
available. That's why, for almost 
40 years, Anvil remains the 
standard for an industry where 
"good enough" isn't. 
ANVIL CASES, built to take it 

so you can take it—anyvvhere. 

CASES 
SUBSIDIARY OF ZERO CORPORATION 

15650 Salt Lake Ave., City of Industry. CA 91745, PO Box 1202, La Puente, CA 91747 • (800) FLY ANVIL 

Jerry says, "I'd go along with that." 

Al says, "They're very good at it." He lights 

another cigarette. "I'm not very good at it. The 

whole thing becomes ludicrous to me. We've 

been made to appear something that we're not 

in those pop magazines." 

Jerry says, "We're being made out to be a 

bunch of chancers that were put together by a 

record company with a dynamic frontman and 

a hit single." 

Al adds, "When we're really a damn hard-

working band that's been working for years to 

get where we have. People in the pop press say 

we just came from nowhere. Mike's been with 

Gen for 12 years, I've been with him seven, 

Jerry for five." 

"Mike will do 10 interviews a day," Jerry 

says. "It must be really difficult to be constantly 

talking about yourself. I wouldn't like that at all. 

I don't disagree with him doing it, I'd rather he 

do it than me." 

"Well, you do now," Al says, "but I don't think 

What Where Why 

IKE EDWARDS ploys a new Fender Tele-

caster, a Yamaha SG200, a 10-year-old 

lboner Studio 150, a Fender U-string 

acoustic and "one of the most repulsive 

bosses in the world—a Knight." Mike 

uses no effects live and plays through Marshall 

amps. He uses Ernie Ball strings. He has a 

Roland Juno 60 synth and a Roland W30 Work-

station synth. The drummer called GEN uses 

Sonar drums, Zildjian cymbals and Pro Mark 5B 

sticks. Gen is rigged up to an Akai ASQ 10 

sequencer through an Akai S950 sampler. IAIN 

BAKER, "being the other half of the sampling 

team," uses two Roland D5 keyboards. The D5 

triggers an Akai S900 sampler, which lain uses 

for his keyboard sounds. He has two Atari hard 

disk drives, and two offstage keyboards—a Juno 

60 ("for acidic beeps") and a Roland DI 0 (for 

bassline sounds). A fellow who jumps and 

pounds on his keyboards like Elton and the Killer, 

lain plugs his Quick-Lock Scissor Stands, "the 

only ones that stand up to the battering." AL 

JAWORSKI says his Music Man StingRay bass is 

"the only thing I'd touch." He uses Ernie Ball 

strings, a Boss distortion pedal, sometimes Troce 

Elliot but usually Gallien-Krueger bass amps 

with Trace Elliot cabinets. JERRY DE BORG 

plays o Gibson Les Paul goldtop and Mike's 

Yamaha (he claims Mike's Tele is really his) with 

Ernie Ball strings through Marshall amps. He 

says he has at home a hundred-year-old Martin 

bought by his granddad. Jerry's only effect is a 

Boss chorus pedal from which Mike says he's 

"trying to wean him." 

52 • October 1991 MUSICIAN 



it did him any good at all. He wants to make 

sure the image of the band is exactly how he 

wants it. There is something almost contrived 

by Mike himself. I don't agree he has to take all 

the work on himself and everything has to be 

some kind of corporate identity. There isn't a 

corporate identity in this band 'cause you have 

five people who are totally different. And that's 

where problems are likely to arise. Just 

because the media sees us as a corporate iden-

tity doesn't mean we are that corporate identi-

ty. We're not gonna live up to it. Even if Mike 

lives up to the corporate identity he puts 

across, we're not. Because it's not us, it's him." 

Talking to Jerry and Al, I think of Paul 

Simon's line, "Don't want to wind up a cartoon 

in a cartoon graveyard." 

"Yeah," Jerry smiles. "What's the line? First 

you want to re-write rock 'n' roll, then you 

want to realign the planets, then you want to 

reestablish your mots." 

They laugh. Al drains his beer. Then he 

turns serious. "When you play live you're free," 

he says. "You're doing what you want, you 

mess around with bass parts and guitar parts, 

you play them the wayyou think they should 

be played. You are yourself onstage. Nobody 

can touch you there." 

"ITS MUCH HARDER TO BE THE DOMINANT 

leader of a band when the band's successful 
than when a band has nothing," Mike 

Edwards tells me. "Absolutely. In the summer 

of 1988, immediately before we started Jesus 

Jones, we were at our lowest point. The only 

way was up. But it needed a fum pull was on 

a beach in Spain with Jerry and Gen and I said, 

'We've been messing around in bands for 

years getting nowhere. I have a lot of ideas, I 

know the way we should do it, let me run this 

demo tape. I'm sure I can make it work if you 

give me total control.' They had nothing to 

lose, so why should they not say yes? So we did 

it. That demo tape was 'Info F-Yealto,"Broken 

Bones,' and an early version of 'What's Going 

On.' The first two songs were the A and B sides 

of our first single. 'Info Freako' on the album 

Liquidizer is that demo, not re-recorded. But as 

you become successful people forget the origi-

nal thing. There's certainly no bitterness, I 

think we do handle it very well. Mostly 

because it is a very social band anyway. I think 

people start.... Everyone thinks they are.... 

People do become stars. They are actual stars 

in the public's eye. I'm not talking about this 

band, but you can watch other bands split up 

when they start ignoring the leaders because 

they think they are the stars, lcont'd on page1051 

LEARN MUSIC 
THE WAY-QUINCY JONES DID. 

AT BERKIEE. 

"Berklee is the training ground of industry professionalism. 
Berklee students walk right out of school into Quincy Jones 
sessions with no stops in between.. Ernie Watts, Harvey Mason, 
Neil Stubenhaus, Abe Laboriel, John Robinson are Berklee alumni 
who are instrumental in the music I make. Berklee College of Music 
trains you for the big leagues. Take it from me:' 

—QuincyJones 

Berklee has helped produce thousands of professionals who 
now enjoy successful careers in all aspects of today's music busi-
ness. For a current catalog, contact the Berklee Admissions Office. 
Call toll-free: 1-800-421-0084, ext. 4008 (9 a.m. to 5 p.m. EST). 
In Massachusetts call: 617-266-1400. Or write: BERKLEE, Admis-
sions Office, Dept. 4008, 1140 Boylston Street, Boston, MA 02215. 
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TheBestAdorke 
MA-XG 

DM Metal Parted° Com.no/Suoe, Wuzeo Dyaaç Range 
METAL BIAS:TOms EC/ 

IEC IV/TYPE IV METAL POSITION 

A » ,IEFERENCE STANDARD CASSETTE MECHANISM 111 

No one has a longer or more distinguished 
history of leadership and innovation in metal tape 
than TDK. So when we introduced the MA-R 
back in 1979, it instantly became the bench-
mark all other metal tapes would be 
measured against. 

Since that time, however, the evo-
lution of digital recording sources has 
progressed far beyond what anyone 
ever expected. Beyond what even the 
most advanced metal tapes in the world 
are capable of reproducing. 
Which is why we created the new MA-XG. 

A tape which is not only the best audio tape 
in TDK's history. 

But the best tape in recorded history. 

DIGITAL MUSIC DEMANDS 
PERFECTION IN A CASSETTE. 

Music from digital 20 
- 

sources is dynamic to say 4 

the least. It can go from 
60 

absolute silence to maxi-
mum loudness instanta 80 

neously. And for an audio 
cassette to reproduce its 

power and dynamic range accurately and free 
from distortion, the audio tape has to have ex-
tremely high output capability or what is known 
as MOL (Maximum Output Level). 

But digital music can also go from 
maximum loudness to / 
absolute silence instan-
taneously. And the lack of 
background hiss makes the clarity of the pianis-
simos and the transparency of the passages that 
linger and fade striking. To convincingly repro-
duce this kind of delicacy requires a tape with 
extremely low bias noise. Otherwise, music 
signals which are softer than the tape noise will 

be masked and inaudible. 
The perfect recording tape then, for 
CDs and other digital sources, is one 

with the highest pos-
sible output and 
the lowest possible 
noise. The kind 

of tape it was almost 
impossible to design. Almost. 

THE WORLD'S BEST DUAL-LAYER 
PURE METAL TAPE. 

Rather than settle for a tape which com-
promises output for low noise, or low noise for 

output, TDK opted for a tape that 
compromised nothing. So the 
MA-XG combines two sepa-
rately "tuned" layers of ultrafine 

Previous MA.» Finavinx magnetic particles. The 
fiew AIA-X6   bottom layer utilizes a unique 

10 

heçOnficY [kHz] 

 15 20 
high-density Finavinx particle de-
signed for highest possible output. 

MODULATION NOISE SPECTRUM The upper layer consists of low 



InRecordedHistory. 
noise ultrafine Finavinx particles arranged in a 
high-density coating with the help of TDK's 
proprietary particle orientation technology. 
What this unique design results in is a metal tape 

with the highest output ( + 7.5 dB at 315 
Hz) and the lowest noise ( — 59 dB) of 

/ any analog cassette. Or more simply 
put, the ultimate "digital ready" tape. 

A MECHANISM AS SOPHISTICATED 
AS THE TAPE. 

You don't even have to listen to the MA-XG to 
know how advanced its design is. Just hold it in your 
hand. Its extra heavy-weight RS-III mechanism 

41à114411fro.‘, ( Niere‘Oe ) 

r ime 

utilizes an unprecedented super-rigid five-piece 
construction which provides the ultimate defense 
against vibration and the sound-smearing effects 
of modulation noise as shown on the modulation 
noise chart. The unified dual-layer molded face 
plates consist of a non-rigid plastic outer layer for 

resonance reduction and an inner 
layer of fiberglass-reinforced plastic 
for strength. These two plates and 
three side frames are held together 
by ten screws (three different kinds), 
applied both vertically and sideways, 

resulting in dimensional 
precision and structural 
integrity previously im-

possible to achieve. It even employs a system 
of internal sound stabilizer weights and super 
high-precision guide pieces to ensure maximum 
vibration attenuation and the highest degree of 
azimuth accuracy. 

ABDO MAGAZINE AGREES 
MA-XG IS THE BEST EVER. 

That the TDK MA-XG is the ultimate record-
ing tape is not just our opinion. It's a belief shared 
by the ultimate authority: Audio magazine. After 
an exhaustive test of 88 audio 
cassettes (the results of which 
were published in the March 
1990 issue), Audio found the 
MA-XG to be not only the best 
of any metal (Type IV) tape, 
but the best of any tape. Period. 

So, if you're going to record digital music, make 
sure you record it on the new MA-XG. Because 
the best music in recorded history shouldn't 
rose anything in the translation. 44 
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MCCARTNEY 
SETTLES THE SCORE 
Backstage at the Premiere of "Paul McCartney's Liverpool Oratorio" 

always wanted to write and play 
my own songs, way back as a lit-

BY DENNIS tie kid," Paul McCartney says 

POLK° w while wandering around back-
stage at Liverpool's Philharmonic 
Hall. "I liked the idea of being 
able to say to people, 'I wrote 

this, e% en if it was bad, instead of just listening to other people's records and copy-
ing them. So John and I used to sag off from school while my dad was at work and 
no one was home, and would sit around and try to write songs. Would you believe 
that one of our earliest ambitions was to write a song for Frank Sinatra? Writers 
today wouldn't think of that, but in those days the pinnacle was to write for Sina-
tra. Then there were the composing teams that had gone before like Rodgers and 
Hammerstein, Lerner and Loewe. So off the end of that, we ended up calling our-
selves Lennon-McCartney." 

Paul McCartney's music career might have had a very different start if he had 
passed the audition for the Liverpool Cathedral Boy's Choir when he was 11 years 
old. Now, 38 years later, McCartney is back at the cathedral, nervously eavesdrop-
ping on rehearsals for the world premiere performances of "Paul McCartney's Liver-
pool Oratorio," the former Beatle's first attempt to write a full-scale classical piece. 
His collaborator on the project, conductor/composer Carl Davis, is busy counting 
out an awkward passage for soprano Dame Kin te Kanawa, who has, along with 
lier colleagues tenor Jerry Hadley, mezzo-soprano Sally Burgess and bass Willard 
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White, been busy going through passage after passage of the work 

all week long. 

McCartney has been there every second, watching, listening. 

There is no score in hand, because it would look like Chinese to 

him. So very uncharacteristically, he must take a back seat and 

leave everything to Davis and company, a position he obviously does 

not relish. Te Kanawa keeps missing the entrance of the tricky pas-

sage, and finally Davis motions for McCartney to come forward. "Can 

the passage be slightly altered?" she asks. "It would make it easier to 

come in properly." McCartney would rather it stay as it is, and after a 

long consultation with Davis, it is ultimately left alone. "Watch me," 

says Davis to te Kanawa, "and I'll cue you exactly when you're to 

come in." 

It's a strange scene, with the full Royal Liverpool Philharmonic 

and Chorus—along with, not coincidentally, the Cathedral Boy's 

Choir that Macca couldn't get into once upon a time—all sprawled 

out on platforms toward one end of the massive Gothic structure. 

McCartney could pass as one of Liverpool's many unemployed 

walking around in a rumpled sportcoat, black turtleneck, jeans and 

sneakers, with his familiar mop top somewhat unkempt, alternating 

between checking sound balances and greeting his relatives. 

"I've always been interested in all kinds of music, not just rock 'n' 

roll. My father was a trumpet player until he got false teeth, and trum-

pet was actually my first instrument. Ile was into jazz, and I was too. I 

me, is that there doesn't have to be any formula at all: We could do 

anything we wanted. We could have a verse, then go to a completely 

different tune, to a completely different key, if we wanted. We could 

throw out phrases that lead nowhere. The longer form makes 

things very flexible. You're a lot freer and you've got much more 

time to explore. 

"When I went to see [the Royal Liverpool Philharmonic] at the 

Albert Hall two years ago, it stuck in my mind that this was the ulti-

mate synthesizer. You normally look at a synthesizer and say, 'I'll 

have some brass sound, some string sound.' Well, there it all was for 

you, for real. There's no need for anything other than the orchestra: 

It's complete and you can do anything you want with it. Once I 

understood the ingredients of it and exactly what kind of palette I 

actually had, I had a lot of fun with it." 

How did McCartney go about becoming more familiar with clas-

sical music? "Once he accepted the commission," says Carl Davis, 
"the orchestra started inviting him to concerts. He went to operas, 

all kinds of things. He came and took it all in like a sponge. He start-

ed listening to things, we'd talk about things. But of course, I 

couldn't overwhelm him with it. I'm bringing my whole 50-odd 

years of listening obsessively to classical music and if I suddenly 

dump that on him, he would get scared and clam up." 

"I think Carl was a bit surprised to find out that I did have a bit of 

musical knowledge," says McCartney. "I don't look like I do, but 

"NOT A DAY GOES BY THAT I DON'T THINK OF JOHN. HE WOULD HAVE 

LOVED THE SPIRIT OF DOING THIS AFTER 30 YEARS OF ROCK ' N' ROLL; HE 

WOULD HAVE LOVED THE IDEA OF RISKING SUCH A HUGE GAMBLE." 

would love people like Cole Porter. In fact, I was 

out to become another Cole Porter. Still am, in 

fact. I would listen to Bach and Beethoven," 

McCartney hums the theme of the Filth Sympho-

ny, "the Nutcracker and all the popular classical 

stuff that everybody knows. I did a record with 

the Black Dyke Mills Band, and the soundtrack 

for a film called The Family Way with George 

Martin. All kinds of music. 

"And yes, I've always had half an eye on 
going this [classical] direction. When I was 

working on 'Eleanor Rigby,' I was thinking, 

'What am I going to do when I'm 307' That's 

very old, 30. Since I was enjoying working on 

that string arrangement I thought, 'Yeah, I 

could see moving into this kind of thing. Well, 

it's taken more like 50 than 30 to get to grips with it. I suppose 

because I was asked by the Philharmonic to do it is what made the 

final decision. 

"With the pop stuff, if you're writing a three-to-five-minute piece, 

you'll do your first verse, then inunediately look for a second verse, 
immediately look for a chorus, immediately look for a middle, then 

you repeat the chorus. There may be an instrumental section in the 

middle of it, but that's the kind of formula that most people stick to. 

The great thing about this classical stuff, which Carl pointed out to 

obviously I've been around for quite a while 

now," he says with one of those characteristi-

cally crooked half-smiles. "He would occasion-

ally say, 'Let me give you a little lesson,' and 

depending on what mood I was in, sometimes I 

would say, 'No, Carl, we won't do that,' because 

I felt too much like a student. But occasionally 

if I was in a receptive mood, I'd say, `Go on.' 

And he'd say, 'This movement is based on the 

rondo form.' So I'd say, 'What's a rondo?' and 

Carl would explain. If I was interested in it and 

thought it would be a good idea for us to use, 

then we would use it, which we did in the last 

movement; 'Peace' is roughly based on the 

rondo form. But he tried to sit me down one 

day with Benjamin Britten's 'Young Person's 
Guide to the Orchestra,' and I wouldn't do it. I refused and said, `No, 

Carl, it's too late for all that, luv.'" 

So what was the actual working process between McCartney and 

Davis that produced the "Liverpool Oratorio"? "I began by playing 

some 'Hey Jude'-style chords on the piano," says Davis, "and he said, 

`No, no, no, absolutely not, forget it. I want more dissonance than 

that.' So he started singing and tried to convey an aural picture to me 

of what he imagined. I tried to get it out of him, so that it would all be 

very McCartneyish. Then I said, 'I'll take it home and flesh it out.'" 
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McCartney would have none of it: "I told Carl, 'No, t‘e can't do it 

like that because it's going to be too much input from you. Let me be 

with you through every little second.' He said. 'It's going to be_ really 

boring? 'It won't be, I've done this before. hike it. I sat with George 

Martin arranging the string quartet for "Yesterday," the strings for 

"Eleanor Rigby" and things like that.' So I sat with Carl through 

eyerything—through the arrangements, through the texts, through 

the violin solo. I didn't actually let him have one minute un his own 

I thought if he did,it would start to become more his work. He was 

happy to do it that way. but he kept warning me how boring it would 

be. 'You'll have to just sit there while I write these 30 bars,' he'd say. 

lieah, that's great. no problem.' It was very interesting to me and 

very educational, actually. I learned a loi" 

Hermit,. NIrl :arm,: ill 

ilwrailledral. a" il..  1111.111 

iierhiriumwe 

"Well, we certainly didn't want this to be thought ofasMcCariney 

arranged by Davis," says Davis. 'Het him take the lead, which was 

very difficult for him because he still suffers from the aftermath of 

the Lennon collaboration, of having this highly critical loved-hated 

friend and colleague. He feels that with the martyrdom of Lennon, 

Lennon is given the credit loran of the writing and innovation of the 

Beatles, and Paul suffers from this. I lumw, alter spending two and a 

half years with him, that the McCartney songs are his own, and that 

he is his own man. 

"I feel in his black moments, he somehowdumps that on me, and 

I'm not really competitive in this situation. I'll say, 'Mow should this 

go?' and push and pummel him. I did some really naughty things 

like, 'Okay, Paul, it's time for the hit single, right now.' To see him 

back away lcroking extremely frightened while I was being sadistic 

was fun. That's how I got 'Save the Child.' I hope the word thinks 

Like I do, that it's really something." 

So what's the actual distribution of McCartney and Davis in the 

final work? "That's difficult to define," admits Davis, "but let's start 

basically. The lyrics are 100 percent MeCariney, because I don't 

write lyrics. So that takes care of that third of it right there. Then I 

could say that the inilial structure was mine, derived from conversa-

tions we had and from things I knew_ But the eventual story. the 

characters, became McCartney. He did all that." 

McCartney decided that, despite the many similarities to events 

in his ownlife, the husband and wife in the "Oratorio" should not be 

called Paul and Linda. "I started to hear other people talking about 

other operas and they'd say things like, 'Oh, she's singing Brun-

hilde,'" says McCartney, "and immediately classical people know 

exactly what that part is just from the word,trunhilde.' There's no 

two Brunhiides. So I didn't want to hale another name like 'Harry,' 

in case there was another opera with that naine in it. I wanted to 

kind of get a distinctive name with a kind of Liverpool ring to it. I 

thought of Shanty as being like a sea shanty, and also like an old 

shanty town, a tumble-down shack. In fact, one of the choir boys 

was telling me today that one of the lads is actually called Shanty. 

Very Liverpool. I also wanted a tenor to be able to say, 'I'm singing 

Shanty,' and you know what piece it is right away." 

When Jerry Hadley, Shanty of the "Liverpool Oratorio," was 

asked last October to fly to London on the summons of McCartney, 

the 39-year-old tenor was stunned, was told that he wanted to 

meet me," he recalls on a break from rehearsing at the cathedral, 

"that he was interested in my singing the lead role n a new piece he 

had written. After I picked nry jaw up off the floor. I wondered how 
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he had heard about me." 

Hadley's career had skyrocketed so much in recent years, it 

would be unimaginable if the former Beatle had not heard about 

him. But the day McCartney wanted Hadley to come over was the 

day he was singing in Leonard Bernstein's memorial service in 

Carnegie Hall. "I had worked with Lenny so much that I really felt 

honor-bound to do that," says Hadley. 

In fact, Hadley had worked with 

Bernstein on his final recording ses-

sions of Candide, completed just 

weeks before he died. McCartney 

rescheduled the meeting. 

"When he walked into the room, I 

was overcome with a rush of emo-

tions," Hadley recalls. "I had met 

many megastars, but somehow this 

was different. The music of the four 

Liverpool lads was so much a part of 

my adolescence that meeting Paul 

was like coming face to face with one 

of the symbols of my cultural iconog-

raphy." But McCartney quickly 

brought himself down to earth for Hadley. "His first words to me 

were, 'Sorry I'm late, mate. My son had a sleepover party last night 

and I had to go down at 5 a.m. and tell them all to be quiet and go to 

bed.' 

"I remember one day when we were working back in March, I 

told him, 'You know, what's been so profoundly moving to me about 

this experience is that when Leonard Bernstein died, I really felt 

that a very significant door in my life had been closed. But I said 

goodbye to Lenny on a lbesday, and met you on a Wednesday, so it 

was almost as if the door hadn't been closed, but that it was a revolv-

ing door and that I went from one aspect of that musical and spiritu-

al unfolding into another aspect.' The two people are very different, 

yet the spirit that empowered Leonard Bernstein to be so fearless in 

his pursuit of musical truth is exactly the same spirit that empowers 

Paul. They manifest it very differently. I don't necessarily think that 

they speak a different language because even though Lenny was the 

ultimate trained musician and Paul is the ultimate self-taught musi-

cian, at the end of the day, music is music is music. Some of us come 

to it through formal structures, others come to it by experience. 

"Lenny was not afraid of sentiment, in the best sense of the word, 

and neither is Paul. I'm not talking about heart-on-the-sleeve, overly 

saccharine kind of sentiment, I mean real honest, human sentiment 

"Also, Paul has one of the keenest musical minds I have ever 

encountered. He has one of the most profoundly clear visions of 

what he is creating of anybody I've ever met, an a level equal to 

Lenny's. In the essence of creativity, perhaps it's clarity that all the 

greats have had. West Side Story did not happen by accident. The 

'Liverpool Oratorio' and the great McCartney pop songs did not hap-

pen by accident. These people don't flail in the dark." 

What about the whole issue of trained voice versus untrained 

voice? Just as an operatic voice often sounds overdone and hammy 

to those only familiar with pop music, pop singing often sounds off-

pitch, raspy and adolescent to trained singers. "We're talking there 

about what is appropriate in a given situation," says Hadley. "In 

order to perform the music of Mozart and Verdi you have to learn a 

set of technical demands that that music places on your voice which 

NIK:artnry confers o ith Dan"' kiji ki111.1\% . 1 ¡MI I JCIT., 11/1(11: 

is the ultimata self-taught musician.-

other music doesn't. Also, in the opera house, we're dealing with 

unamplified music, which means that physically one develops a dif-

ferent vocal stance in order to sing without amplification. A piece 

like the 'Liverpool Oratorio' has for me been a wonderful bringing 

together of threads of so-called classical music and so-called pop 

music, which really only diverged in the middle of the twentieth 

century with the advent of the 

microphone. If you listen to record-

ings made early in the century, 

there wasn't a tremendous amount 

of difference between the way that 

Al Jolson and Enrico Caruso actual-

ly sang their music. There was a 

general attitude back then about 

what singing involved that com-

pletely changed with the advent of 

the microphone and electronic 

enrichment." 

Hadley's role is the most impor-

tant in the piece, for not only is his 

the lead character, but Shanty is the 

platform for McCartney's own 

voice. The amazing thing about Hadley's portrayal of Shanty is that 

there is a very real sense in which he sounds like McCartney, only 

with a trained voice. "One of the greatest moments of my life was 

when we were rehearsing back in March. We had about four days 

just for him and Ito coach the piece down in Sussex. The first days, 

Paul stood on one side of the piano, I on the other, and Carl was con-

ducting and playing. I would sing a bit and Paul would say, 'Yeah, but 

try it this way. One day I said, `Do me a favor. Could you just stand 

right next to me and sing along with me?' which was great. There 

was a part of me going, 'Wow, I'm singing with Paul McCartney; all 

right! All of my childhood fantasies are coming true.' But what was 

great was that at a certain point, we got into each other's rhythm, 

and we were breathing at the same time and phrasing alike. At one 

point, Paul had his arm around me and we were swaying back and 

forth singing, and he turned to me and winked and said, 'I think 

you're getting it, mate.'" 

Watching McCartney and Davis confer about a fine point from 

across the cathedral, Hadley adds, "The chemistry between Carl 

Davis and Paul McCartney is extraordinary. I won't go so far as to 

presume to know whose 

contribution to the piece 

is greater, but the whole 

is a unique product of 

the two of them." 

"The process of com-

position," continues Da-

vis back in his hotel suite 

over tea, "was much 

more of a collaboration, 

but one in which I must 

say in all modesty that I 

wanted there to be as 

much McCartney as pos-

sible. I thought that the 

man who gave us all 

those great songs, can 

McCartney ro-r  maser Carl I hivis 

fine- 1 g and haggling over billing. 
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we get those into a concert piece? Can we 

get those great melodies? Those were his, 

not John Lennon's. They were called 

Lennon-McCartney, but they're his. He suf-

fers greatly from that, although I think it's 

clear that Lennon was a great stimulus for 

him, and that they stimulated each other. 

And Paul does thrive on collaboration. 

"There's more of me in it than if he had 

gone to someone like George Martin, who is 

principally an arranger and producer. A lot of 

the piece was me saying, 'How do you view 

it? How do you hear it? What instruments do 

you think should play it? What instruments 

do you think should build up this next 

orchestral interlude? Do you like this or that? 

I was trying to find a way to make ideas that 

he had concrete." 

So is this the musical equivalent of an "as 

told to" book? "Not bad. Elizabeth Taylor 

can't write, so someone who can works with 

her, coaxes it out of her and puts it in her 

language. Yeah, that's what we tried to do." 

If McCartney could read music, would he 

have a need for that kind of collaboration? 

"No, he wouldn't. Just as if any of us knew it 

all, we could do it all ourselves." 

So we're back to, "If only Paul could read 

music..." McCartney subscribes to a notion 

that was very popular in the '60s, the idea 

that it's somehow preferable to reinvent the 

wheel as best you can, rather than benefit 

from and build upon what is already out 

there and available to you. At least when it 

comes to music, that's what he prefers to do. 

"It's almost a superstition of mine," 

admits McCartney. "I've got a feeling that if I 

start learning now how to do it 'the proper 

way,' I'll lose a lot of my freedom. I prefer to 

think of my approach to music as primitive, 

like the primitive cave artists who drew 

without training. That's some of the best art 

there is, yet they went to no school to learn 

how to do it. Similarly, John Lennon didn't 

know how to write it down; neither could 

Elvis, Little Richard, Fats Domino, Chuck 

Berry. None of them could notate music, yet 

they still wrote great music. You can actual-

ly have too much musical knowledge. For 

instance, when it comes to writing mel-

odies, I suspect that when Carl starts, he 

hears Schubert melodies, Beethoven 

melodies. I don't know enough of these 

melodies to be able to quote from them. So I 

told him, 'Look, if we're quoting some-

body—like Bernstein, who's very easy to 

quote because I love West Side Story— 

you've got to stop me. You've got to know 

when we're quoting Wagner, when we're 

getting too much in a particular direction.' I 

relied on him for that. It was lovely for me. I 

think it would have spoiled me if I had 

known much more. If I had known how you 

were supposed to write a violin solo, I think 

I would have written a very different one 

from this, but I had no idea what I was sup-

posed to do, so I just took chances that 

maybe somebody else who knew how to 

write one, wouldn't do." 

What does McCartney's collaborator 

think of the notion that he considers himself 

"primitive" in his art? "I know, I've heard 

that," says Davis, "and he was also a far bet-

ter student than he would let on. He knew 

French, Latin, he was a bright lad." Indeed, 

one of McCartney's classmates showed me 

a little green booklet from the Liverpool 

Institute, 1959, that listed "J. P. McCartney" 
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on the British equivalent of the honor roll. 

"Well, part of the breakthrough of the 

Beatles was to be working-class lads. That 

was their selling point initially. You don't go 
speaking posh and Latin playing in the 

Reeperbahn in Hamburg. Yes, he went sag-

ging off at the Liverpool Institute, but he 

had a good time there, a good education, 

and was very moved by many of the teach-

ers there. He was someone who loved the 

art classes, the English classes. He reads 

poetry. The kind of life he had in London at 

the height ofBeatledom was that he was the 

one interested in art. He married a photog-

rapher. He paints prolifically. He collects. In 

short, he's a very cultured man." 

One day McCartney rents an old school 

bus, similar to the one he used to ride to 

school in, and gives Davis a tour of the Liv-
erpool that he knew and grew up in. "It 

became graphically clear that here was 

someone who began life in modest circum-

stances," says Davis of the experience. "It 

was very bare and bleak, but he had it in 

him to use what was here in this city. It obvi-

ously was enough, and he was genetically 

born with talent and a kind of will, and he 

was able to use it. Obviously, his education 

was effective for him, and he got a lot from 

it." 

Has the working relationship between 

McCartney and Davis been as smooth as it 

seems? "Paul frankly did get very uptight 

that because everyone knew that I was the 

one conducting, I was the one who wrote it 

down. He got terribly worried—which 

comes over him in waves—that people will 

think that he did not play a major part in this 

and that it was all really me. But in fact, that 

is not the case. We tried to make it as much 

his work as possible. For instance, a lot of 

those instrumental ideas are Paul's, such as 

that elaborate introduction to the fourth 

movement lament for the father. That par-

ticular instrumental passage was really dic-

tated note for note by Paul. He said, 'You 

know? My life has been made np of three-

minute songs.' Of course, I filled in here and 

there saying, 'What about this chord?' and 

he would say, 'Yeah, great,' or 'No, try anoth-

er.' Sometimes he would say, 'Let's have a 

very dissonant chord,' and I would evolve 

one for him that he would like. Then some-

times he would say, 'If we're going to be so 

off the wall, then we'd better get back to a 

tune after a while.'" 

As Davis' role as McCartney's collabora-

tor grew, he assumed that they were writing 

the "Liverpool Oratorio" by McCartney and 

Davis. Here, Davis was in for a surprise. 

McCartney insisted that the piece be called 

"Paul McCartney's Liverpool Oratorio" by 

Paul McCartney and Carl Davis. "It's some-

thing that Paul insisted on and that I've had 

to live with," admits Davis. "It was, in a 

sense, the contract breaker. He felt that he 

had to be the primary element in it, that 

people had to perceive him as driving the 

vehicle. Okay, if you're dealing with people 

on that scale of wealth and reputation who 

don't want equal billing, what can you do?" 

But doesn't calling it that indicate a cer-
tain—"Worry, I know. I wish he hadn't done 

it, because it hurts him as well. At the time 

when it came up, I didn't see a way of argu-

ing it, and of course, McCartney is a name to 

conjure with. McCartney above the title will 

attract more attention to the work and ‘vill 
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make more noise commercially, so I live 

with it. He felt very strongly that that was 

how it had to go. It was a question at the 

contractual stage of there being no move-

ment possible on that. It was really up to 

me. I've actually reached a psychological 

stasis: I live with it. But I can tell that in 

some ways it's an equal worry for him, 

because he has to keep justifying the title. I 

think it's a pity. 

"I told him, 'Your company makes the 

video, makes the documentary, the album, 

and then sells it and makes the deals, line.' 

So I have very little voice in any of that 

because of the mega-pop star baggage that 

he carries in his desire to make the thing 

work. 

"What I'm hoping is that the composing 

process was so joyous—and we did so enjoy 

working together—that we can actually get 

past this. It's the only thing between us that 

is difficult. I think a lot of this is his reading, 

'Lennon was the interesting factor of the 

Beatles, it was Lennon that was innovative,' 

which is really not the truth. He carries that 

wound, that burden in that nothing he does 
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can now be equal with anyone, and people 

have to know that his was the decisive voice 

in all of this. So I'm patient about it. You have 

to let him come around, and realize that it's 

not going to hurt the work. It's very strange 

for a writer to use his own name in a title, 

except ironically. It's very tricky, and it sim-

ply has to do with what he needs. I went into 

this with open eyes, and also, I have to deliv-

er a piece for this occasion. I couldn't go 

back and say, 'Sorry fellas, it hasn't worked; 

go get someone else for your anniversary.' I 

had a commitment to the orchestra. 

"He was so excited by doing it and about 

what was emerging, that he saw it as having 

a much greater expansion. So then followed 

[plans for] the video, the album, the docu-

mentary, which were all things that he of 

course could exploit and command. I would 

have thought, 'Let's be discreet, let's not 

oversell this thing. Let's do it, then we'll see.' 

But in fact, he built in the machinery for its 

ongoing career from the start—from the 

moment we saw that our working relation-

ship was happy. And I am quite thrilled with 

the response to the work among those who 

have heard bits of it. 

"And," adds Davis, with an obvious heart-

felt affection, "I like him. That's the other 

thing, I actually like him. Past all of this, he's 

a good-hearted man. The causes he sup-

ports and the things he wants out of life are 

really very benign, helpful and civilized. 

The really courageous and wonderful thing 

about McCartney is that he strives to main-

tain a certain normality in his life: the fami-

ly, his wife, the children, a day-to-day rou-

tine of living a very simple life. Sometimes, 

of course, when he's rolling and you have 

the big tour going on or this kind of event, 

you are aware of the reserves he can draw 

upon professionally, and then it's something 

else. But in his day-to-day life, it's not 

grandeur, it's simplicity. In a way, thinking 

about the work we've done, that is the mes-

sage: family life and being together, a very 

simple basic appeal for normality. He is very 

entwined with being near the people that he 

loves, and can't abide separation from them. 

This is what comes through: the consistency 

of family and relationships is what shines 

through the whole work. 

"Sure, one could get locked into 'You did 

this,' and 'I did that,' and I've gone through 

waves of that and I think he has too, but I 

actually like him, and actually want the col-

laboration to go on." 

You could see writing another work 
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together? "I would like to, if there wasn't so 

much in the blaze of people trying to tear 

it—or us—apart." You would be comfortable 

if your next piece was "Paul McCartney's 

Piano Concerto," "Paul McCartney's String 

Quartet" or "Paul McCartney's Symphony 

No. 1"? "Yeah, that has to be addressed, 

doesn't it? I hope it doesn't stand in the way." 

On the afternoon of the performance, 

McCartney is off to Philharmonic Hall to 

meet one of the most unusual arrays of 

international journalists ever assembled for 

a music event—everything from MTV types 

who ask, "So, like, what's an oratorio, any-

way, you know?" to classical music critics 

who wonder what audience McCartney has 

in mind in writing the "Liverpool Oratorio." 

He is visibly vulnerable, but characteristical-

ly charming. The conference is kept so short 

that no feathers are ruffled. Asked if he is 

nervous about the evening, McCartney 

flashes back a smile and says, "Excited." 

The fact that the "Liverpool Oratorio" 

deals largely with McCartney's pre-Beale 

Liverpool life should come as no surprise. 

For a man who for years refused to discuss 

his past, the last few years have shown a 

McCartney downright nostalgic for it. 

Beginning with his album of early rock 'n' 

roll cover material released only in the Sovi-

et Union called Back in the U.S.S.R., and 

continuing with the collaborations with fel-

low Liverpudlian Elvis Costello, McCartney 

is now quite at ease seeing his entire career 

as a whole. But that point was many years in 

coming. 

"The actual breakup of the Beatles was so 

painful that we likened it to a divorce," 

McCartney admitted in 1989. "We had been 

together since we were schoolkids, and we 

had finally broken up. And it wasn't exactly 

amicable—we had a lot of business differ-

ences and there was a lot of money in-

volved. For a long time I couldn't do Beatles 

stuff because it was just too painful." Yet 

with the recent back-to-back releases of 

Pipping the Live Fantastic and Unplugged, 

McCartney is continuing what appears to be 

a systematic re-recording of the entire 

Lennon-McCartney song catalog that began 

with Wings Over America and Give My 

Regards to Broad Street. 

Yet paradoxically, the man who is busy 

rediscovering his past is also frustrated with 

critics and audiences alike who want to 

write off his entire solo career as a mere 

footnote to the Beatle era. McCartney feels 

that in time his entire output of work will be 

more objectively judged, without the huge 

shadow of the Fab Four looming over it. 

"I'm only 49 years old," he says. "I'm still in 

the middle of this whole thing. I don't feel 

like it's finished at all. I'm still planning to 

write better songs. I still want to do so many 

things. And the great part about the 'Orato-

rio' is that I can come and hear it when I'm 

90." Since McCartney has never been a par-

ticularly religious man, his agreement to 

take on a "church gig," as some of his aides 

irreverently refer to the "Oratorio" perfor-

mances, is somewhat puzzling. Those close 

to him say that while he was religious as a 

child, the death of his mother as a teenager 

left a deep scar. Thus, family has become 

McCartney's religion. "I'm not religious," he 

says, "I'm semi-religious. I'm not a great 

believer in religions because they're the 

cause of more wars than you care to men-

tion—Arab-Jew in the Middle East, 

Catholic-Protestant in Northern Ireland. 

not one for 'This book has the answer: 

"I do believe in the spirit of religion, how-

ever. My theory is that God is the word 

'good' with the 'o' taken ont, which then 

The new album 

"HONEY LINGERS" 
featuring 

"MONSTERS & ANGELS" 
and 

"I THINK I LOVE YOU" 

The squalid tale 
of two 

young, innocent 
girls' descent 

into the 
moral quagmire 

that is 
Rock 'n Roll. 
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becomes the personification of it. We could 

get off on that for hours." What about the 

line, "Heavenly father, look down from 

above" from "Motor of Love"? "I'm actually 

talking about my own dad, so it's ambigu-

ous. It's the same in let It Be' where I say, 

'Mother Mary comes to me.' For Catholics, 

that would be the Virgin Mary, but my moth-

er was actually called Mary. 

"But so much 'religion,' especially in 

America, is the guys with the television pro-

grams who have the routine, 'I want your 

dollar. Not her dollar, not his dollar. but 

your dollar, so send it now, and you'll be 

saved, Alleluia.' It's so hypocritical and so 

false, particularly when you come from 

Europe and can see right through these 

guys. There was one in particular who was 

nabbed but is now back on, telling us all 

how to behave." 

The scene in front of the cathedral before 

the McCartney premiere is a curious 

convergence of locals in jeans, sneakers 

and T-shirts, following buses of well-

dressed tourists from all over the world, and 

the cream of British society in full evening 
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dress. Even the most usually scruffy 

McCartney aides appear in suit and tie, 

obviously taking McCartney's lead. 

Liverpool Cathedral is so enormous that 

huge banks of video screens are set up 

along the back sections for people to see 

what's going on, adding a surreal touch to 

the sandstone environment, now bathing in 

a purple glow with all of the television lights 

that have been rather obtrusively set up all 

around the building. British EMI is filming 

and recording the performances for both 

video and audio release worldwide. But 

tonight, all of the preparation is over, and 

the moment of truth has arrived. 

The oratorio unfolds over 100 minutes. It 

has many genuinely beautiful and moving 

moments. McCartney has taken on this 

commission with such intensity of commit-

ment that it's hard not to be impressed with 

its integrity. Not surprisingly, from the com-

poser of "Yesterday," what stands out are the 

melodic themes. Once heard, they'll not 

soon be forgotten. There is even a lyrical vio-

lin cadenza—magnificently realized by con-

certmaster Malcolm Stewart—which could 

easily be the center movement of a fine vio-

lin concerto. But what equally stands out is 

the work's eclecticism and lack of overall 

stylistic unity. Its libretto is high-brow for 

pop lyrics, but low-brow for the oratorio tra-

dition. Still, the words are usually direct and 

visceral. 

McCartney claims that only the first 

movements of the piece are autobiographi-

cal, those dealing with his birth during the 

war, his school days and the death of his 

father as a child (although it was actually 

McCartney's mother who died when he was 

a boy). The work completely skips over the 

Beatle years ("everybody knows that story") 

and imagines that Shanty (beautifully sung 

by Jerry Hadley) actually stays in Liverpool, 

gets married and becomes an unemployed 

alcoholic. The story from that point gets 

downright operatic, and Puccini à la 

McCartney becomes the dominant musical 

emphasis. 

What McCartney isn't saying out loud, at 

least for the moment, is how much the cli-

max of the piece is similar to what actually 

happened to him and his wife Linda (the 

role of Mary Dee, sung by te Kanawa) as 

newlyweds immediately after the breakup of 

the Beatles. Those were the days when 

McCartney wouldn't get out of bed, would go 

out on nightly drunken and drug rampages, 

all the while expecting his first baby. "I was 
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the most miserable I had been since the 

death of my mother," he says of that time. 

His wife and family eventually became 

his solace, as they have been ever since, and 

equally so the baby due to Shanty and Mary 

Dee becomes a symbol ofpeace and hope 

for the future. It could even be viewed as 

"All You Need Is Love" set for the Beethoven 

crowd. 

Also not so obvious is that McCartney has 

penned a gorgeous black-spiritual-like 

piece for mezzo-soprano that intones the 

last words spoken to John Lennon as he lay 

dying of gunshot wounds in the back of a 

New York police car—"Do you know who 

you are?" McCartney gets a bit choked up at 
one point when he reveals, "Not a day goes 

by when I don't think of John. He would 

have loved the spirit of doing this after 30 

years of rock 'n' roll; he would have loved 

the idea of risking such a huge gamble." 

The conclusion of the work brings a six-

minute standing ovation, during which 

McCartney is brought up from the audience 

by Davis, wiping tears from his eyes and 

hugging Davis and each soloist in turn. 

crush of curiosity-lookers rush up the cen-

ter aisle to catch a glimpse of the ex-Beatle. 

All in all, British press reaction is more 

favorable than anyone expected, consider-

ing the obvious target that McCartney made 

himself by attempting such a venture. The 

most personal attack comes from the 

Guardian, which assesses, "With the 

singers in roller skates or in cat suits, it 

might just prove a hit on the West End stage, 

but as a concert-work, it's an expensive 

non-starter." The Daily Post takes a middle-

of-the-road approach: "Memorable dramat-

ic passages are interspersed with periods ol 

near-tedium. Touching and inspiring mel-

odies rub shoulders with some that teeter 

on the edge of banality." 

But the Daily Telegraph asserts, "The 

'Liverpool Oratorio' doesn't sound like any - 

thing else, and McCartney has pulled oil 

something viable and memorable," while 

the Daily Express says. "In a city desperate 

for an evangelical pick-me-up, St. Mom 

has come charging to the rescue. The 

Mersey Beat will never be the same." The 

Liverpool Echo reads: "It does for the age-

old oratorio format what the American 

composer Stephen Sondheim does for the 

stage musical. It updates it, combining 

clever lyrics with sometimes daring musical 

expression." The Independent on Sunday 

takes a similar outlook; "while it might 

seem cruel to place McCartney's 'Oratorio' 

in [the exalted company of Elgar's `Geron-

tius,' Walton's 'Belshazzar' and Britten's 

'War Requieml with a burden of compari-

son it was never built to carry, the greatness 

of [those works] has to do with the particu-

lar way in which they found a voice that 

spoke for their times. Perhaps here is a 

voice for ours." 

But there are other critics as well. At the 

conclusion of the performance Paul is sur-

rounded by friends and family. An aunt of 

McCartney's, beaming. says how proud his 

mother and father would be of this moment. 

Beatles producer George Martin concurs. 

Lady Valerie Solti, wife of conductor Sir 

Georg Solti, the recently retired music direc-

tor of the Chicago Symphony, is radiant in 

her praise of both McCartney and the work. 

The whole scene somehow seems oddly 

reminiscent of the end of the last Beatles 

album, when John Lennon said, "t hope we 

passed the audition." For McCartney, 38 

years after being rejected by the Liverpool 

Cathedral choir, the last audition has been 

passed. (11 
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Public enemy's Bomb Squad 
lank Shocklee explodes in your ear o ON 

1  ANIC Si-IOCKLEE'S FAVORITE 

word is " situation." As in 

"master of the recording 

studio situation." As in a 

man who enjoys problem 

solving. With his assertive, assaultive pro-

ductions for Public Enemy and remixes for 

Ziggy Marley, Ralph Tresvant and others, 

Shocklee has become the sonic saint of 

hip-hop, the producer with the sound— 

that thickly layered noise-manipulatior 

thing that defies transcription—most often 

imitated. He understands that situation: 

The eyes of the hip-hop world are on him 

Everybody is going after his favorite sam-

ples. Everybody wants those same beats. 

Rather than keep his secrets secret, he's 

started SOUL (Sound of Urban Listeners) 

Records, and embarked on an ambitions 

roster of production projects (Son of Baz-

erk, the Young Block Teenagers, etc.). 

When he talks about building a rap 

track, Shocklee gives credit to the other 

members of the Bomb Squad—his brother 

Keith, Carl Ryder and Eric Sadler. The 

group, which he describes as a band, has 

won critical praise; nonetheless, Shocklee's 

still sore about critics' distinction between 

trained musicians arid so-called rap hacks. 

"People say we just copy, we can't make 

our own music," Shocklee says, lounging 

on the couch in the A room at Manhat-

tan's Soundtrack Studios, where he's in 

the middle of mixing the frenetic Son of 

Bazerk record. " Let's be realistic here. 

There are only so many chords you can 

come up with. Everybody's copying varia-

Photograph: Larry Ford 

touni cards is available 
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wellas RAM memory 
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custom sounds and 
sequences. 

tions anyway. The difference is we're taking 

it from the record and manipulating it into 

something else. That's another type of 

musicianship. It would take less time to 

bring a band in and have them play this live 

than it does manipulating it our way, but 

what fun would that be?" he says, reaching 

over the console to punch buttons that iso-

late percussion tracks in his dense schema-

ta. ( Shocklee builds rap songs using as 

many as 48 tracks—far more than most 

rap producers.) 

In fact, much of the Bomb Squad work is 

riot very much fun. It's not a sweatshop, 

but it's close: The group cranks out beats 

and rhythm patterns and loops evei-y day, 

whether there's a project or not. " It's not 

ke an artist who leaves the piano if noth-
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ing's happening. We'll do something—a 

beat, some samples—and file it away. 

Then when we're thinking about a track, 

placed a little bit off, a little ajar, so that 

when it comes around again, it's like a 

w000sh against the snare. 

"We fight to figure it out. Somebody'll 

say, ' I don't want this snare on the one, 

because instead of being laid-back it has 

the feeling of not doing anything.' That's 

what pop records do to you—it doesn't 

make you feel one way or the other. You 

went in the same way you come out. 

That's what we don't want. We want 

records that reach and transcend." 

To get those records, the Bomb Squad 

knows drum machines backwards and for-

wards. They're like the builders and I'm the 

architect. I'm thinking about arrange-

has to do some fancy drum-machine foot-

work. Facing the limitations of the metrically 

rigid machines, Shocklee and Sadler work to 

create rhythm programs that swing—not 

the ricky-ticky new-jack style, but a deep and 

buoyant groove that automatically induces 

motion. It is a point of pride: "You'll hear 

three different kick drums, three snares, 

three hi-hats, and each has its own time fre-

quency. This is because you've got to recre-

ate all kinds of stuff. You've got to simulate 

that laziness—when the drummer hits the 

snare and gets a repeating note because he 
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Assembling beats and loops from any 

number of sources, the Bomb Squad 

drafts a blueprint which is then used to 

didn't lift the stick up. Also, a drummer's 

stick doesn't hit the skin in the same place all 

the time, but that happens with a machine. 

That right there adds the funk: We've got to 

take these machines and recreate mistakes 

on purpose." 

Harmonic dissonances ( listen to Public 

Enemy's " Bring the Noise") meet with the 

same debate. " Eric sings on key," Shocklee 

says, "while I'm like, fuck the key. I'm looking 

for a mood, a feeling. So some things are 

purposely out of key. Like Son of Bazerk, it's 

an R&B band, their stuff is in key. But I 

believe in complements, and Bazerk, he's 

meaner than anybody I've ever heard on 

wax. I work with him by having what's behind 

him in key, otherwise you lose Bazerk. If I put 

things in key behind Chuck D, you lose 

Chuck, because his vocal is smooth. So you 

have to put it against abrasion." 

Today is a rare day in the studio: Shock-

lee usually observes a no-visitors policy. " If 

everybody is not focused on the same situ-

ation," says Hank, "we're not going to 

meet our goal. So I'm the leader, and I 

don't settle. There are no split decisions in 

music, no ties. It's either the right way or 

the wrong way. If somebody's walking 

around with that ' I don't give a fuck, let's 

just do this' attitude, that will come 

through. One negative can destroy the 

whole situation. People react to that, they 

know when it's not feeling good." 

Once enough of the grooves and 

adornments are in place, the Bomb Squad 

leaves Demo World, transporting the not-

so-basic tracks and programs to one of the 

large facilities in Manhattan (very occa-

sionally, L.A.) for final touches and all-

important mixing sessions. 

The mix is everything. It doesn't matter 

how many cool sounds and structural sur-

prises Shocklee and his crew put into the 

track—if the mix ain't happening, the 

magic's lost. So the Bomb Squad spends 

most of its time tweaking sounds, checking 

balances, carefully adjusting the dense col-

lage so that every element comes through. 

Here, too, Shocklee has a renegade out-

look. Operating on the assumption that 

most people don't sit in front of two speak-

ers to listen to music, Shocklee puts his 

mixes through unusual tests. "Sometimes 

you hear three or four loops on the same 

track, all happening at different places with 

different levels and EQ settings. If one little 

thing is out of balance, everything is wack. 

That's why I'm here doing Iront'd on page 771 
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Industry and Commerce 
Trei11 Iteznor st('altH into) 1)10(111(1 .PM Hy A I. .t N DI PERNA 

EET THE MAN WHO'S MADE 

the strident yowl of indus-

trial music sound sweet 

to the major labels: " I 

don't know how integral 

we are to the whole industrial genre," 

demurs Nine Inch Nails' Trent Reznor. 

"But I think we helped open up people's 

eyes to the point where they could say, 

'Hey, this stuff is a viable commodity. Let's 

go out and start scooping up industrial 

acts.' I've heard this comment a lot: 'Typi-

cally I hate this kind of music, but for some 

reason I like your band." 

Part of Reznor's power to convert listen-

ers is his finesse with high tech. He did 

Nine Inch Nails' Pretty Hate Machine as a 

one-man band using just a Mac Plus com-

puter, an E-max sampler and a few gui-

tars. But more importantly, beneath NIN's 
future-shock snarl there's a fairly tradition-

al sense of pop songwriting. Even if you're 

mad at the world, you can still be melod-

ic—as is proven by Nine Inch Nails' alter-

native hits " Head Like a Hole" and "Down 

in It." 

"I was raised on Queen and Kiss," Reznor 

admits: "your basic verse, chorus, bridge, 

outro kind of upbringing. I incorporate that 

into what I do. And that's what I listen for in 

any music. Even wild experimental stuff kicks 

in better when there's some structure. I like 

giving people something to hang onto, but 

make it a bit hard to get at. I always thought 
the first Jesus and Mary Chain album was 

really good: simple, structured songs but 

arranged in such a hideous fashion that you 

had to get past all that to like them." 

Reznor's production philosophy has 

made him a hot commodity so hot that 

Sire recently signed him to a production 

deal, giving him complete freedom to 

choose the acts he works with. Pretty good 

for a guy whose so/e credit is Pretty Hate 

Machine, a record he did in conjunction 

with a quartet of established post-modern 

producers ( Flood, Adrian Sherwood, John 

Fryer and Keith LeBlanc). But the Sire deal 

has raised the hackles of TVT Records, 

Reznor's label for Nine Inch Nails. A legal 

battle seems likely 

The ironic part is that Reznor has always 

gone out of his way to avoid complications 

like these, deliberately shunning the 

majors early on in his careen " I knew I was 

still moldable. I didn't want to get into a sit-

uation where a big label comes in and 

says, 'Okay kid, we'll hook you up with the 

guy who remixed Fine Young Cannibals, 

he'll smooth things out a bit and you'll be 
the next Information Society.' I knew I 

didn't have the confidence or maturity to 

say no to a lot of that stuff." 

Reznor grew up playing keyboards in bar 
bands around Pennsylvania and didn't write 

his first song until 1988. By this point he was 

working as an assistant engineer and pro-

grammer at a Cleveland recording studio. 

Hard-pressed to find musicians, he decided 

to draw on his studio know-how and make 

Nine Inch Nails a one-man project. 

"A good part of '88 was spent just figur-

ing out what Nine Inch Nails' persona was 

going to be. I didn't want to write a bunch 

of unconnected songs. I wanted a dense 

piece of work that was coming from a defi-
nite standpoint." Reznor's the kind of guy 

who spends months writing in his journal 
before he commits a note to tape. Lyrical-

ly, Pretty Hate Machine's gloomy mood 

was "an amplification of just one aspect of 

my personality," says Trent. " I'm not that 

despondent in real life." Musically, the 

goal was to approximate the net effect of 

five or six different personalities flailing 

away in the studio. 

"Although I don't listen to Prince any-

more these days, he was an influence in 

the past," says Reznor. " Because whatever 

instrument he was playing, he could come 

up with his own identity on it. It was my 
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The Most Widely Used 
Studio Microphones. 

Take a look around the next 

time you're in the studio. 

Ask the most demanding 

musicians and recording 

engineers what microphone 

they use to produce the 

brightest and clearest sound. 

You'll find that most of them 

prefer AKG 414's for 

recording their music's 

incredible dynamic range, subtle nuance 

and emotion. 

It's no wtnider that the 1990 and 1991 

Billboard surveys found that AKG 

microphones are the "# 1 Most Widely 

Used Studio Microphones." 

For years 

the 414 

series 

and its 

AKG signature 

sound have been 

a part of recording 

the best music in 

the business. That's why the 

414 is a studio classic. 

AKG Acoustics, Inc. 
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goal to try to do that on Pretty Hate Ma-

chine. But it's a time-consuming process." 

After all his solitary studio labors, 

Reznor got to experience the other side of 

the coin when Pretty Hate Machine was 

released in 1990 and he assembled a live 

band to tour behind the record. Each time 

Nine Inch Nails crossed the country, the 

songs seemed to get more aggressive and 

the band's popularity seemed to take 

another leap. The climax came with the 

Nails' inclusion in this summer's big Lolla-

palooza alternative rock tour, exposing 

Reznor and friends to a wider audience 

than ever. 

"The live show reflects where I'm at 

right now—although the material is old. 

The show is hinting at what the material 

on the new Nine Inch Nails album will be 

like." Though he'll be doing the new 

record on his own again, Reznor has plans 

to incorporate the lessons he's learned 

about live performance dynamics. " I've 

got lots of long [sampled] loops of friends 

of mine playing drums. It sounds a lot like 

real drums." 
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This time, of course, a lot more people 

will be paying attention to what Reznor 

comes up with in the studio. But having 

held on to his creative control thus far, 

Reznor's not likely to cave in now. "The 

funniest thing is seeing all these A&R peo-

ple who are now desperate to sign Nine 

Inch Nails and realizing they're the very 

same people who wanted nothing to do 

with us when I played the exact same 

songs for them two years ago." u 

The Nailman's Bag 

HERE'S A ROOM in TRENT REZNOR's 

house that's furnished as follows: a 

Macintosh life running Sound Tools, 

Deck, Turbo Synth, Studio Vision and, 

occasionally, Performer. Two Akoi 51100 

samplers with internal and removable hard 

drives, an Oberheim Xpander, MiniMoog, 

Prophet VS, two Neve channel input strips, a 

Soundcraft Delta 32 console, Gibson Explor-

er ond Jackson guitars plugged into Marshall 

8000 Series and Demeter amps, and assort-

ed outboard gear. 

SHOCK I. EE 

Ironed from pagr 721 this now. There are cer-

tain things we want to cut through the 

track and other things we want in there, 

but not cutting through. For example, that 

string line we just heard, that little loop—if 

you have that too loud, you become too 

aware of it. It's got to be at a level where 

you still hear the line but you don't hear 

that it's repeating. We don't want it flat, 

like those old Motown songs, but if it's too 

high it's going to take away from the kick 

drum and everything else. So it's delicate. 

Sometimes we open up tracks to get more 

hiss. Hiss acts as glue—it fills in cracks and 

crevices so you get this constant 

w00000ffff. So you play around with every-

thing, get to where you can hear it and 

what it's doing, and pretty soon the whole 

track is breathing. 

"That's why I sit on the couch. Because 

music has to hit you. I don't want to hear it 

up close. I'll go listen in the hallway and 

decide whether the mix was pulling me in. 

I want to make records so that when a car 

is driving by and you hear the thing blar-

ing, you could tell it was my record. Most 

of the time you just hear it as blaring. I 

want mine to be so distinct you want to 

stop and ask the guy, 'What was that?" et 
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Nothing putt tha sting in a 
Scorpion like Nady Wireldss. 

• e • 

Matthias Jabs of The Scorpions uses Nady. 
So every performance is a killer. 

You've got to watch out for those 
scorpions. They're fast little devils, 
shooting out at you from every which 
way, and with a lethal sting at the end of 
their lightning quick tails. 

So it's natural that the lead guitarist 
for the group that bears the name of this 
nimble creature would treasure his free-
dom of movement on stage above all 
else—and demand equally top notch 
performance from his cable busting 
wireless. 

To deliver the kind of stinging con-
certs he's famous for, The Scorpions' 
Matthias Jabs chooses Nady Wireless. 

Jabs uses top of the line Nady 1200 
VHF system with its drop out free True 
Diversity front end and patented corn-
panding circuitry that boasts the best 
signal to noise ratio in the business. In 
fact, it's put together so tight, some 
bands run up to twenty 1200 VHF wire-
less systems on single stage in perfect 
harmony. 

The Scorpions have taken theirNady 
wireless systems around the world over 
five times. They know that not only is 
Nady the best performing wireless, Nady 
is also the most road ready, rugged and 
reliable, perfect for the touring band. 

The popular priced Nady 101 VHF single 
channel and the Nady 201 VHF True 

Diversity Wireless Systems 

We know what you're thinking— 
you're not in a big name group yet, so 
your chances of owning a flawless, top of 
the line Nady Wireless are pretty slim. 

Well, we've got news for you. Ev-
ery Nady Wireless offers you the same 
hiss free noise reduction, the same reli-
ability and ruggedness; inshort, the same 
dynamite performance the top of the line 
systems deliver. 

So whether you choose the very 
inexpensive single channe1101 VHF sys-
tem, the equally affordable True Diver-
sity 201 VHF system or our mid priced 
650 VHF wireless system with enhanced 
multi channel capabilities, you're always 
getting top Nady performance and the 
best possffile price. 

It's as simple as that. 
The next time you fire up your gui-

tar, remember The Scorpions...then rush 
down to your Nady dealer and discover 
the exhilarating freedom and perfor-
mance of Nady Wireless—it'll put the 
sting in your act, too! 

NADY SYSTEMS, INC. 6701 Bay Street, Emeryville, CA 94608 415/652-2411 

The Best Performance and Price in Wireless 
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The Producer as Babysitter 
han 1.111as and t he l'es reunion album ny scoTT Is I. E 14 

F
il j  VERYONE LIKES A NASTY LAW-

suit. And few seemed nastier 

than the one Yes brought 

against its offshoot group 

  Anderson, Bruford, Wake-

man, Howe for daring to mention the par-

ent band's name. The May 1989 suit 

wanted to forbid singer Jon Anderson from 

even mentioning that he had ever been in 

the band he co-founded. 

So what happens? Two years later a Yes 

album appears featuring Anderson, drum-

mer Bill Bruford, keyboardist Rick Wake-

man and guitarist Steve Howe. The two 

factions tour as one big happy Yes family. 

It must bring tears to their lawyers' eyes. 

The title of the new Yes album, Union, 

sums up the situation nicely. ( It didn't hurt 

that a judge threw out the lawsuit a month 

after it was filed.) For Jonathan Elias—who 

produced nine of its 14 cuts, and co-wrote 

half—Union is an experience he is unlikely 

to forget. "This was a record that was real-

ly bogged down by a lot of politics," he 

says. "The fascination is that we got this 

record done at all. Especially when we 

knew that we had no songs." 

Elias had worked with Anderson on the 

producer's own Requiem for the Americas, 

a concept album about native Americans. 

When Anderson asked him about produc-

ing the second ABWH album, Elias initially 

"wasn't that interested. I had worked with 

him already and I wanted to move on in a 

writing direction. I consider myself more 

writer than producer" 

He might also have been reluctant 

because—although a Yes fan as a teenag-

er—the grownup Elias "absolutely couldn't 

stand the last ABWH record. [The single] 

'Brother of Mine' was an embarrassment." 

Meetings with band members, though, 

piqued Elias' curiosity. "They had always 

thought it would be a Yes album of some 

sort. The letters 'y-e-s' were mentioned 

several times, even in the initial stages." 

Once aboard, Elias had no illusions 

about the project's complexity. " I knew it 

was going to be a long production before I 

stepped into it. I had my eyes open." As if 

musicians who "all have very strong egos" 

weren't enough, Yes' current eight mem-

bers employ no less than five managers. 

A year ago last spring, Elias joined 

ABWH in southern France, and the pro-

ducer was impressed enough with their 

material to suggest they write more. Most 

of the new writing involved the classically 

trained Elias on keyboard, Howe on guitar 

and Anderson singing: " Rick's patience 

span doesn't extend too much to writing 

anymore." 

Three months later they were in Paris, 

honing lyrics and melodies, recording 

"member by member since everybody 

wasn't available," and still looking for 

songs. "They weren't going to sit in a room 

for six months and write and put a whole 

record together. I'm not really used to 

stepping in a room and there being no 

material. In Paris I informed them that, 

after reviewing it with [Arista Records pres-

ident] Clive Davis, we really needed new 

material. There was no way to have them 

write before I started. They're a sponta-

neous band in some ways." 

Additional recording took place with 

Howe in London, then back to Paris for 

more Anderson and Wakeman tracks. 

Bruford preferred to go over his tracks 

without others present. The accommodat-

ing Elias went wherever individual musi-

cians wanted to record. "They tended not 

to want to hear each other's parts, no 

matter how much I urged them to listen." 

But Ras did have his limits. " I lost it with 

Rick when I didn't let him watch the World 

Cup. We had five nights to do his keyboard 

parts and I didn't have time to let him 

watch soccer two nights in a row. He lost all 

respect for me after that," Elias laughs. 
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HAMMONB /CB-2 
it's like carrying a B-3 under your arm. 
That's what musicians are saying about the XB-2 from Hammond. The 
all-new Hammond digital tone wheel technology captures all the 
excitement and personality of the original B-3 tone generator. 
But there's more. Contemporary features today's musicians 
'need. Features like MIDI, pitch bend, overdrive and 
programmable patches. All this in a 30-pound, 61-note 
keyboard that won't break your back. Or your 
budget. Visit your local Hammond ProLine 
dealer, or give us a call., 

MONO SUZUKI 
1214-MAIN STREET LOMBARD. IL 5014£1.• 1-70El-620-FM33 

HAIVIMOND CANADA 
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O LEGENDS JOIN FORCES 

THE EMG 89. 
Want the best of both worlds? 

The EMG-89 is the only active pickup that is truly two 
pickups in one. Two legendary pickups, the EMG-SA and 

85 combine to give you two worlds of tone, single coil or 
humbucking, the choice is yours. Send for free catalog. 

EMG, INC. P.O. BOX 4394 DEPT. M SANTA ROSA, CA 95402 (707) 525.9941 CANADA: LOUIS MUSICAL MONTREAL 

THE ULTIMATE GUITAR TECH 
After playing on stage at the Grammys and touring the world 

for the fourth time, legendary guitar tech-musician 

CESAR "The AMP Dr". DIAZ reveals his trade secrets in the film 

"The Ultimate Guitar Tech" This new VHS tape will teach you 

• Periodic Guitar tune up. • Emergency on stage repairs. 

• AMP troubleshooting and repairs. • World Wide resource Info. 

"One night when I wouldn't let him watch, 

he quit the band. Then he rejoined the next 

day. When Jon heard this, he just laughed. 

Jon knows Rick can be a royal pain." 

In autumn Elias relocated to Los Angeles 

for vocal tracks from Anderson, plus Chris 

Squire of Yes proper. The Yes/ABWH union 

had taken its baby steps. By the end of the 

year Elias was in New York adding key-

boards and "production tricks." Although 

the producer maintains Wakeman "played 

on most every song" he recorded, "we 

changed a lot of his colors because we had 

stuff in the Mac." Union's credits list 11 

additional synthesizer players ( including 

Elias) on the Elias-produced tracks. Wake-

man has been openly critical, calling some 

of the keyboard parts "quite disgusting." 

"Rick's great at running up and down the 

keyboard," Elias says. " But finding musical 

holes—he gets bored very quickly. Steve 

and Bill both asked me to watch over the 

keyboards carefully because Rick wanted 

layers and layers of keyboards. Jon and I felt 

that with that many layers we were losing 

the songs. They would say, ' Rick, play sim-

pler,' and Rick would get in a bad mood.... 

But Rick always thought the 90/25 record 

[Yes' multi-platinum comeback] was trash. 

He's just outspoken like that." 

January and February of this year were 

spent mixing. " It was a technological 

mess," Elias says. Apart from "dozens and 

dozens of tapes," he had to contend with 

different formats. "We started on a 32 Mit-

subishi and then bounced it up to a 48 

Sony. We ended up with a 48 Sony and 

two 24 Sonys. 

"We were making an album where the 

band wasn't really there. They all wanted 

to be in different studios and different for-

mats. We had to make sure we were able 

to lock. We didn't lose anything—which is 

a feat in itself after the literally hundreds of 

tapes we had been dealing with." 

"We" includes engineer Brian Foraker, 

whom Elias readily credits for his technical 

expertise. The producer remains neutral 

about the uses of high-tech. " If the record 

sounds good, I don't see why it matters. Per-

sonally, I prefer recording with the band 

members there and getting along, and 

managers who have a positive attitude. It's a 

lot more conducive to making good music." 

With this formidable challenge now 

safely stashed away on his résumé, Elias 

has this advice for aspiring producers: 

"Don't start on a Yes record!" 
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Small Monitor. Big Difference. 

In the recording business, little things can 
often make big differences. Studio monitors, 
highly sophisticated critical listening devices, are 
certainly no exception. Our Control Seder 
compact personal monitoring systems each pro-
vide the performance characteristics demanded 
in today's recording environments. 

Take our Control 5- for example. You get 
power handling capacity of 175 watts, outstanding 
dynamic range, smooth frequency response 
and excellent clarity 
and imaging. This high 
power, low distortion 
system is housed in a 
non-resonant poly-
propylene structural 
foam enclosure. 

Today you can find 
Control l's in home 
studios and midi work-
stations; Control 5's 
in major recording 
and teleproduc-
tion facilities; 
Control 10's in 
foreground and 
background systems, 
corporate boardrooms 
and teleconferencing 
facilities. And the 
two-way horn loaded 
Control 12SR, a logical extension of the technology, 
in sound reinforcement applications from supper 

Control Series. Compact high 
performance monitors designed 
to meet a broad range offixed 
and mobile applications. 

clubs and discotheques to small tour sound systems. 
Control Series meets such diverse applications because 
they are, above all else, powerfully honest. 

Versatility, the Other Advantage. 
Designed to accommodate a wide variety of spe-
cialized mounting brackets, Control Series monitors 
can go virtually anywhere. On the console, on 
the wall, on the ceiling, in a rack, on a tripod, 
keyboard or mic stand. Control 10's and 12SR's 
even come with a built-in handle so they travel 

like a seasoned professional. 
Next time you're looking for a super compact high 

performance loudspeaker system, remember Control 
Series then go see your JBL dealer. Look at the specs, 
then listen to the big difference. 

Jl3L Professional 
8500 Balboa Boulevard, Northridge, CA 91329 USA 
H A Harman International Company 
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How We'd Produce the Superstars 
Thu l'amil‘ Stand pro\ I / ‘ T I4 u•\ icoi 

T
HE FAMILY STAND MAY BE A SELF-

contained R&B machine, but 

that doesn't keep their hands 

off other artists. Classically 

trained Sandra St. Victor has 

sung with Chaka Khan and Freddie Jackson, 

Jeff Smith played sax with Carly Simon, 

Stephanie Mills and James Ingram, and burly 

Peter Lord has written for Miki Howard and 

others. As a production team, the Stand's 

worked with Steel Pulse, Aftershock and 

recently helped redefine dancer Paula 

Abdul's pop. Squatting on a hot Soho stoop, 

the three producers traded thoughts on how 

they'd handle the heavyweights. We started 

with the obvious. 

Frank Sinatra 

All: Oh, man! We love Sinatra! 

Sandra: Hip-hop! [laughs] Put some sam-

ples behind him! 

not about the 'best guys,' « 

d [rightl says. "A lot of times 

at's more rep than hep." 

--e-

Jeff: We were thinkin' about using him on 

something when we were doing Paula. 

Sandra: Have Sinatra do like a remake of 

"Who's That Lady?" or something with a 

sample behind him, a little loop. 

Peter: Ahh, no. Actually, maybe do a 

remake of one of his old songs, and put a 

beat underneath it. 

Jeff: Or maybe something like Seals and 

Crofts' "Summer Breeze"... 

Peter: I'd rather do one of his old songs. 

Orchestra, strings and some hip-hop beats. 

Bruce Springsteen 

Jeff: I think it would be best to kinda keep 

him where he's at, that hard, driving rock 

stuff, because his voice complements that 

stuff real good. 

Peter: No, he did a real good job on "War" 

Maybe some old soul classics, or some new 

soul classics. Just add rhythm to his rock. 

Jeff: Yeah, keep him in his element, because 

you try and do anything else with him.... 

Madonna 

Peter: [laughs] We'd throw her on the mix-

ing console...ahhh, she could use a little 

more funk, a little more soul and rhythm in 

the stuff. I mean, she does some real good 

things, but.... And I'd like to hook her up 

with a nicer ballad than she's done, too. 

Sandra: I like Madonna's ideas, though. 

She's the type of artist you could let go, go 

with her creativity. A lot of times you have to 

come in and shape people, push them in a 

certain place. With her you could just come in 

and say, "What do you want to do, Madon-

na?" and she'd have a real good idea. 

James Brown 

Peter: Get back to the roots! Don't screw 

around with him, man. Just make that shit 

funky like it used to be. 

Sandra: Take him back: horn arrangements, 

just like the old stuff. 

Peter: I wouldn't mind doing another 

"Please Please Please" on him—not that 

song, but you know what I'm saying. Give 

him another old soul ballad type of feel. 

Because when he did that recent show, he 

sounded good singing those songs, too. 

Jeff: Keep him with real, live instruments. 

Sandrcr. With a little loop underneath. 

Peter: One of his old loops underneath! 

Streisand 

Peter: Oooh, l love Streisand. 

Sandra. She's not a hip-hop/R&B singer; it 

just depends on where she wants to go, like if 

she wants to do an album of standards, like 

Natalie Cole's new album. We wouldn't try to 

put a hip-hop beat under My Fair Lady or 

nothin'. 

Peter: Actually, she might sound good on 

some kind of folk-rock. 

Sandra: Folk, but I wouldn't try to take her hard. 

N.WA 

Sandra: First of all, I'd tape their mouths 

shut. I have no respect for them mothers, I 

82 • Hu I e)h r 1491 MUSICIAN Phologniph: Chris hello,. 



Beta 58 Wireless 

Adrian 
Carlos 
Paul 
Astro 
Jani 
Buddy 
Dionne 
Loretta 
Paul 

George 
Smokey 
Naomi 
Wynnona 
Merle 
Delbert 
Billy 

Melissa 
Your name heiL 

01111001101011. 18111 "I e le 

t‘tee.:•,, 
4 

" 4. • 4.;.••••• 1;4 

••:•::: 
eee, 

•••,="te 

Beta 58 

Use Shure Beta And PutYourself 
On A First Name Basis WithYourAudience. 

You recognize these names for unsurpassed live performance. They recognize Shure Beta for the same reason. 
Try Shure Beta vocal and instrumental microphones today, and add your name to the list. Or call us for more 

information at 1-800-25-SIURE. The Sound Of The Professionale..Worldwide. 

SHURIE — 
You Probably Know Our First Name Already. 



tell you right now. Outside of their music, 

they do a lot of derogatory things to a 

woman. They beat up women, which there's 

no excuse for. I wouldn't work with them. 

Not even given the opportunity to do 

something creative? 

Peter: Well... 

Sandra: Don't do that, don't even...don't 

play me! 

Peter: Maybe work with them on a social 

level. [laughs] 

U2 

Peter: One thing I noticed is that they'll catch 

one mood and then the whole album will be 

in that mood. It's almost like they find a song 

that defines what that whole mood is about... 

Jeff: Diversify. 

Peter: Yeah, from a rock/pop viewpoint, a lot 

of these artists don't have enough rhythm 

diversification. That may be to a large extent 

an R&B perspective, but even in rock, jazz, 

country there's a certain soul that has to be 

to music we're into, and rhythm is as much 

a part of songs as anything. Most of these 

groups could use that in the foundation. 

Miles Davis 

Jeff: Miles could keep doing what he's 

doing. You get to a point where you don't 

have to prove things anymore, it's just 
about making some good music. 

Sandra: I'd like to see him hook up with 

some serious vocalist: Aretha, Gladys 

Knight, doing a real emotional song. Not 

necessarily a ballad, but sincere. 

Peter: I always hear about if Hendrix and 

he were supposed to get together, maybe 

we could've tried to do it if they did. 

Would you contemporize Hendrix? 

Sandra: No, because everybody's trying to 

go back to what he was doing anyway. It's 

all retro. Though retro is just a word they 

made up. Music went through a real tech-

no period and it's just now coming back, 

where people want live instruments, to 

come up with chords and melodies again. 

Songs are coming back. People say, "Ch, 

we're going back to the old sound"—no, 

you're not, you're just writing real music. 

Peter: Most of the songs we do, there'll be 

something acoustic, like a harmonica ora 

violin. And I don't know what other people 

do with sequencers, but we use it like a 

tape recorder. 

Jeff: One of the reasons I didn't want to be 

an instrumentalist is because a lot of these 

sax players are kind of doing the something. 

Sandra: Anita Baker covers! [laughs] 

Jeff: Well, a lot of them are writing and are 

really good musicians, but the record compa-

ny tells them, "To get heard you gotta cover 

somebody's song." Gerald Albright—great 

sax player. Stuff on his album is incredible, but 

wouldn't see the light of day because he 

didn't cover somebody's song. He has to 

come out with Luther's "So Amazing." You 

got Najee, and Kenny G—it didn't seem like 

he had to do that for whatever reason. It's 

WIT:ere The Fami lv 
Stands on... 

ro ne "She 
needs to really. 
really do some-
thing.-

l'nink iv: -Or-
chest ra, strings 
and some hip-
hop beats.-

Michael: "Stop 
ihiirking about 
selling 45 bil-
lion records..." 

Raft:: -She 
might sotind 
(rood on some 
kind of folk-
rock. 

'Get back 
to the roots! 
Make il funky 
like it used to 
be.' 

really hard for instrumentalists. They make a 

lot of concessions. 

Michael Jackson 

Peter He knows what he wants to do and is 

very talented, but I would come at it from a 

different point of view, not thinking about sell-

ing 45 billion records. Just make a big artistic 

statement: You sold a million records. 

Jeff: Every artist needs to do that at least 

once: make the mint, and then go for it. 

Peter I wantto just focus on the artistry, not 

the entertainer. He's gonna always be the 

entertainer. I'd like to see him—and every-

body—get to a lot more live playing and 

instrumentation. And on the lyrical content, 

more personal things, things about his life. 

A lot of these issues aren't musical as much 

as spiritual. It has to come from the artist, but I 

would say, "Just get sincere about what you're 

doing." There's not a whole lot of sincerity out 

there. You used to find it a lot in R&B, but now 

it's rare. There's such a pressure to just be 

commercial, if you don't sell records the 

record company's not going to have alle-

giance. There's a few artists doing that. I love 

Bonnie Rakes new album: When she sings a 

note, you don't hear any false moves. 

Jeff: Go on the edge, Michael. Maybe not quite 

as far as Terence [Trent D'Arby] did, but.... It 

almost seems as though he's feeling pressured 

to break records. I don't know—do you get that 

way when you sell 40 million records? Feel like 

you want to sell 45 or 50 million? 

Phyllis Hyman 

Sandra: I love Phyllis' tone, but I have a hard 

time with a woman near 40 saying, " Boy, I 

want to be your girl." It just sounds contrived. 

At least Gladys is saying "men," but it's still a 

little hip-hop beat, and she's a big 40-year-old 

woman. They just get caught up trying to stay 

young, stay with the in crowd. Somebody 

needs to tell them—especially when you're 

Gladys Knight—that "You don't need to do 

that, honey!" [laughs] And Natalie is a won-

derful example: I'm sure no one in their 

wildest dreams thought this album would be 

number one. None of her albums have been 

on the pop charts for two weeks. But this is a 

sincere album. 

Stevie Wonder 

Peter: My idol. The difference between his 

music in the '70s and now is that he's gotten 

into technology that doesn't do his music jus-

tice. His music has so much richness, and he 

puts it over quantized Yamaha drum 

machines and it sounds like toys. 

Jeff: His lyrics and melodies are strong, but 

you lose the sincerity of the lyric and the song 

when you start cleaning it up. 

Isley Brothers 

Sandra: Keep him [Ronald] away from 

Angela. 

Peter: Shhh! Don't say that. She's been a 

blessing in a lot of ways. 

Sandra: But his songs don't sound like him, 

they sound like Angela Winbush. His last 
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It's the Celviano AP-7 from Casio. The world's first digital piano 

with a built-in CD player. Nothing performs quite like it. 

Along with its impeccable grand piano touch and sound, the AP-7 

lets you play along with any CD. You can even slow the CD's tempo 

down. So you can practice at a pace that suits you best. 

And that's not all the AP-7 sports that's revolutionizing the digital 

piano field. 

MPWS (Multiple Point Wave Sampling), an exclusive Casio 

technology, produces a wide range of the truest, richest acoustic 

instrument sounds. From a grand piano to a pipe organ. 

Then there are a variety of interactive CDs that provide com-

plete backgrounds and leave room for your own piano solos. 

RAM cards that let you record and save your performances. And 

ROM cards that offer hours of listening and learning pleasure as 

the Celviano performs by itself or along with you. 

r more information, write Celviano; Casio, Inc., Professional 

ducts Division, 570 Mt. Pleasant Avenue, Dover, NJ 07801. 

Or call (201) 361-5400 ext. 403. 

Casio Celviano AP-7. If you're looking for a owojifuano that makes playing as easy as it is 
n, you're on the right track. 

Introducing the playing field 
with its own practice track. 

Where miracles never cease 

Casio Inc. Frofassicnal frock es IDiesian. 570 M-. reasei Ayenui,. Dner. NI 07801., Cabio Canada 1.d.. 2100 Ellesmere Road. Suite 240. Scartxmugh,()inanoM111 3L+.7 



album doesn't sound like the Isley Brothers. 

Peter: I thought you like that album! 

Sandra: But I don't like it as an Isley Broth-

ers album, I like it as Angela. The man can 

still write songs, but because Angela's a 

producer that's sort of happening, he's let-

ting her take over his career. 

Aretha Franklin 

Jeff: I don't know how open she is to really, 

really do something. 

Peter: Yeah, I don't think she is. 

Jeff: She's still on Arista, right? Yeah, Clive 

Davis, so... 

Sandra: Even Whitney over there, she needs 

some help. She needs some songs, bad. 

Jeff: I think that's Clive, though. 

Peter: Yeah, probably. There's something 

missing, the emotional content. 

Jeff: I think that's Clive, I really do. 

Peter: For her, letting go might be gospel, 

but if she is to stay in commercial music she 

needs to go to another emotional level, and 

this may be a personal issue. 

Jeff: I can feel when she sings, but she still has 

a chance to do some different stuff, because 

she's like one of the great voices out there. 

Sandra: Even what she did on the lost 

album, the lsley Brothers cover, sounded 

very sincere; that's an excellent song and 

she sang it well. When you give her a song 

like "My Name Is Not Susan," which is not 

good, it sounds contrived. 

Peter: Get her out of Michael Masser pop-

land. It's the same thing with Michael Jack-

son, trying to have every record sell 50 billion. 

Sandra: People might laugh, but there's not 

a lot of artists out there that have the bails 

that Paula Abdul has, and she sold 1 1 mil-

lion with her first record. She could have 

easily stuck with the same sound, which any 

record company would have been happy to 

do. And she came out with a ballad even. 

Whatever other reasons people dog her for; 

take a step back and look at this woman's 

guts, her coming out and saying, " No, I'm 

more about this." She's come out with 

funkier trucks than any of those last Whitney 

albums. People want to be too safe. 

Sly Stone 

Peter: At this point Sly could just be Sly and if 

he comes up with the songs, â- might work. 

Jeff: I don't know if I'd want to work with Sly, 

though. I think, as Peter would say, I'd pre-

fer the mystery. [laughs] 

Sandra: You all better tum down N.WA before 

you turn down Sly, that's all I gotta say q1/ 

Performance 

One Night "Out 
By M ATT It ESN ICOFF 

ROB SCHEPS WAS DOING ROBERTA FLACK TUNES AT A BLACK-TIE AFFAIR ON TOP OF THE WORLD TRADE 

Center two years ago, a recollection which helped his spectacle with Illy B—torn blouse 

blotched with fake blood and peace slogans, urban-blight raps, squealing tenor—make 

quite a statement about the focus of New York's young jazz players. They'll work formal 

rooms or put up chipboard between rehearsals, so long as 

they get to boogie on their own time. The rub is that just hav-

ing to split the difference is enough to pervert their more tradi-

tional sensibilities, and that defines the scene these days: 

Whoever works, works. If you work, you eat. 

It's not bitterness, though, just a matter of energy-channel-

ing. It's also the dawning of a communal sentiment down-

town, where hands share players, smoking is prohibited near 

the musicians and the emphasis is on the playing, rather than 

playing on jaded pretensions of a scene driven along for the 

past several years by novelty. Lost Tribe started up stiff but ended hot, landing squarely in 

fusion; the sax here is more for texture than melody, usually crowded out of the midrange 

by guitarists Adam Rogers and Dave Gilmo,e, or washed flat by cymbals. Ben Perowsky is 

that rare drummer that makes you blink and flinch at every note, and with such an over-

powering presence at its root, the music filled 

out thick, letting Rogers rip ideas to pieces, 

comping and growling and adding shimmer 

to the top; Gilmore, too often hazed by his 

own synth, is a tine player with an instinct for 

dabbing in gaps. Their "Monk's Mood" 

popped, their free improv on an American 

Indian tribute a rich delight, and it some of 

the tunes fell short on rhythmic invention, 

well, Perowsky took care of that. 

Gilmore stayed on to pad out Screaming 

Headless Torsos, who could have used a 

soundcheck but managed select triumphs 

anyway. Dave Fiuczynski's played with Billy 

Hart, Maggie's Dream and Muhal Richard 

Abrams, so his Torsos deal in everything from 

the operatic to the out. He led the band like 

manipulating a turntable: urging tempo changes, assisting two female singers in a com-

plex vocalese that fell somewhere between " Bncknouse" slamming and Jefferson Air-

plane. Just warming up, the Fiucz exuded an awesome, mature command. He's one of o 

few young locals—the group would include the Tronzos, Krontzes and Tunnells—who are 

plumbing the free-associative possibilities of the electric guitar, and when he's on, his solo-

ing is downright transcendent. 

Where the Torsos seemed concerned with the cosmic, Illy B— hep pig-latin for Lounge 

Lizards percussionist Billy Martin, ably manning traps tonight—muddled ideas without 

making it seem in the interest of cleverness. They ron through jazz into funk and on to 

Sunny Adé, working into huge crescendoes. The set became increasingly elemental, strip-

ping tunes like " River Love" into stark declarations of meter, timbre and anger. Scheps and 

bassist Stomu Takeishi grooved off of guitarist Rolf Sturm, who took no solos but pushed 

around the harmony and made everything gell. In doing so, he works toward the greater 

good and sacrifices his voice. Or creates it. Fhat's the cose here. If it works, you eat. lb 

WHO 

Lost Tribe, 
Screaming 

Headless Torsos, 
Illy B 

WHICRIt 

Knitting Factory, 
NYC 
WHEN 

luir 30,1991 
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"...exotic, a little dangerous and cool." 

—Rolling Stone 

"Powerful." 

—New Music Express 

ilE 

"WORLD OUTSIDE" The acclaimed new album from The Psychedelic Furs, 
featuring Until She Comes, Don't Be A Girl, In My  

Head and There's A World. Produced by Stephen Street and The Psychedelic Furs. On tour this fall. 



Recordmakers '91 

Producers on DAT 
Tiny reels for high rollers e• .t I. \ 1)1 P E it • 

0
 F ALL THE TECHNOLOGIES 
thrown our way in the '80s, 

DAT ( Digital Audio Tape) is 

one that actually almost 

lives up to its hype. Today, 

even big-budget chart-topping albums are 

routinely mixed down onto tiny DAT cas-

settes, using machines much slighter in 

bulk and price than older digital recorders, 

but which provide the same audio quality. 

To find out just how much ground DAT has 

gained, Musician spoke to a handful of top 

record producers. 

Bob Clearmountain (right) 

The first project I ever mixed to DAT was 

Robbie Robertson's first solo album [in 

1987]. A friend of mine had a friend in 

Japan who was bringing back a bunch of 

the original Sony DTC-1000 DAT machines. 

I told him, " I don't care what it costs, just get 

me one." The manual was in Japanese, but 

it was pretty obvious how to get the machine 

into record. So we mixed everything to DAT 

and to half-inch analog tape. And when we 

got to mastering with Bob Ludwig, Bob and I 

both felt the DAT was better. I've been mix-

ing to DAT ever since. 

These days I've mainly been using either 

the Panasonic SV-3500 or SV-3700, or the 

Sony PCM-2500—whichever is available. 

I'm quite happy with DAT. It wouldn't both-

er me to mix down to analog at this point; 

it's just that it's a lot more of a hassle and 

a lot more expensive than DAT. 

Daniel Lanois ( right) 

I've been mixing to DAT for about four 

years now, starting with the Neville Broth-

ers' Yellow Moon and then Bob Dylan's 

Oh Mercy. Mostly I've used Sonys in the 

past, particularly the DTC-1000. We've 

got a Tascam DAT machine at Kingway, 

my studio in New Orleans. I also have a 

Sony portable that's fantastic. 

Although I say I like mixing to DAT, I do 

think the sound improves if you come off 

DAT, bring the signal through the console, 

tweak it a little and then finish up on half-

inch analog. Half-inch has a kind of musi-

cal exaggeration that I like. You get a little 

more bottom and a little more top. 

Another interesting way we've been 

using DAT, mostly on the new U2 album, is 

as a means for storing alternate takes. We 

use the Fostex D-20 DAT machine for this, 

because it has the ability to lay down 

SMPTE time code. Because we're only 

using a 24-track system, we often have 

tracks we want to erase, but we're not sure 

that we want to lose them forever. So we'll 

dump them down to DAT with time code 

and out them aside. I can't tell you how 

often someone will say, "Geez, I think I like 

the guitar solo I did last month was better 

than the new one." So we'll take the DAT 

off the shelf, sync it up via SMPTE and it 

sounds great. 

Neil Dorfsmon 

I only mix to DAT at this point. I started 

around the time I did Bruce Hornsby's 

Scenes from the Southside and Paul 

McCartney's Flowers in the Dirt. I'll use 

whatever DAT machine the studio has. I 

work ci lot at a studio in New York that has 

Sony PCM-2500s, which are decent 

machines, although certainly not ideal. At 

home I have the first Sony portable, the 

TCD-D10, which I picked up when I was 

over in Japan on holiday. 

If you interview some of the audio purist 

guys, they'll shriek in horror at the idea of 

mastering to DAT. It's like a Nintendo 

medium to them. But I can't really hear 

any problems with it. I use it a lot for 

remote recording too. 

Lou Reed 

The older DAT players are like the older 

CD players—thin, brittle, no depth, very 

2D. I went and A/B'd a 

whole bunch to see what I 

thought sounded good. 

The DAT players I like are 

Sony—no ifs, ands or 

buts. I've got a Sony Pro 

and I use that all the time 

in the studio. I've also got 

the little Sony DAT Walk-

man—phenomenal ma-

chine. I truly believe that 

little player outplayed 

most of the pro DAT play-

ers they had in the studio. 

More warmth, more 

depth, more sparkle. 

I never listened to my 

new album [Magic and 

Loss] on a normal cas-
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sette. It was always on a DAT. I was able 

to bring home something that I knew 

sounded like what I heard in the studio. 

Of course, I've got a lot of equipment to 

make sure of that, but that still wouldn't 

do me any good with all the variables 

that take place in regular analog cas-

settes. Every night I would bring home a 

DAT and listen to exactly what we did 

and make a really informed decision that 

we should do this, we shouldn't do that, 

this worked, that didn't, this is too thin, 

this is too bossy, this is too mid-rangy, 

whatever. 

Don Gehmon (right) 

For the past year I've been mixing to 

both DAT and half-inch analog and then 

letting the two formats shoot it out in the 

mastering room. I've tried a couple of the 

universal favorite DAT recorders: the 

Panasonic SV-3500 and the new SV-

3700. Of these two, I prefer the SV-3500. 

I own a Sony DTC-I000 and an Akai 

Excelsior, which is just a reissue of the 

Sony machine—somethlng they do a lot 

over in Japan. Nether one of these 

machines sounds as good as the Panason-

ics to me. But as long as I record on the 

Panasonics and play back on them, it 

sounds okay. 

Generally I find DAT doesn't have as 

much usable level or " beef" as analog. 

I've found you can get as much as 6 dB 

more level out of an EQed analog master 

than you can from a DAT master. I 

recently did a record with Justin Spence 

where we felt that extra analog thickness 

and punch was essential. On the other 

hand I did a project with the Raindogs 

which had a lot of sonic detail that ! 

wanted to hang onto. So we mastered 

the album from DAT. Or that one, the 

analog was just too muddy. So in each 

case it's a different call. 

Jimmy lovine (below) 

DAT has completely replaced the analog 

cassette for me, and I do a lot of mixing to 

DAT too. I'm using the Panasonic 3700 

DAT machine right now. I mix to both ana-

log and DAT on each pro-

ject and see what sounds 

best for that particular 

record. If I'm going for 

some heavily compressed 

sound, mix to analog, 

using it almost as cm 

effect. But even when I mix 

to analog, I'll often trans-

fer it to DAT from there. 

The convenience of DAT is 

incredible. 

Tips and quibbles... 

Because DAT is still in 

that limbo between con-

sumer audio and fully pro 

gear, it does have its little 

flaws. Many of the pro-

ducers we spoke to pointed out that the 

metering on many DATs isn't accurate 

enough for professional use Bob Clear-

mountain cautions: " If you're using one 

of the early Sonys, like the 1000 or 2500, 

don't trust the meters. The Panasonics 

oreo lot more trustworthy." For Clear-

mountain and others, the solution has 

been to buy professional outboard 

meters and hook them up to their DAT 

machines. 

Speaking of add-ons, some producers 

also insist on external D-to-A and A-to-D 

converters, made by companies like 

Pygmy and Wadia, in lieu of the onboard 

converters you find in DAT machines. 

Here the jury is pretty well divided: Dorfs-

man and Gehman corne out in favor of 

converters, while Cfearmountain and 

lovine don't hear a need for them. 

One last problem. Like VCRs, which 

have the same kind of tape transport, 

DATs will eat the occasional tape. For this 

reason all the producers we spoke to high-

ly recommend that you have a second, 

backup machine if you're mixing to DAT at 

home. "You can actually mix onto a Sony 

DATman," says Dcniel Lanois. "And 

they're so cheap you can get two for the 

price of a normal rack-mounted deck. 

That's the beauty of DAT." 
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Searching for the Perfect Waveform 
ENSONIQ'S SD- 1 

if
MY COLLEAGUE MMAATERESNICOFF CAN KVETC1-I ABOUT HAVING TO SUM UP A GUITAR AMP IN A 

ew brief paragraphs, I figure I'm entitled to about six really good tantrums over having to 

o a short take on an intelligently complex device like the Ensoniq SD- 1. This thing's 

designed to do the lot: synthesis‘ sequencing and drum sounds. And it does so better than any 

previous Ensoniq workstation. 

The voice architet..tuFe seems like an old friend bythis point. You program sounds using famil-

iar analog-style parameters (envelope generators, filters, etc.), applying them to PCM sampled 

waveforms. All this stuff makes up one voice. Up to six voices make up one program. (Total 

polyphony is 21 voices.}And up to three programs con be layered, zoned out or otherwise com-

bined in a live-performance keyboard layout called a preset. Alternately, a total of 12 programs 

can be assigned to different tracks of the SD- 1's capable, onboard 24-track sequence. Which is 

to scythe SD- 1 is equalry ready to go out and play a gig or stay home crnd record a tune. 

But if you don't program, don't worry The factory presets are pretty good, particularly the piano 

sounds. The SD- 1 has a whole extra batch of new waveform memory devoted pretty much exclu-

sively to piano. Not only does this mean that the machine has some really grand, ready-to-go 

piano presets, it also means that there are a bunch of excellent piano partials like "cab-

inet knock" and resonant bass-key samples to use in building other cool sounds. 

The portion of new waveform memory not used for piano samples is well 

employed on some quite decent drum waves (laid out in a number of useful key-

board maps) plus assorted odds and ends including some excellent violin and cello 

samples. frail sounds especially sweet coming through the new improved digital 

effects processor Ensoniq's built into the SD- 1. The reverb algorithms are smoother 

than previous Ensoniq DSPs. And there's now a guitar distortion effect which is good for much 

more than ase imitations, since it has its own filter with resonance: the essential ingredient for 

building those thwacking analog-style synth sounds that are coming back with a vengeance. 

And if the whole thing seems more transparent and clear-sounding than before, it's not your 

imagination; it's the improved D-to-A converters on the audio outputs. 

Of course, since the SD- 1 does so much, it's completely unabashed about being a "f-log 

computer with a keyboard on it." Which is to say it's probably not for those who are squeamish 

about mattes like remembering which "operating mode" they're in when they just wanna slap 

some 'verb on a sound. But for those possessed of computer confidence and $2,697 (list), the 

Ensoniq SD- I comes across with the goods. ALAN DI PERNA 

Twice as Free 
Nady's Dual Wireless System 

rvE SEEN NILS LOFGREN PLAY HIS GUITAR 1\ I III E 

flying through the air, and I've watched 

Peter Gabriel being passed hand-over-

hand while he sings to the masses, but I 

never really experienced the joys of wire-

less technology first-hand until I started 

gigging with Kenny from Queens. With a 

set list consisting mostly of Top 40 and clas-

sic rock, Kenny knocks 'em dead in the 

local clubs. But it's when he straps on his 

wireless mike and guitar and walks off-

stage and out into the street while singing 

and playing, that the crowd really goes 

gaga. 

In other words, it's a great gimmick, but 

running two separate transmitters can be 

costly and unwieldy. So for all the Kennys 

(and Gabriels and Lofgrens) of this world, 

the folks at Nady have come up with the 

750 VHF Wireless System. With two sepa-

rate receivers operating on two different 

frequencies, the 750 can run wireless gui-

tar and voice (or any combination of instru-

ments) out of one component, saving valu-

able rack space and cash. The bad news is 

that, as in all wireless setups, there's still a 

very slight loss of signal quality, although 

you'd have to be Superman to notice it in a 

club situation. On the positive side, there is 

virtually no crosstalk between the two 

sides of the 750, and you can employ five 

750s (that's 10 channels!) simultaneously 

in the same location. Just picture it—you 

and your entire band walking offstage and 

out the door to ascend, en masse, into wire-

less heaven. PETER CRONIN 
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A system of digital effects 
processors that adds spec-
tacular sonic enhancement 
to your performance or 
production. 

Lexicon's LXP Series digital 
multi-effects processors combine 
Dynamic MIDI® effects auto-
mation, spectacular effects, 128 
user memories, and of course, 
the legendary Lexicon Sound. 
Add Lexicon's MAC MIDI Remote 
Controller, and you have a multi-
effects system with an unprec-
edented range of control. The 
newest member, the LXP-15, 
enhances the series even further. 

The LXP-15: Simply Brilliant 
You don't need a photographic 
memory or a degree in computer 
science to get the most from the 
LXP-15. It was designed to bring 
its incredible range of effects to 
everyone. The LXP-15's effects 
programs include pitch-
shifting, stereo 
delays, gate, 
plate, and 
Lexicon's 
renowned 
reverb. Best of all, the LXP-15 
makes it fast and easy to let 
them work for you. 

For performance freedom 
without MIDI, the LXP-15 has 

external inputs for use with most 
foot switches or pedals. These 
inputs can be patched to any of 
the LXP-15's effects parameters. 
You can even use them together 
with Dynamic 
MIDI for 
superb 
effects 
control. 
The LXP-1: Small But Mighty 
The half-rack LXP-1 gives you 
access to Lexicon's repertoire of 

renowned digital reverberation 
programs, and delay, gate, and 
chorus programs as well. All via 
simple controls that let you adjust 
two parameters for each effects 
program. The LXP-1 is the 
essential, fundamental compo-

nent of the LXP Series. 
The LXP-5: 
Sensational 
Sound 
The LXP-5 
complements 

the LXP-1 with an additional 64 
preset effects, including pitch-shift 
over three octaves, dramatic stereo 
delay, flanging, chorusing, and a 
wide array of reverb too. You can 

access every effect's parameters 
from the LXP-5's front panel, for 
a breathtaking spectrum of control. 
And combine this versatile processor 
with the LXP-1, and you fill a single 
rack space with incredible power 
and performance. 

WIC: MIDI Mission Control 
The LXP-1 and LXP-5 are formid-
able in their own right. But add 

Lexicon's MAC 
MIDI Remote Con-
troller, and you 
have a command-
ing ensemble of 

networked effects. The MRC also 
simplifies programming and con-
trol of all your MIDI gear, up to 16 
MIDI devices simultaneously. 

The LXP-1, LXP-5, 
LXP-15, and MRC are 
powerful tools for the 
producer, engineer, or 
musician. You can't help 

but make the right choice. 

For more information about the 
LXP Series, call us at (617)736-0300, FAX 
(617) 891-0340, or write Lexicon Inc., 
100 Beaver St., Waltham, MA 02154. 
Dytkimic MIDI is a reestered trademark of Lexicon Inc 

See us at AES Madison Suite 1316-1323 

xicon 
The Art and Science c Sound 
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ddrum Gets a New Brain 

— 
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PadStation and ddrum2 Model 4 
programmable digital percussion system 

T HIS COMBINATION'S A TRIP, AND EASY TO USE. PREVIOUSLY, A 

third piece, a trigger-to-MIDI controller, was required to con-

nect the PadStation to the ddrum2 "brain"; with the new 

Model 4, you can go straight from pads to brain. Though the rig's capac-

ities are almost infinite, it's incredibly easy to get started on (plug it in 

and smack it). And it's addictive. 
The ddrum PadStation (mentioned briefly here a couple months ago) is 

five six-inch pads with real Remo Ambassador heads and rims. (There are 

programmed rim sounds but you can also get some neat leakageeffects by 

hitting the rims.) The company also makes a kick; I didn't use it The feel of 

the pads is fine, much better than most electronic drum practice pads. 

On to the brain, an amazing tool (pricey, too, at $4995 list; the PadSta•- 

tion lists for $ 1150). You've got 50 preset sounds, from cowbells and bon - 

gos through snare, kick and tom to handclaps, but that's just the bee 

ning; you can fabricate your own (eight-piece) kits by screwing with a 

whole fistful of parameters: pitch, pitch-bend, decay, pan, a buncha oth-

ers. A "link" function lets you combine three sounds on one pad. Wanna 

hear what a triangle, bass drum and rirnshot, all electronically pulled 

around like taffy, sound like in one hi!? They sound pretty cool. (One lim-

itation: As far as I can tell, you can only link sounds within a kit, not from 

one kit to another. Nor can you copy a sound from one kit to another, you 

gotta copy entire kits. It's easy enough to recreate the sound from scratch 

in a new kit, but it would be nice to just push a button.) 

You can also buy SoundPacs ($ 145 for I Mb, $215 for 2 Mb), which 

have additional sounds (including cymbals), and FlashPacs, which let 

you save SoundPac sounds custom-linked to internal sounds. In other 

words, if you've got the bucks, the possibilities are staggering. 

A Neanderthal sort, I used the setup in a simple manner. I didn't touch 

its sophisticated MIDI capacities, which let you connect it with keyboards 

and other sound sources, but was quite content, thanks, to hook up the 

PadStation and rock out in a rainbow of colors. The sound issuperb. Can I 

hold six grand, anyone? TONY SCHUMAN 

Thanks to Manny's, Inc for stands, etc 

ments 

Bites/AES D e. e_,‘F; 

A
S WE GO TO PRESS, EVERYONE'S GEARING UP FOR THIS 

year's AES (Audio Engineering Society) conven-

tion in New York. This is the annual meet that 

sets the beat for music-related high tech in the months to 

come. Not surprisingly, DAT should be playing a bit role 

at the show. Fostex will introduce a new portable DAT 

machine, the PD2, with SMPTE capabilities, AES/ 

EBU—format digital ins and outs and the ability to record 

at 48, 44.1 and 44.056 kHz. Meanwhile, Sony will have 

several new DAT machines on display, including their 

new SMPTE-capable pro line 7000 series and a new low-

cost ($ 1590) two-head DAT called the PCM-2300....AES 

is always a great place for musicians to pick up on the lat-

est in speaker cabinet technology. Tannoy has a new 

model that they say is ideal for keyboard players and 

MIDI studios. Called the CPA 5, it measures just 

81/2"x6"x5". Like most Tannoys, it's a dual concentric 

device; i.e., both the woofer and tweeter are mounted on 

the same axis. The high-frequency component uses a 

new design without a voice coil—makin5 it, according to 

Tannoy, impossible to blow up!...For the gigging musi-

cian, JBL has a new line of enclosures, the MR Series. 

Manufactured using a 10-ton press, the cabinets are 

tough, and the components have been specially designed 

for the MR Series, with big three-inch yoke coils and 16-

pound magnets for the 12- and 15-inch components. 

There's a guitar cabinet, a bass cab, a wedge monitor 

and a variety of two- and three-way systems for key-

boards and general PA. applications. Meanwhile, JBUs 

sister company, Soundcraft, will be exhibiting its newest 

sound reinforcement boards, the Europa series. They 

come in configurations of up to 40 inputs, with four-band 

parametric EQs, integrated noise gates, eight VCA sub-

groups, eight mute groups and 12 aux sends... . Cruising 

for mikes? Check out Audio-Technica's new Hi Energy 

Series. Neodymium magnets and a unique double-dome 

floating diaphragm make these little darlings crank clear 

clean gain like crazy. The newest entry in the seven-mike 

line is the affordable PRO 10H E. A unidirectional dynam-

ic affair, it weighs just one ounce. AKG has its own new 

headset mike, the K270HC, which combines o condenser 

microphone element with a pair of sealed headphones. 

There's also a dynamic-mike version of the same head-

set, called the K270HQ. Alternately, the condenser mike 

can be had without the headphones, os the C410. It's 

mounted in a behind-the-head headband thingie that's 

every pop star's dream: It won't muss your hair or dis-

place your shades. 
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Diamonds and Pearls 
Marner Bros.) 

R FC DDD I N G 

Prince Wants to Take L Higher 
E VEN AT THE 1985 SENATE HEARING ON "CONTENTS OF MUSIC 

and Lyrics of Records," Prince seemed to be lagging in the race for Supreme 
\aiigliiiness. Amidst a vast collection of heavy metal odes to rape and pillage. the worst 

the PM RC could pin on Prince was having fondly humorous nasmories of it It .est with his 
sister ("Sister") and it tsufficient shame of masturbation ("Darling Nikki"). 

In 1991 Prince seems...not quaint...not fashionable...neither politically correo nor 
incorrect. .he seems in his own world, just like in 1985. Only now rap. not heavy metal, 
defines the extreme. At Id the extreme is merely an extension of tile lugic that underlies 
American consumer cult tars. There is only so much sex to go around, and if that guy is 
getting his, l'in 1101 getting mine. Advertising promises more for vottif you buy this tooth-
paste/beer/pair of socks/pomade/car. Rap has frequently and notoriously proposed that 

vou just grab the ho and take that which is wanted without preliminary niceties like mouthwash or consent. 
lii t Prince cosmos, the sensual has always been consensual mmdremait ts so on Diamorkb and Pealis.The sensual 
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is also the sensible, because if you do this while I 

do that, it will feel good. Furthermore, there is 

enough sensual for everyone. It can be as simple 

as rollerskating around the lake in "Strollin'," or it 

can be as complicated as "23 different positions in 

a one-night stand" in "Gett Off." The major play-

ers in this drama are "u" and me, with a support-

ing role for "Daddy Pop," otherwise known as 

God. Where the average American sees a venge-

ful voyeur in heaven, Prince sees a benevolent 

father with high standards, a concern for truth 

and a sense of humor about his children getting 

together in sundry assemblages of passionately 

palpitating protoplasm. If God cannot endorse the 

warm and the wet, what does Creation Spirituali-

ty have to offer anyway? 

As for music, I have always appreciated Prince 

the most when Sly and the Family Stone was most 

clearly poking its head out of his pack of influ-

ences. And it does on several wildly exuberant 

cuts here. His latest band, the New Power Gener-

ation, has obviously pushed all his creative ener-

gy buttons. Beyond the philosophy and theology 

and sexology, this is simply a knockout party 

album, full of rollicking, walloping basslines and 

arrangements that should hook you the first time 

around. Love God and dance what you will. Then 

pray that Prince tours. — Charles M. Young 

Widespread Panic 

Widespread Panic 

it idesprewi Panic 
(Capricorn) 

IT'S SWELL THAT R.E.M. AND THE B-52'S REPRESENT 

the enlightened New South. But don't you 

miss the backwards Old South, where hairy 

wild men who could barely walk upright created 

a frightful racket? Pine no more, brothers and sis-

ters, because Widespread Panic have prepared a 

primal bonanza. While the Georgia quintet's root-

sy stew indicates nothing special on paper, their 

raging spirit makes this essential fare for lovers of 

grease rock. 

Enlightenment through excess is the motto. 

Growling and moaning, soulful John Bell con-

stantly verges on a total raving fit. In "Rock," he 

plays a stone at the bottom of a river, muttering, 

"Everybody's movin' but me," and suggests a hill-

billy Robert Plant in a raucous version of Van 

Morrison's "Bring Your Mind," all seething 

dementia as the band assaults your central ner-

vous system. Typically, Bell wraps the 10-minute 

"Barstools and Dreamers" with a rant on the 

innocence of babies that's both ridiculous and 

inspired. He just can't stop chasing cosmic truths, 

from "Pigeons," an edgy boogie with Zen tenden-

cies, to the bluesy "Proving Ground," which finds 

Bell threatening to "find out just how tall I am/By 

jumping in the middle of a river." Ah, the human 

comedy. 

We're talking big all around. Fiery guitarist 

Michael Houser reveals a wealth of fresh ideas on 

numerous long (and I mean long) instrumental 

breaks, anchored by a loose-yet-driving two-man 

percussion section reminiscent of Little Feat's 

glory days. With nine of 13 tracks topping five 

minutes, each song becomes an excuse for a 

cathartic blowout, mimicking the ecstatic energy 

of down-home gospel music. 

Yes, they go overboard. If you can't overcome 

an aversion to songs stretched beyond all reason, 

Widespread Panic won't make much sense. You'll 

do yourself a favor by accommodating them, 

though, since the band cooks and the songs are 

mostly killers. The first act on the revived Capri-

corn Records, the Panics recall the best and 

brightest of the label's first golden era, namely, 

the Allman Brothers. Like Duane's posse, these 

ol' boys turn traditional grooves inside out, to glo-

rious effect. They're fine, fine, fine. 

—Jon Young 

Mary's Danish 
Circa 

(Morgan Creek, 

• 

Merchants of Venus 
Merchants of Venus 

(Elclitra) 

W HILE POP MLSIC CONSTANTLY STRIVES FOR 

renewal, the recent rash of "eclectic"-

minded bands arouses many a fan's 

bullshit detector. Variety is no substitute for a sense 

of purpose, after all, and besides, isn't eclectic just 

another word for lack of cohesion? 

Maybe. And maybe Mary's Danish used better 

glue than most. Their 171/2-track Circa, the Los 

Angeles sextet's second LP, merges, juxtaposes and 

slaps together a dangerous amount of diversity, 

often within a single song. "Julie's Blanket (pigs-

headsnakeface)" opens with a heavy metal guitar, 

slinks into funk and slinks out with a Blondie-type 

vocal ensemble (the band's two female singers mix 

uncannily well), replete with disjointed "poetry" for 

lyrics that sound far better than they read (the notes 

thank Anne Sexton, but Richard Braufigan is more 

the speed). Fortunately, this arch-artsy atmosphere 

is frequently punctured by both humor and instru-

mentals (the best of which, "limey in the Bathroom 

Killing Thrills," gives Living Colour a run for their 

money). Other earfuls include the lyrically impene-

trable yet poppy "Yellow Creep Around," the coun-

trified "Hellflower," a baroque cover of "Foxey 

Lady" and an overtly romantic "7 Deadly Sins." In 

the end, the band's schizophrenia becomes its own 

statement. 

Merchants of Venus offer a more digestible 

brew. A trio of former sidemen (singer/bassist Brett 

Cartwright and drummer Denny McDermott 

worked together with David Johansen), they 

expertly set subtle moods via adult-contemporary 

pop, jazz lite, Caribbean rhythms and uptempo 

rock. It's a buttery amalgam suitable for late-night 

gymnastics or lazy-day romanticism. The sound is 

unexpectedly lush for a trio, full of airy keyboards 

and layered harmonies, accentuated by melodic 

hooks that brim with familiarity and lyrics from the 

Norman Vincent Peale School of Positive Thinking. 

"Out of Gotham City, down the Mississippi, cross 

the Great Divide/I'm a restless American spirit on 

an endless flight," sings Brett Cartwright, sounding 

like Jack Kerouac as told to Up with People. "Run 

with the Ancients" is environmentally and spiritual-

ly conscious, pretty—and wlinvolving. And that's 

the problem. No matter how swell their intentions 

or sleek the dressings, this music is essentially an 

empty shell. Merchants of Venus are all dolled up 

with nowhere to go. —Rob O'Connor 

Albert Collins 

The Complete Imperial Recordings 
(EMI) 

IFIRST SAW ALBERT COLLINS PERFORM AT THE 

Whisky A Go Go in Hollywood back in the 

early '80s, before wireless equipment attained 

widespread currency. I was standing at the front 

of the stage when Albert moved towards the stairs 

and somebody handed me a 100-foot cable reel 

and said, "Walk, dummy." Unspooling his guitar 

cord, I dutifully followed Collins through the 

crowd and out the door, where he continued to 

solo fiercely for gaping passers-by on the pave-
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The true story behind Burge's best-selling Perfect Pitch method. 

How I discovered the secret to Perfect Pitch 
t started in 

1 ninth grade as a 
sort of teenage 
rivalry. 

I was practicing 
the piano about 
five hours daily. 
Linda practiced 
far less. But 
somehow Linda 
always seemed to 
have an edge 
which made her 
the star performer 
of our school. It 
was frustrating. 
What does she have that I don't? Uri wonder. 
Then one day I ran into Linda's close friend, 

Sheryl. She bragged on about Linda, adding fuel 
to my fire. "You could never be like Linda," she 
taunted. "Linda's gat Perfect Pitch." 

"What's Perfect Pitch?" I asked. 
Sheryl told me all about Linda's uncanny 

abilities: how she could name tones and chords— 
just by ear; how she-could sing pitches—from 
sheer memory; and how she could play songs after 
merely hearing them on the radio! 
My heart sank. Her fantastic ear is the key to 

her success I thought. How could I ever hope to 
compete with her? 
Then I doubted it all. How could she possibly 

know F# or Bb just by listening? An ear like that 
could unleash powerful new talents. 

It bothered me. Did she rett//y have Perfect 
Pitch? I finally asked her if the rumors were true. 

"Yes,"' she nodded aloofly. 
Perfect Pitch was too good to believe. I rudely 

pressed, "Can I test you sometime?" 
"OK," she replied cheerfully. 

Now I was going to make her 
eat her words... 

by 

David L. 

Burge 

«eel 

My plan was ingeniously simple: I awaited a 
time when Linda least suspected. Then I boldly 
challenged her to name tones for me—by ear. 

I made her stand so she could not see the piano 
keyboard. I made sure other classmates could not 
help her. I made sure everything was set just right 
so I could expose her claims as a ridiculous joke. 

Nervously, I plotted my testing strategy. Linda 
appeared serene. With silent apprehension I 
played a tone: F#. ( She'll never guess F#!) 
• I had barely touched the tone. "F#," she said. 

I was astonished. 
I quickly played another tone. She didn't even 

stop to think. Instantly she announced the correct 
pitch. I played more and more tones here and 
there on the keyboard, and each time she knew 
the pitch—without effort. She was SO amazing— 
she could identify tones as easily as colors! 

"Sing an Eb," I demanded, determined to mess 
her up. Quickly she sang the proper pitch. I made 
her sing more tones (trying hard to make them 
increasingly difficult), but still she sang every one 
perfectly on pitch. 

I was totally boggled. "How in the world do you 
do it?" I blurted. 

"I don't know," she sighed. And to my dismay 
that was as much as I could get out of her! 
The reality of Perfect Pitch hit me hard. My 

head was dizzy with disbelief, yet I now knew that 
Perfect Pitch was real. 

I couldn't figure it out... 
"How does she do it?" I kept asking myself. On 

the other hand, why can't everyone identify tones 
by ear? 

It dawned on me that most musicians can't tell 
the sound of C from C#, or the key of A major 
from G major—like artists who paint picture after 

picture without knowing green from turquoise. It 
seemed odd and contradictory. 

I found myself even more mystified than before. 
Humiliated and puzzled, I went home to work 
on this problem. At age 14, this was a hard nut 
to crack. 
You can be sure I tried it myself. I would sweet-

talk my brothers and sisters into playing tones for 
me, then I'd try to determine each pitch by ear. 
Almost every attempt failed miserably. 
I tried day after day to learn the tones. I tried 

playing them over and over in order to memorize 
them. I tried to visualize the location of each 
pitch. But nothing worked. I simply could not 
recognize the tones by ear. It was hopeless. 

After many weeks in vain, I finally gave up. 
Linda's gift was extraordinary. But for me, it was 
out of reach. 

Then came the realization... 
It was like a miracle. Once I had stopped 

straining my ear, I started to listen NATURALLY. 
Then the incredible secret to Perfect Pitch jumped 
right into my lap. 

I began to notice faint "colors" within the 
tones. Not visual colors—but colors of pitch. 
They had always been there. But this was the first 

time I had ever really "let go" enough to hear 
these subtle differences in the sounds. 
Now I could name tones by ear! It was simple. I 

could hear how F# sounds one way—while Bb has 
a distinctly different quality. It was as easy as 
seeing red or blue! 
The realization struck me: THIS IS PERFECT 

PITCH! This is how Bach, Beethoven and Mozart 
could mentally envision music—and identify 
tones, chords, and keys at will—by listening for 
these pitch colors. 
I became convinced that any musician could 

gain Perfect Pitch just by learning how to unlock 
this simple secret of "color hearing." 
When I told my friend Ann that she could have 

Perfect Pitch, she laughed. "You have to be born 
with Perfect Pitch," she asserted. 
"You don't understand what Perfect Pitch is," I 

explained. "It's easy!" 
I showed her how to listen. Timidly. she 

confessed that she could hear the colors, too. 
Soon she also had Perfect Pitch. We became 
instant celebrities; everyone was amazed. 
As I continued my piano studies, my Perfect 

Pitch allowed me to progress faster than I ever 
thought possible. (I would later skip over required 
college courses.) Perfect Pitch made everything 
easier—performing, composing, arranging, trans-
posing, improvising—and it skyrocketed my enjoy-
ment as well. Music is definitely a hearing art. 

Oh yes, and as for Linda—well, time found us 
at the end of our senior year of high school, with 
my final chance to outdo her. 
Our local university sponsored a music festival 

each spring. That year, I scored an A+ in the 
most advanced performance category. Linda 
scored only an A. 
Sweet victory was mine at last! 

How you can have Perfect Pitch, too: 
By now, independent research and thousands of 

musicians have already proven that my Color 
Hearing method really works. Now I'd like to 
show YOU how to develop your own ear! 
To start, you need only a few basic instruc-

• lions. I've put everything I know into my 
Perfect Pitch® SuperCourse, available on audio 
cassettes with a handbook. It's fun—and you don't 
even have to read music! It's also guaranteed to 
work for you, regardless of your style, 
instrument, or current ability level. 
Order your Perfect Pitch® SuperCourse 

and listen to the first two tapes. I'll personally 
guarantee you'll hear the Perfect Pitch colors 
I'll start you on—or you can return the Course for 
a MI refluid. You've got my word on it. 
You can even read the short handbook and 

monitor your progress for 40 full days. You must 
notice a dramatic improvement in your sense of 
pitch, or return the Course and I'll make sure you 
get your refund—no questions asked! 

You'll also receive my 90-minute companion 
tape on Relative Pitch—yours to keep FREE— 
even if you return your Perfect Pitch course 
for a refund! And if you decide to keep your 
Perfect Pitch® SuperCourse and continue your 
training, you'll have three follow-up tapes to 
enjoy, all included in your package. 
Think of the possibilities that Perfect Pitch 

can open for you musically. Imagine how it 
can improve your playing, your singing— 
your creativity and confidence. And picture the 
-look on your friends' faces when YOU can naine 
tones and chords with laser-like precision! 

Don't laugh! Just wait until you hear the simple 
secret for yourself! 
Research reference: An experimental investigation of the effectiveness of muninv 

absolute pitch ut adult mmicians. M. A. Rush. The Ohut State Unwenus 

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

(515) 472-3100 
Or FAX your order 24 hours/day: (515) 472-2700 

n YES! Show me how I can hear in Perfect 
Pitch! Send me David L. Burge's complete 
PERFECT PITCH® SUPERCOURSE. I'll try the 
handbook and first two tapes with your full 
40-Day Money Back Guarantee. Enclosed is my 
check or money order for only $99 plus $6 
shipping. (You'll receive 5 audio cassettes plus 
easy handbook, plus FREE 90-minute bonus tape 
on Relative Pitch!) 
D I need more info. Please send me a free Perfect Pitch 
Report with no obligation. 

NAME 

ADDRESS 

CITY STATE ZIP 

*Please allow 4-6 weeks for delivery. For 1 week delivery 
from our studio, add $2 (total $8 shipping) and write 
"RUSH" on your envelope. Canadians may remit bank or 
postal money order in U.S. dollars. Foreign orders except 
Canada send $18 shipping. School and church P.O. welcome. 

Cl I'd prefer to charge my Visa/MasterCard 

CARD # 

EXP. DATE SIGNATURE 

Mail to: American Educational Music, Inc. 

. f I 
Music Resources Building, Dept. R41 
1106 E. Burlington, Fairfield, IA 52556 



ment, as the band humped and the crowd 

screamed inside. 

That's the Albert Collins guitar fans know and 

worship—the showman without peer, the picker 

par excellence. The Texas musician gained his 

first renown in the early '60s, when he cut some 

razor-edged singles for several small regional 

labels; such frigidly entitled instrumentals as 

"Frosty," "Sno-Cone" and "Kool Aide" established 

his clenched, brittle Telecaster sound. 

On the recommendation of Canned Heat's Bob 

Hite, he was signed to Imperial Records in 1968. 

He recorded three albums—Love Can Be Found 

Anywhere (Even in a Guitar), rush Talkin' and 

The Compleat Albert Collins—for the imprint 

between '68 and '70. The 36 tracks on those 

records are compiled on The Complete Imperial 

Recordings, a veritable orgy for blues axe freaks. 

On these sides (produced, like his early hits, by 

Texan Bill Hall), the Ice Man sticks mostly to 

instrumental numbers that have more in com-

mon with the Crescent City shakeouts of the 

Meters and the tense, jazzy R&B grunge of the 

Stax house bands than with Freddie King's finger-

board flights. Accompanied by a kicking rhythm 

section, a Hammond organ and some occasional, 

spare horns, Collins works deep in the funk, play-

ing tight-fisted figures, plucked with his bare dig-

its, that seem to emanate from somewhere in the 

mid-groin region. 

He also jives (on "Trash Talldn'"), sings stan-

dards (on a medley of "Baby What You Want Me 

to Do" and "Rock Me Baby") and even croons in 

pide French (on the Cajun waltz "Black Bottom 

Bayou"). But the emphasis here is on Collins' fab-

ulous fretting, and justly so. That's where his leg-

end lies, and much of that legend is deliciously 

present on The Complete Imperial Recordings. 

The stuffs so cool it'll make your molars ache. 

—Chris Morris 

Charlie Feathers 
Feathers 

(1.10kIraiNolleSileh) 

Various Artists 
Rock This Town: Rod, (Willy I !its I bk. 1 and 2 

(lituno) 

F
OR TOO LONG CHARLIE FEATHERS HASBEEN A 

footnote to a glossary in an appendix to the 

history of American pop music. Feathers 

sings, plays and writes rockabilly. And in 1991— 

hell, in the last 30 years at least—there's been no 

one to match him in authenticity, talent and (not 

least) stubbornness in upholding his chosen musi-

cal standard. Now Feathers, 59, has a chance to 

expand his audience. He almost didn't live to see 

this album released. Since recording last August, 

he had a cancerous lung removed. He also fights a 

continuing battle with diabetic neuropathy. But 

Charlie Feathers hardly sounds like the work of a 

sick man. It does sound, typically, like nobody else. 

Feathers' well-stocked vocal arsenal includes a 

variety of timbres, intonations and inflections— 

not to mention hiccups, squeals and yelps. If his 

voice could be synthesized, it would require con-

stant changing of parameters. Of course it can't, 

and Feathers—who probably wouldn't know a 

synthesizer if he kicked one down the stairs—has 

no truck with high-tech. Simply produced by 

acolyte Ben Vaughn, Charlie Feathers presents the 

man in all his individualistic glory. That means a 

sense of meter you wouldn't want to use in a pace-

maker. Nor does it preclude Feathers clearing his 

throat in the middle of a phrase. Feathers' genius 

is his confidence; this style isn't nostalgia for him, 

it's the only way he knows. Always heavy on the 

"billy" side of rockabilly, he's an American original 

who refuses to compromise. You won't find a voice 

like this in a shopping mall. 

Feathers is inexplicably absent from Rhino's 

two Rockabilly Hits compilations. (The "hits" in 

the title isn't taken literally.) Otherwise, this is a 

valid run-through of mostly singles. The selection 

leaps over the '60s chasm between original practi-

tioners and second-generation revivalists (Dave 

Edmunds and Commander Cody: rockabilly?) to 

the commercial efflorescence of the Stray Cats. 

Intentionally or not, the cassette penalty deletions 

(not "CD bonus tracks") eliminate three of the 

only four recordings featuring women. And the 

same essay on rockabilly quoted approvingly in 

volume one's booklet notes is slated in volume 

two. Play, don't worry. —Scott Isler 

Van Morrison 

VAN MORRISON 

Hymn, To The Silenra 

Hymns to the Silence 
(Polydor) 

I
N CASE YOU HADN'T NOTICED—AND HIS ANNUAL 

releases rarely get beyond a dedicated circle 

of fans—Van Morrison has turned into some-

thing of a crank during the past 15 years. Of 

course he's a special kind of crank, a sometimes 

dreamy, sometimes urgent one who can convey 

enough sadness or summon enough intensity to 

draw you into his cranky world. At its best, his 

longings for carefree days gone by, days filled 

with the first sweet discoveries of soulful music 

and bittersweet love, have a universal appeal. At 

its worst it adds up to a bathetic mess. 

Hymns to the Silence is two distinct releases 

joined at the spine. One is pretty dreadful. On 

it, the chance that Van's aching memory trips 

will draw anyone but the already primed lis-

tener (i.e. dedicated Van fan) is sabotaged by 

the dumbest kind of sweetening—cornball 

backup vocals, dulling string arrangements— 

as well as a general lassitude in the accompa-

niment. 

There are exceptions—the set's kicked off by 

two bouncy organ-flavored ditties, "By His 

Grace" and "All Saints Day." But the next cut, 

"Hymns to the Silence," clocking in at just under 

10 minutes, slowly sinks like a stone in the mire 

of Van's private reminiscences, and the proceed-

ings never quite recover. 

Unmoved by the music, we're left to ask the 

troublesome question, just what is he going on 

about anyway? It's nice that Van had an appar-

ently semi-bucolic youth, reverberated with the 

warm summer breezes and managed to discov-

er Kerouac, Mezz Mezzrow, Debussy and a 

character he keeps referring to as "Gud," while 

he was still young and unscarred. But if he 

wants us to care that the world doesn't excite 

him anymore and that these sense-memories 

keep flooding his empty days, then he's going to 

have to come up with music that we can care 

about more than this sludgy reflection of his 

malaise. 

Which is what he manages to do on the sec-

ond half of this collection, which is as different 

from the first as two albums released simulta-

neously by Van Morrison in 1991 can be. He 

still suffers here from the weight of the world-

gone-gray, but now it sounds like somebody's 

put a burr under his saddle. The strings have 

been sent packing, the backup pros dosed with 

strong black coffee, and Van's ready to kick a 

little ass. He remains a crank, of course— 

check out "Why Must I Always Explain" or the 

obligatory 10-minute slow-death piece "Take 

Me Back"—but now he comes across, obsess-

ing a phrase with abandon, whispering mad 

confidences, throwing himself into a barrel-

house blues ("Ordinary Life"), a jump tune 

("So Complicated") and a credible cover (" I 

Can't Stop Lovin' You"). Van is on for this half 

of the trip. So much so that when he offers the 

dangerously self-parodic sentiment "I'm Not 

Feeling It Anymore," you may have the para-

doxical response of: Damn straight! Me nei-

ther! Yeah! 

—Richard C. Walls 
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without emotional content. From the anger of "Rise" to 

the anguish ireThis House," that's what keeps this col-

lection from turning into just another singer's showcase. Alk 

•fl 

ROCK 

BY J D CONSIDINE 

THE ERIC GALES BAND 

The Eric Gales Band lElektral 

Think of this as the first-ever Hendrix tag team. One half 

is Eric Gales himself, a 16-year-old, left-handed guitar 

phenom whose fret-chewing leads scream the blues; the 

other is Eugene Gales,Eric's bass-playing big brother, 

whose offhand vocals round out the Jinn act. As listener-

friendly as this sound is, Eugene's songs—catchy, riff-

based rockers like "Resurrection" or "Nothing to 

Lose"—are what ultimately make this band worth call-

ing "Hendrixian." 

JAMES BROWN 

Love Over-Due [Scold Bros.j 

Alter all that time in the stir, it's no wonder Brown opens 

this record with a song called "(So Tired of Standing Still 

We Got to) Move On." Working as his own producer and 

with his own band, Brown really does move on, trading 

the synthesized nostalgia of "Living in America" for the 

home-grown funk that made him famous. Which, as 

"Standing on Higher Ground" proves, is more than 

enough. 

ORIGINAL SOUNDTRACK 

Robin Hood, Pritur Morgan Creek' 

Robin's new motto: Steal from the rich, give to the poor, 

find Bryan Adams a job. 

ALISON MOYET 

HoodoolColumbia] 

Moyet certainly undenstands style— her gospel shout 

would be the envy of any Pentecostal choir, while her 

ballad voice is as naked and soulful as a Nina Simone 

lament. She also understands that style is meaningless 

KIX 

Hotwire [East/West] 

As AC/DC taught years ago, hard rock isn't a matter of 

guitar flash or vocal acrobatics—it's about songs, the art 

of writing riff-rockers so hard they hit like a mallet, yet so 

tuneful you can't wait to get hit again. Tunes, in short, 

like these, where even the weakest efforts boast head-

banging beats,catchy choruses and the sort of hooks that 

make air guitar mandatory. 

BUDDY GUY 

Damn Right, I've Got the Blues ISilvertonel 

This Guy is pissed, snarling his way through the title tune 

and virtually spitting the lyrics to "Five Long Years." And 

the angrier he gets, the hotter his solos become, building 

intensity until you can almost see the sparks flashing 

from his amplifier. That—not the slick production or 

Clapton lr Beck cameos—is what makes this the most 

exciting album Buddy Guy has ever recorded. 

FRANKIE KNUCKLES 

Behind the Mix 'Virgin' 

Frankie Knuckles may have invented house music, but 

he refuses to be defined by it. Despite the album-opening 

pleas of "Jack the beat, Godfather," Knuckles rounds out 

the house grooves here with experiments in soul bal-

ladry, Latin hip-hop, even gospel. Sure, you can dance to 

it, but because Knuckles keeps broadening his musical 

horizons, it's just as much fun to sit and listen. 

DEACON BLUE 

Fellow Hoodlums 'Columbia' 

Like Prefab Sprout, this Scottish sextet understands how 

to color its sound with folkie primary tones and soft, 

jazzy pastels; like the Blue Nile, it also knows how a soar-

ing melody and an arching voice can capture feelings 

words often miss. But the Deacons add an unshakeable 

sense of fun, and it's that underlying playfulness that 

makes the music on Fellow Hoodlums so irresistible. 

BOOZOO CHAVIS 

Boazoo Chavo [Elektra/Nonesuchl 

Usually, zydeco either makes like B&B, grinding the 

blies and funking with the rhythm, or it takes the Cajun 

approach and builds the beat from two-steps and 

waltzes. Chavis, though, plays those old-style beats like 

they were rock 'n' roll, adding to the music's intensity 

without diluting it. That's what keeps these songs as raw 

as a field chant, as compelling asa trance. 

DOWNTOWN SCIENCE 

Downtown Science pef lam/Columbia] 

Even on his own, rapper Bosco Money would be reason 

enough to recommend this disc—his ideas are sharp, his 

rhymes are original, and his raps display a degree of 

imagination that's too often absent from hip-hop hits. 

Add mixmaster Sam Sever and this becomes a must-

Own, one of the rare rap records that not only avoids 

cliché but manages to evoke the fluid groove of R&B. 

SPIRIT OF THE WEST 

Go Figure [MA Canada' 

Folk rock usually seems like a compromise, the work of 

musicians who can't rock comincingly and lack the 

heart for true folk. But Spirit of the West uses each to 

intensify the other, filling the rockers with the light-foot-

ell grace of a Celtic reel while reinforcing the folk tunes 

with a steady backbeat and electric guitar urgency. Well 

worth finding. 

VARIOUS ARTISTS 

Circle Dance 'Green Linnet] 

This charity compilation put together by the British 

fanzine Hokey Pokey is a treasure trove for the Richard 

Thompson/Fairport Convention cabal. Nearly all previ-

ously unreleased, the highlights include Thompson's 

acoustic workout with Danny Thompson, "The May Day 

Psalter" (for those of you missing Thompson's trad side 

in his recent major-label workj, a couple of gorgeous 

demos by Linda Thompson and the late Sandy Denny, 
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and live stuff by Fairport and Ian Matthews. Plus you get 

the cream of young upstarts like Gregson and Collister, 

Julian Dawson, etc. A number of these folk-rock comps 

have been turning up lately; this one is the best. 

—Thom; Anderson 

THE A- BONES 

The Life -Riley 'Norton' 

What's the best thing one can say about a band that plays 

12-bar stomps in a variety of retro-rock genres?That their 

(few) original tunes are as inspiredly moronic as their 

obscure non-originals? That they stop and start at the 

same time, and have a tenor sax in the line-up? That their 

dispirate (surf, rockabilly, even doo-wop) styles' lowest 

common denominator is the lowest common denomina-

tor? That they record in mono? Take your pick. (Box 646, 

Cooper Station, New York, NY 10003)—Scolt/sler 

PETER ROWAN 

All on a Rising Day ISugar 16111 

Alter playing bluegrass with Bill Monroe and Jerry Garcia, 

trying his luck with a few esoteric rock bands and hover-

ing for years just left of "success," Peter Rowan somehow 

landed squarely on his feet, back in the country. On this, 

his seventh release for the excellent Sugar Hill label, 

Rowan and a crew of stellar sidemen mold all of the above 

(and a little reggae too) into some of the loveliest and most 

unassuming country music you'll never hear on the radio. 

Rowan is a real storyteller, and from the early-morning 

meditation of the title song to "Undying Love," a duet with 

Alison Krauss, it's his edgy, high-lonesome voice that'll 

make a believer out of you. ( Box 4040, Duke Station, 

Durham, NC 27706)—Peter Cmnin 

JOE TURNER 

Stormy Monday [Pablo] 

Joe Turner, who died in 1985 at the age of 74, was the 

hefty-voiced blues shouter whose career began in the 

'20s in Kansas City, where he was a singing bartender in 

a place called the Sunset Club. He recorded his first hit, 

"Roll 'em Pete," in 1938, and in 1954 helped introduce 

the rock 'n' roll era with "Shake, Rattle and Roll." The 

numbers on Stormy Monday are unreleased sides from 

t lie jam sessions 'Rimer made for Pablo between 1974 

and 1978. You can hardly get looser: In the middle of 

"Long Way from Home," 'filmier improvises a couple of 

choruses in tribute to Fats Waller, and he ends "Stormy 

Monday" by saying that the guys in the band —trumpet 

stars Dizzy Gillespie, Clark Terry, Harry Edison and Roy 

Eldridge, in this one case—have to get to their next gig. 

There are five blues and a single ballad here: All are 

sung with the worldly-wise fervor that typified Turner's 

style.-11w/tae! Ifilman 

LESTER BOWIE'S BRASS 

FANTASY 

My Ila% 1111.W.1 

The longest track on this beautifully recorded new disc 

is a 10-minute version of Paul Anka's "My Way" ren-

dered with the confidingly warm tones, choked half-

valve articulations, smears and sudden blares that we 

have come to expect from Lester Bowie's vocalized 

trumpet. In fact, there are few surprises on the otherwise 

delightful My Way: Bowie's accomplished brass band 

plays the title song, three originals by Bruce Purse and 

Bill Doggett's "I lonky Tank" with an impressive depth of 

sound, humor and swing. Still, this is a chamber orches-

tra, and they play James Brown's "I Got You" without the 

frantic energy of the soul master. It's a minor irony of 

musical history that Lester Bowie. whose lifelong devo-

tion to black music is well documented, has put together 

a group that sounds more convincing playing Paul Anka 

than James Brown.—Michael Ullman 

VARIOUS ARTISTS 

Pop-Rai and Rachid Style: Rai Rebels (UM. 2) 

'Earthworks/Virgin] 

There's a lot of rai around now, but the title of this terrific 

companion anthology to 1989's Rai Rebels announces 

what's crucial: that this music is the work of founding 

producer Rachid Baba Ahmed, the genre's Willie 

Mitchell at least. Flying hungry guitars and synth amaze-

ments into his Algerian protest dance music, zooming in 

tons of beats, Rach id isn't really overseeing the most 

open-ended pop form in the world. But producing Cheb 

Khaled, Chaba Zahouania or Cheb Anouar—who was 

only 13 when he and his uncle did the pre-wedding 

night stress reducer "Laroussa"—Rachid can sure make 

his royal rai sound that way.—An Hunter 

FLESHTONES 

Powerstance! [Big Beall 

We can win a war (maybe) against a small third-world 

country, but what does it say about the U.S. when the 

Fleshlones can't get an album released in their native 

land? Powerstancers 11 stompy originals are heavy on 

frat-rock chant-alongs, drink-alongs and puke-alongs. 

Inspirational verse: "Shouting from the roof, all the 

neighbors can see/You people suck for what you've done 

to me." Includes tenor sax. (46-50 Steele Road, London 

NW10 7AS)—,Scott Isler 

THE VINNY GOLIA LARGE 

ENSEMBLE 

Pilgrimage to Obscurity?s ine inds1 

EITHER/ORCHESTRA 

77w Ilanife of Desire Accurate' 

When he's not putting his armada of reed instruments 

through paces of blistering post-free-bop, Los 

Angeles-based Golia runs his own Nine Winds label and 

devises new ways to get his cherished large ensemble to 

play out. His arrangements are as varied and sprawling 

as Golia's instrumental cast, and capitalize on the play-

ers' individual gifts. Brooding and ethereal noodling 

never sounded so good as on "Ted Williams Calls the 

Mick and Renders Touch Sensitivity Useless," with Golia 

and trombonist John Rapson spiraling elegantly into the 

cosmos. The clenched written segments of "Views" 

sound like Olivier Messiaen filtered through Frank 

Zappa, spilling finally into a swaggering barroom ostina-

to. It's the big-bang theory of the big-band corpus. 

Saxophonist, record-company micromogul and 

ringleader Russ Gershon is the spark plug of Boston's 

Either/Orchestra, a big band hellbent on both genre-

bender hi jinx and genuine sonic luster. Gershon is a per-

suasive soloist, slinking with his tenor sax around the 

sleek contours of the title tune. "Temptation" is shame-

less camp, all mock-exotica from Hell's Copacabana. 

Robert Fripp might not approve of the brassy reading of 

the King Crimson tune "Red," perhaps because it sounds 

more pleasant and less menacing. But Gershon the 

arranger goes to town with a Miles-to-Ellington grafting 

of "Circle in the Round" and "I Got It Bad." It's the 

album's showpiece—and a damn good argument for the 

perpetuation of the big-band species. (Nine Winds: Box 

10082, Beverly Hills, CA 90213; Accurate: 117 Columbia 

SL, Cambridge, MA 02139)—Jose Woodard 

VARIOUS ARTISTS 

Guitar Paradise Qf F,ast Africa [Earthworks/Cardiacl 

The electric guitar music of Tanzania and Kenya has 

always played second-fiddle to, and been heavily influ-

enced by, the dominant Zairean/Congolese sounds. But 

even the rhumba-toting '¿airean musicians who settled in 

East Africa were influenced to some extent by indigenous 

rhythms and picking styles. Guitar Paradise offers a 70-

minute-plus sampler of choice cuts from the East African 

charts of the last dozen or so years, some by homegrown 

bands and others by expatriate outfits. The bittersweet 

four-part harmonies and pristine guitar twitter of "Shauri 

Yako" combined to make it one of the biggest hits ever in 

East and Central Africa. Although the recording quality is 

not optimal (hey, where'd the drums go?), the obsessive 

danceability and soul of Les Mangelepa, Simba Wanyika 

and the like overwhelm any technical shortcomings. 

(1790 Broadway, New York, NY 10019)—Turn Cheyney 

SONNY SHARROCK AND 

NICKY SKOPELITIS 

Faith Moves ICM PI 

The main connection between Skopelitis and Sharrock 

is Material—both have been members—so it's not sur-

prising that the album's co-producer is Bill Laswell, or 

that the music is nearly all spontaneously improvised. 

What is surprising is how well the two players comple-

ment one another. Sharrock is his usual warped self, 

sending out waves of distortion that summon the ghosts 

of native Americans and various lizards, but Skopelitis' 

work is the real treat. Leaving the solos to Sonny, he 

devises the ominous Indian/Arabic background, and 

gets a chance to work out on baglama, saz and the ubiq-

uitous Coral Sitar. At its best, the collaboration results in 

a piece like "Mescalito," which starts out with an inno-

cent, rambling, slightly Greek melody and then takes a 

bad turn as Sharrock piles on the ugliest slide playing 

ever heard on this planeL Not for the faint of heart. ( 155 

W. 72nd SL #704, New York, NY 10023)—Mac Randall 

CLAUDIO MONTEVERDI 

Salve Regina—Motets for I, 2, and 3 Voices 

Gerard Lesne/II Seminario Musicale/Tragicomedia 

'Virgin Classics' 

Better known for his big masses and seminal operas, 

Monteverdi always wrote music that seemed like real 

life bounding off the page. And there's nothing dutiful 
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faj Mahal 

Dan Reed Network 

Richard Thompson 
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Steve Howe 
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Peter Himmelman 

American Music Club 
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Adam Schmitt 

Nuclear Valdez 

Only 
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per disc 

Please send me coy ies of " A Little 3n the CD Side" Volume 3. Enclosed is $2.00 per disc. 
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can University, Washington, D.C. Buy, Sell, Trade-old & new 
stringed instruments of all types. Contact Chuck Warman, Rt 5, 
Kirk, ille 31061501. (816)665-7172. 

Suoscrioe to VINTAGE GUITAR, the only vintage guitar 
magazine with a monthly updated Vintage Instrument 

Price Guide. Free want ads, articles, all the upcoming gui-

tar shows, and more! $ 14.95 gets you 12 monthly issues 

($1.00 for sample). VINTAGE GUITAR, Dept. L, PO Box 
7301, Bismarck, ND 58502. (701)255-1197. 

MISCELLANEOUS 

A* 

SING 

. SINGERS! 
REMOVE VOCALS 

..-. FROM RECORDS AND CDs! 
..„.... , 

.e, 

.1 M ii 
. ,..... 

-..„. _=.• 
Val • v, , 

WITH THE WORLD'S BEST BANDS! 

stereo 
with 

An Unlimited supply of Backgrounds from standard 
records! Record with your voice or perform live 

the backgrounds. Used in Professional Performance 
vet 
unique 
LT 

connects easily to a home component stereo. This 
product is manufactured and sold Exclusively by 

Sound - Not sold through dealers. Call or write for a 
Free 

LT 
Lithonia, 
Manufactured 
24 

Brochure and Demo Record. 

Sound, Dept. MCI-7,7980 IT Parkway 
GA 30058 (404)482-4724 

and Sold Exclusively by LT Sound 
HOUR PHONE DEMO LINE: (4(141482-2485 

MUSICIANS 

MUSICIANS \ . 11ONAL REFERRAL-Professional musi-
cians seeking ba i ils-hands seeking professional musicians. 
Bands register free. Call now for information. 1 (800) 366-4447.  

PIANISTS/KEYBOARDISTS WANTED to record sequences 
for piano, Roland MT-32, and Proteus. All styles of music with piano 
featured. Send demo to PianoDisc, 2444 Marconi Ave., Sacramento, 
CA 95821. 

MUSICIANS-looking for the right band? Bands-are you one 
"special" musician away from success? Call the Musician's Con-
nection collect at (513) 522-3639 or 1 (800) 743-3819.  

FREELANCE SONGWRITERS needed now by 180 companies. 
Work at home. Nationwide directors. $ 1 plus stamp. Drakestone, 
Box 5586-FU, Edmond OK 73083. 

RECORDS 8. TAPES 

AMAZING EREE CASSETTE mail order catalogs. Reggae, 
Dub, New Gust', Rock, Funk, Experimentals, ROIR, 611 Broadway, 
Suite 111 Al. NVIV York NY 10012. 

SERVICES 

ORIGINAL SONG(S) TRANSCRIBED from cassette to 
laser printed manuscript. Other services-setting your lyrics to 
music and synthesized background tapes. Call or write ($ 1.50 
for sample-applicable) DN Transcriptions, 251 West Central 
Street, Suite 8242, Natick, 515 01760 (508) 872-4866. 

COMPACT DISC 
MANUFACTURING AND 

HIGH QUALITY 
CASSETTE DUPLICATION 

\itordable pricing for the independent labels or 
dividuals. Complete services include digital 
.,tering, graphics, color separations, printing, 

; • ,, kaging and fulfillment. All work is guaranteed. We 
'II be glad to answer any questions that you may have. 

CALL (3171 353-111 , or s. rite to: 

WNW, inc. 

Indianapolis. Indiana 46239 
1;1-0750 

COMPLETE CD AND CASSETTE 

PRODUCTION 

1 lel Irr 
1_110111-11_11L11 ¡DC 

212-333-5950 

MASTERING REPLICATION 
PRINTING TOTAL PACKAGING 

POSTERS GRAPHIC DESIGN STUDIO 
PERSONALIZED EXPERT SERVICE 

I 101 WEST 57TH ST. NEW YORK, N.Y. 10019 

"FOR THOSE WHO HEAR THE 

DIFFERENCE" 
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FOR COMPLETE CASSEM, CD. 
RECORD MANUFACTURING & 
PACKAGING SERVICES CALL: 

IQCC1 (513)681-8400 
2l82 SPRING GROVI AVEN JE CINCINNATI, OHIO 45225 

TALENT 

OUR compunoti CD'S GET RESULTS! 
BAhle SIGNED DDT VOL 1E21 

—College RadioNationaIR 
—Fainepean Radio 

—Trade Publkation Res let% s 

Send demos to. Rockit Ileconk 
31918 l'niun 11. Rd. Suite 3011 

II Clemons, Nil 4804S/313i792-4t52 

WANTED TO BUY 

WANTED TO BUY/SELL: GUITARS, BANJOS, Man 
dolins. Gib.on, C F Martin. Gretsch,. D'Aquis 
to, Stromberg, Dobro, National, older Feistier, Rickenbaek 
er, Gibson, BALD, Epiphone, Paramount, Vega, Fairbanks 
Stewart. MANDOLIN BROS.. 629 FOREST, 4MU, STATEN 
ISLAND, NY 10310. FREE CATALOG. 718-981-3226. 

about the way II Seminario Musicale, a nine-member 

French ensemble led by alto Gerard Lesos', approach 

these short sacred pieces; these seventeenth-century 

Latin and Italian devotions mean the world to them. As 

Geoffrey Weber writes in his note, Monteverdi was a 

restless guy: When the rulesaf counterpoint seemed 

restrictise to him at 15, he fudged over some of them to 

make his music more interesting: much later, when a 

more natural vocal composition style held forth, he felt 

like returning tostructure again. Lesne's group are deaf 

or indifferent ta none of this, and their music-making 

drive matches tonteterdfs own.—Jim Honer 

THE LONDON CHAMBER 

OR 

Power !Virgin Classiest 

If Warner Bros. and a young conservatory buck set their 

mindstcsoverhaulinga 70-year-old mid-sized orchestra 

here—unleashing all the musical, marketing and 

recording smarts at their commands—that would offer 

some idea uf what Virgin Records and Christopher War-

ren Green have in fact pursued in England with the LCO 

since 1989. This-disc compiles highlights from the nine 

previous Warren-Green/LCO albunbs. With the best 

sound money can buy and the musicians' rock-sold con-

fidence about the bigshapes and dashing transitions of 

symphonic literature. Power skips back and forth from 

often familiar staff by Tchaikovsky and Mozart la newer 

sensations by Philip Glass and Nick Bic91.—Jim Mader 

STEPHANIE JUTT 

Stephanie IuU, performing works by {{ Warm McKinky, 

Charles lamlinson Griffes, 4slorliazadla and André 

Jolivet IGMI 

Contemporary flute repertoire is still a relatit ely esoteric 

world,,which often veers sharply to either the ethereal/ 

impressionistic or the alonaVacerbic ends of the musical 

spectrum. On her recent recording, Jutt stakes oat a 

thoughtful middle ground. A aommanding instrumen-

talist and a proponent of music without dogma, she 

makes a persuaÈve case forthe aesthetic viability oflhe 

flute as a lead instrument. Pianist Randall liodgkinson 

accompanies her on works by William McKinley, the 

early twentieth-century American composer Charles 

Griffes and the French André Jolivet—all romantic yet 

intellectually vigorous pieces. The album's centerpiece, 

though, is Jun muscular solo flute reading of"6 Etudes 

Tangoistiques," written by "nuevo tango" king Astor 

Piazzolla: 25 minutes of passionate, inventive studies, as 

the influence of Bach meets the tango. (167 Dudley Rd., 

Newton Centre, MA 02159)—Josef Woodard 

JESUS JONES 

Icont'd from page DI they are just as big a star as 

everyone else, they are equally important And 

bands don't work like that. There are more 

important members of bands. That's why it 

becomes harder." 

I ask Mike if there's one specific person he's 

trying to impress—a girl he had a crush on in 

school, an old hero, an old enemy? 
"No, it's definitely something in me," he 

says. "It's not some outside thing. It's me I'm try-

ing to impress. I haven't really been impressed 

with much about myself, much about the 

things I've done. 'Never Enough' is the 

blueprint You will always set the goal posts far-

ther back." 

In a week Jesus Jones go back to America 

for a tour that might make them big stars. 

Today their second album is slipping down 

the charts, from a high of #25 to #38. But no 

one thinks this band will be a one-hit wonder. 

They're too talented, too ambitious, too ruth-

less and in a strange way, too sincere for that 

The real secret of Jesus Jones isn't Mike 

Edwards' vanity; it's his insecurity, the very 

humanity his bandmates accused him of not 

putting into his music. That human voice 

begins to emerge on Doubt; on Liquidizer 

Edwards sang in a voice as harsh and wired 

as the explosions of technology around it But 

on Doubt his voice became human, melod-

ic—a real person struggling to communicate 

above the noise. As the electronic and techno-

logical barrage ripped out the speakers, Mike 

sang, "Who am I? Where am I? Why do I feel 

this way?" 

When I ask Mike about that song he 

answers with an epigram that could be both 

the soul and salvation of Jesus Jones: "Anyone 

who wants to be included includes themselves. 

Anyone who wants to be part of our gang can 

be part of our gang." He smiles and fidgets ner-

vously, but whether it's anxiety or anticipation, 

can't tell. 
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MOM 

IN THE NEW BIOGRAPHY SIMON AND CAR-fun/ce!: Old Friends (Birch Lane 
Press) the mature Art Garfunkel is 
quoted as saying that he has con-
sidered finding a new partner to 
replace the long-gone Paul Simon. 
("For years I resisted it, thinking it 
would hurt the audience's feel-
ings. And yet, Rodgers and Hart 
became Rodgers and Hammer-
stein.") Now that's the kind of con-

cept that makes us drop our books on the 
floor and ruminate. A new partner for 
Garfunkel? It sounds wacky, but stranger 
things have happened. After all, John 
Phillips reunited the Mamas and Papas 
with just himself (bet he wishes he'd 
picked his other daughter, now, huh?). 
There was once a Buffalo Springfield 
revival tour that included only one real 
Springfield—and it was Dewey Martin. 
They got a new Jethro for the Beverly 
Hillbillies reunion and a new Ginger for 
Resale from Gilligan's 
Island. So why not 
someone else and Gar-
funkel? The idea is 
sound—the big ques-
tion then becomes, 
BUT WHO? We have 
some ideas. 

JOHN HATOS. He's 
small, he's dark, he 
plays guitar, and he's 
been looking for 
someone to boss 
around for a long, 
long time. 

SAM MUM. Since 
Dave died, Sam's 
needed another Soul 
Man with whom to 
slap five and do the 
jive. Hold on, Art's 
comin'. 

ANDIIIIW II I II 1;11 LIIY. 
Even George Michael 
looked like a genius 
standing next to this 
guy. 

HAM MIMI The 
even- less- musical 
half of the Blues 

Ilene Hel 
fiarfultel 
Pia a New 
Partner 

Brothers has been looking pretty lone-
some since Belushi went to the Samurai 
undertaker. Lorne Michaels could 
arrange a casual get-together over at 
the Brill Building so that the two 
whitest guys in the world could sing 
some blues. 

TOMMY SMOTHIIIIS. "Clive always liked 
you best!" Imagine the fun when Art is 
trying to get through "Feelin' Groovy" 
and Tommy suddenly interrupts to 
sputter, "'Hello, lamp post'? Artie, why 
are you talking to a lamp post? There are 
no flowers growing on a lamp post!" 
while Garfunkel does a slow burn. 

Ifill TIIUNOR. Ike can write and play but 
doesn't sing, Art can sing but doesn't 
write or play—what could be more natu-
ral than a team-up? "We're gonna take 
the first part of this song and do it nice 
and easy and then we'll do the rest of it 

also nice and easy." Think 
of the new Iked-up ver-
sion of "The Dangling 
Conversation": "Oh we 
speak of things that mat-
ter/With words that must 
be said/If you don't get 
your ass in that kitchen/ 
I'm gonna bust your 
head." 

JUDY LHWIS. It's been 37 
years, Jerry—Dino's not 
coming back. However, 
we have another tall, 
good-looking crooner with 
an easy-going manner and 
boyish charm. Like Dean, 
he's a singer, an actor, and 
a straight man. (And 
unlike Dean, no goy!) 

CAD LA THUMPS. "Arthur! 
You're nothin' but a 
tramp!" 

"Carla, my socio-eco-
nomic wherewithal is..." 

"You straight from the 
Forest Hills woods!" 

"That's good!" 
"You wear argyle 

socks, corduroy pants, 
and you need a hair 
transplant, tramp!" (t 
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GRAPHIC 
EQUALIZER 

HERTZ SO GOOD. 
A DOD equalizer is not only great audio 

gear, it's one of the world's best audio bargains. 
For over a dozen years, we've reconfigured, 

refined, updated and enhanced our entire line of 
equalizers to where they are now: the world's 
best-selling EQs at any price. And we've worked 
hard to make that price a very reasonable one. 

DOD manufactures more configurations of 
graphic equalizers than any other company, 
ranging from a single channel, 15-2/3rds octave 
band unit, to a two-channel, 31-1/3rd octave 
band brute that squeezes into a two-rack unit 
space. Each offers a dynamic range greater than 

95 dB, .006% total harmonic distortion @ 1KHz, 
0.01% intermodulation distortion and a 
control range of ± 12 dB. 

Virtually anything you can do to enhance a 
sound—cut, boost, shape, brighten, thicken or 
mellow—you can do with a DOD graphic 
equalizer for a lot less than you'd expect. 

Want to know more? Write DOD Electronics, 
5639 South Riley Lane, Salt Lake City, Utah 
84107 for a full-color catalog. Or call (801) 
268-8400. 
Manufactured in the U.S.A. 
with a one-year warranty. 
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Yamaha announces an 
8-song, 8-track sequencer with a 

28-note polyphonic tone generator, 
30 sampled instruments, 

26 sampled drum sounds and 
76 preset backing patterns 

with MIDI in/out. 

And that about the size of it. 
Ar===aw.L   norm-a 
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In fact, that's exactly the size of it. 

YAMAHA 
Synthesizer. Guitar and Drum Division 




