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What's a bad 
boy like Eddie 
doing in a 
nice magazine 
like this? 

THE CLASH 
QUINCYJONES 

THE JAM 



"If someone developed 
a low-cost, computerized 
Monophonic Synthesizer 
with the fattest sounds 
around and polyphonic 

capabilities too, 
they'd really 

have a monopoly." 

Introducing Korg's 

44, 4 

KOR 
...we put it all together 

Exclusively distributed by Unicord, 
Westbury, N.Y. 11590 

It the monophonic that has 
leapfrogged the competition 
with features like: 

4 VCOs (Each with separate 
Octave, Waveform and Level 
controls)-for fat 4-oscillator 

I/C01 I 

soloing sounds, as well as 4-
note polyphonic capabilities. 

3 Keyboard Assign Modes-
M lc I ()computer controlled 
keyboard provides effortless 

MM. 
NEY ASSIGN MODE 

shifting between unison and 
polyphonic playing...or a 
combination of the two. Also 
includes Hold and Chord 
Memory functions. 

Full Featured Arpeggiator 
-Automatically creates se-
quences of notes in one of 
3 patterns, at any speed, 
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covering 1 or 2 octaves or the 
full keyboard. Latch mode 
instantly memorizes and con-
tinuously arpeqgiates chords 

as they 
are 
played. 

"One-Touch" Presettable 
Effects Section with Sync 
and Cross-Mod-Activate, via 
single pushbutton, 2 different 
modes of Sync or X-Mod, or 

o 

a combination. 
II for the most 

dynamic sounds. Exclusive 
j 

with Mono/Poly! 

When you add to all this 
Polyphonic Portamento, 
assignable Pitchbend and 
Mod Wheels, a full 44-note 
Keyboard plus extensive 
Interfacing capabilities 
you'll see why the features, 
sound, ease of operation and 
price of the new Mono/Pory— 
truly make it "the only game 
in town: Play it at your Korg 
dealer today. For name of 
nearest Korg dealer call toll-
free: ( 800) 645-3188. 

In N.Y. ( 516) 333-9100. 
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They told us if we made 
a 6-voice Programmable 

Polyphonic Synthesizer 
with outrageous sounds 

for under $2,000 
no one would believe it. 

e 
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Introducing Korg's new 

PC 
A synthesizer 

you can believe in! 
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The new P'olysix is. admittedly. very low 
priced. But it's also incredibly high fea-
tured. with fat sounds and advanced 
programming functions. At half the cost 
of comparable synthesizers. 

Six-Voice Polyphonic and Unison 
Playing Modes— Select either full 6-voice 
polyphonic 
or incredibly 
fat 6-voice 
soloing play- FE, 111.IL 

ing modes via LED pushbutton switching. 
Also 'includes Hold and Chord Memory 
functions which can create exciting parallel 
harmonies. 

32 Program Memory with Edit—All 
synthesizer control settings can be stored 

I1111111-11111111 
in computer memory for instant recall of up 
to 32 different programmed sounds. Full 

edit capability allows instant temporary 
or permanent changes to any 
program during performance and 

moving of programs from one 
location to another. 

8-Second Cassette Interface with 
Verify—Allows stored programs to be 

rapidly transferred to any tape recorder 
to form an unlimited number of instantly 

1111111111 Ï 
retrievable program libraries. Verily mode 
ensures accurate recording. 

Full Featured Arpeggiator—Creates excit-

,e 7  ing note 
sequences in 
one of 3 pat-
terns, at any 

irm speed, covering 1 or 2 octaves or the 
entire keyboard by simply playing chords. 
Latch mode memorizes successive chord 
patterns for automatic hands-off playing. 

Programmable Chorus/Phase/Ensemble 
Effects—Creates 
everything from 
subtle ambiance 
to spectacular 
Drchestrall effects. 

ARdFOGIAT OF 

6 6 
L-IFECTS 

Then consider this full 5-octave keyboard 
weighs only 26 lbs. includes Pitch and 
Mod Wheels, Pulse Width Modulation, Sub 
Octaves and a host of other features all for 
under $2,000. It's enough to make a be-
liever out of anyone. Call toll- free today for 
the name of the Korg dealer nearest you. 
(800) 645-3188. In N.Y. ( 516) 333-9100. 

KORG ...we put it all together 

Exclusively distributed by Unicord. 
Westbury. N.Y. 11590 
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Eddie Von Halen transcends the 
hyperbole of arena rock with a truly 
electric style of guita r playing, often 
borrowed and rarely duplicated J D 
Considine conducts a rare, lengthy 
interview with the cram-) prince of 6-st'ing 
flash " n" skill, as well as arother Alex and 
superfop David Lee r•oth. Page 58 

The Clash have elevated their punk 
anger ond politicized anarchy into a 
modem mythology. tut no one is trying 
horde- to break through these new rock 
conventions and make good on their 
original promise than Mick iones. Paul 
Simonon and Joe Strummer Mikal 
Gilmore probes the paradoxes and 
triumphs of the reborn Clash Page 38 

Quincy Jones has become the most 
imporant producer/innovator in R&B. his 
name synonymous with a state-of-the-art 
sound. a gallery of star clients and a 
1981 Grammy blowout. His extraordinary 
career as jazz trumpeter big band 
arranger record company exec and 
studio miracle-maker chronicles a 
Rennaissance man for cur times Page tb 
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DAVID SANBORN 
AS WE SPEAK 

OU IS THE TIME TO SEND FOR 

The new album from the Grammy Award-winning saxophone player 
David Sanborn will be tourin nationwide throu bout Au ust 
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LETTERS 
ANGRY EXPECTATIONS 
I would like to commend Geoffrey Himes 
on a fabulous and comprehensive arti-
cle on Graham Parker. After enjoying his 
New York concert immensely. I was dis-
appointed to read so many articles pan-
ning Another Grey Area and criticizing 
his live performances. While I was not 
fortunate enough to see the 1979 tour 
which drew rave reviews, I was truly 
elated with the N.Y. shows. 
As Parker states. he is not a static 

artist. The trouble with some critics is 
that they do not allow for the evolution of 
an artist. They feel Parker is missing that 
angry dimension to his music. But rock 
'n' roll should not be a pr oduction line in 
which musicians are tied to a product. 
Too often in the 70s and 80s musicians 
have suffered from a creative demise 
when trapped in a mold. People are not 
stagnant; why should Graham Parker 
be? He has given anger its rightful place 
in rock ' n' roll...but has also made "pas-
sion no ordinary word." My sincere 
thanks. 
Maureen Garner 
Kew Gardens, NY 

NO WAVE 
I think Nick Lowe is underestimating the 
effect American radio has had on Amer-
ica's creativity. 

It may be true that a lot of the groups to 
come from England's new wave move-
ment were "pretty ghastly," however 
they did have and continue to have their 
Sex Pistols. We here in America have 
yet to achieve anything remotely close 
to England's great new wave groups. 
With talent like the Psychedelic Furs, 
Clash, Costello, U2, etc. coming from 
Europe, who can take new American 
music, typified by groups like the Go-
Go's and X seriously? 

For our sake, I hope Mr. Lowe is right 
and that the American public is growing 
tired of safe radio. 
Andy McMillan 
Seattle, WA 

EXCEPTION OF A LIFETIME 
I just received the April issue of Musi-
cian, don't know why it's so late arrivirg, 
but after I saw there was an interview 
with Joan Armatrading in it, it didn't 
seem to matter. I've never been one to 
write a letter to the editor but this is tne 
exception of a lifetime. The article on 
Joan was fantastic!! When I was in col-
lege I first heard a record of hers and 
being a Cat Stevens fan I was caught Jo 
by her style immediately. She is so uni-
que, and I think you did a terrific job in 
covering her both as an artist and a per-
son. Thank you so much. 
Sparkie Allison 
Westfield, MA 

GIRLS ARE COOL 
Thanks for the article on Lou Ann Bar-
ton. As a female guitarist, I'd like to see 
more in-depth articles on female musi-
cians. How about it? I'm sure everyone 
will agree there are great emale guitar-
ists, drummers, keyboardists, etc. as 
well as singers out there. Please tell us 
about them. 
Susan Westbury 
Bremen, OH 
P.S. The guys are great, too. 

FENDER CORRECTS ITSELF 
Thanks for the " Fender Reinvents Itself" 
article. We believe that it covered a 
newsworthy happening in the industry. 
As could be expected of stories of its 
length, however, there were a few 
inaccuracies: 
Toward the end of the article, it 

sounds as if Fender is manufacturing 
electric guitars in Japan to be sold in 
America. Not so. The plan is to supply 
America's needs from the Fullerton, 
California plant as always. But to com-
pete more effectively in the Japanese 
market (the world's second largest for 
musical instruments), Fender will make 
electric guitars in Japan to be sold 
mainly in Japan, with surplus production 
being exported to other countries to be 
sold under the Squier label. 

Fender's new amplifier faceplates are 
not plastic; they are aluminum painted 
black. 
The marketing director for Fender 

amplifiers is Paul Rivera — industry 
design wizard—not Jake Rivera, the 
artist manager. 
We just felt the need to set the record 

straight. 
Joe Phelps 
Public Relations 
Fender/ Rogers/Rhodes 

GUITAR GENUFLECTION 
It seems that an issue of Musician isn't 
complete without several awed refer-
ences (usually a whole article!) to the 
"holy members" of the guitar world, you 
know, the '52 Telecaster, the 57 Strat-
ocaster, the '59 Les Paul, etc. 
Come off it, you guys! Can't you think 

of something else to write about? And 
who wants to sound like old fart Eric 
Clapton anyway? 
Lurleene McCallister 
Jacksonville, FL 

YES SUHI 
Okay, Mr. Roy Trakin, maybe the B- 52's 
album Mesopotamia is not on the level 
of their debut album. I agree. Maybe 
Byrne did take them off their straight-
and- narrow path. I agree. But to go so far 
as to call them "hicks" just because 
they're from Georgia? Watch your 
mouth, boy! 
Greg Cook 
Dothan, AL 

WON'T GET FOOLED AGAIN 
I consider myself pretty versatile in my 
music listening as well as in my playing, 
that is why I think your magazine is the 
greatest. Reading some of your articles 
has made me wonder what I was miss-
ing not listening to King Crimson (a 
group of which none of your critics can 
say a discouraging word) and Robert 
Fripp (whom you so often toot the horns 
over). 

I bought the King Crimson album Beat 
(who could resist after your article on 
vocalist/guitarist Adrian Belew a few 
issues back) and I found out what I was 
missing. I can't believe I got fooled by an 
old friend. Please subtract the $6.98 I 
paid for the album from my subscription 
renewal. 
Christopher Amos 
Fort Worth, TX 

ABET ANAGRAMS 
Thank you for J.D. Considine's intelli-
gent evaluation of the latest King Crim-
son album, Beat. That review really 
helped me to relisten to a record which I 
had initially passed off as the group's 
greatest disappointment. As far as sub-
tlety goes, King Crimson/Robert Fripp 
have placed an anagram on the album 
which I discovered with some help from 
my mother. "Sartori In Tangier," the fran-
tic pseudo-violin string solo stands for 
"string riot in aria." Does this title have 
some other meaning? Keep up the out-
standing work; Musician is defin tely the 
best mail I receive. 
Lanay DePalma 
Rochester, NY 

DEFINITIVE 
On Robert's Fripp: 

lt is curious that Webster's New Colle-
giate defines "frippery" as " affected ele-
gance" (come on now, Robert, is that 
really your surname?), a perfect analy-
sis of a man and his music. 
Cheryl Curtis 
Aukland, New Zealand 

BATTY IDEA 
Would you please ask Robert Fripp how 
much money it would take to bite Ozzy 
Osbourne's head off ( I'm loaded). 
Alan Cohan 
Philadelphia, PA 

ECONOMY OF EXPRESSION 
thanks gang, 

that last issue was literature, nick lowe 
and such but/and by the time I hit the 
lester bowie great work. 

best luck and success in the efforts. 

lw 

In issue # 46, we miscredited the following 
photos, which should have read: cover, and 
photo on p.54 by Michael Putland/Retna: 
photo on p.53 by Ebet Roberts. Apologies 
also to Randee St. Nicholas ( p.40) and 
Michael Zagaris ( p.48). 
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into a dozen Hi-Hats and 29 different Crashes, you get your 
best out of all of them. No matter how long you've been 
savoring the highs from your cymbals. And that same 
sharp clarity and super strength are handcrafted into al 
120 different Zildjian models and sizes for every kkno of 
drummer in every kind of music. 

See for yourself how over 200 of the world's most 
famous performers savor the high from the r Zildjians. In our 
new Cymbal Set-Up Book, the most comprehensve refer-
ence guide for drummers ever published. For your copy, 
see your Zildjian dealer cr send us $4 to cover postage 
and handling. 

Avedia Zildjian Company, Cymbal Makers Since 1623, Longwater Dnve, Norwell, MA 02061 USA /1 The only serious choice. 

Enclosed in a booth you hear the tracks in your cans. 
The band's pulling in the right direction. So far you've been 
laying down the basic tracks, and now it's time for a little 
sweetening. You strengthen the groove and you bring in 
those quick chippy highs off your cymbals and start to 
savor the sound. 

Your Zildjian Quick Beat Hi-Hats with a flat 4-holed bot-
tom cymbal spin out a short 
tight compact sound. Incredi-
bly controlled and still just 
plain incredible. And your 
Zildjian Thin Crash comes on 
with quick bright high-end 
accents that keep it all nice 
and tasty. 

Because we put our best 



EAT PLAYERS 3 GREAT STYLIES 
3 GREAT GUITARS 

GEORGE. BENSO‘J LEE RITENOUR 

7771 í 

J P20 

George Benson and the Ibanez 
GB10. A warm woody sound 
in an instrument that is versa-

tile and compact. Designed by 
George for Ibanez. 
Joe Pass and the Ibanez JP20. The \ %• 
classic jazz guitar brought into the 

'80' s-clean, clear and sweet. Designed 
by Joe for Ibanez. 
Lee Ritenour and the Ibanez LR10. The definitive 
semi-acoustic with pure, thick tones and soulful response. De-

signed by Lee for Ibanez. 
This trio of guitar greats has helped Ibanez brirg you a trio of 

great guitars-the GB10, the JP20 & the LR10 Sae them at your 
Ibanez dealer. 

Tomorrows Name In Guitars. 
For a full color catalog send 62.00 to IBANEZ Dept. M P.O. Box 886, Bensalem, Pa. 19020-0886-327 
Broadway, Idaho Falls Idaho 83401-0309-17421 "B" East Gale Ave., City of Industry. Ca. 83401 
In Canada : 6355 Park Ave. Mortreal, PC H2V 
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music 

news 

Witchhunt Department: Faced with 
what he called "documented 
evidence" that demonic messages 
were being transmitted to rock ' n' roll 
listeners through background masking, 
or recording the message backwards, 
Representative Robert Doman of 
California introduced a bill in 
Congress requiring labeling of the 
potentially dangerous product similar 
to that on cigarettes. Offending artists 
were said to include Pink Floyd, Black 
Sabbath, Pete Townshend (?!), 
AC/DC, Rush, Fleetwood Mac and the 
Eagles. Said Warner exec Stan 
Cornyn, "I predict that this publicity 
will stimulate a rash of backward-
message singles on independent 
labels... just what we needed to fill 
the gap left by the picture disc." 
Home taping royalty: After raising 

ineffective initial opposition to the 
Coalition to Save America's Music, 
the forces opposed to a tax on blank 
tapes and tape machines have 
regrouped and made convincing 
progress, forming the Audio 
Recording Rights Coalition. Senate 
passage of the levy once seemed 
assured but Senators Mathias, 
Moynihan and Bentsen have recently 
suggested that all parties sit down and 
negotiate a settlement, hinting that a 
lot of legislators remain unconvinced. 
Interestingly, it is the resurgent anti-
tax troops that don't want to come to 
the table and the pro-tax ones that do. 

Chicago's chart reappearance was 
not as easy as it might seem. 
Released outright from CBS after its 
last two releases fizzled, Chicago took 
on a new guitarist/singer, Bill 
Champlin, who as leader of California 
heroes the Sons of Champlin was no 
stranger to a good horn section. The 
group began production of a new 
album at their own expense, using 
producer/arranger David Foster. 

Warner Bros. got interested in the 
album and signed the band to their 
Full Moon label. The LP, Chicago 16, 
is now #35 after only four weeks, with 
the single at #15. 

In the wake of a proposed ban on 
synthesizers by the London Musician's 
Union, synth players have formed a 
sub-union to fight the measure. A 
group statement suggests the motion 
"is probably based on certain M.U. 
members' paranoia about their own 
musical capabilities and certainly 
suggests a lack of understanding 
toward the role of synthesizers in the 
development of music." Doesn't that 
make all you synthesists proud? 
A tribute to Jim Morrison of the 

Doors, "Three Hours of Magic" will air 
over Labor Day weekend on a 
syndicated London Wavelength show. 
The show includes refutation that 
Morrison was a druggie or alkie (as 
reported here and elsewhere) and 
contains not only interviews with 
Survivors but two of Morrison's last 
songs, "Orange County Suite" and 
"Whiskey, Mystics And Men." 
Diana Ross was unable to get the 

sound right for her London debut 
show and after kicking one of her 
monitors off the stage, angrily lectured 
her orchestra. Damn right she's the 
boss.... Merle Haggard is doing an 
album with George Jones.... Billy 
Joel is finishing an as-yet- untitled LP 
of new material which includes some 
Dave Grusin orchestrations.... 
Garland Jeffries is recording a new 
disc, Guts For Love.... Richard Perry 
is producing a solo LP for June 
Pointer, having finished the new 
Pointer Sisters LP.... Feminist fave 
rave Holly Near has a new album 
under construction for Redwood 
Records... other good do-bees in the 
studio: Orleans, Burrito Brothers, 
Skyy, Floyd Cramer and KC. 

Chart Action 
The triumphant return of art-rock was 
made complete when Asia took the 
top album spot back from Paul 
McCartney's Tug Of War and booted 
him down to # 9. Looking the other 
way and clutching their valuables 
were Willie Nelson, the Human 
League and Toto, all dark horse 
winners in the summer sweepstakes. 
The Stones brought in Still Life at #49 
and took it to #6 the next week; that's 
chart- muscle, mates. John Cougar's 
American Fool continued its 
convincing rock ' n' roll showing to the 
consternation of the luckless experts, 
but the complete surprise to everyone 
was Survivor's Eye Of The Tiger, 
which plopped from #37 into the top 
ten and thence to #7. Loverboy, .38 
Special and a wounded but still tough 
Van Halen topped off the big ten. 
As Stevie's Musiquarium drifted 

down into the teens, it faced the new 
challengers, all tough and fresh to the 
action: Rick James, REO 
Speedcookie, Kansas ( with a new 
lead singer), the Dazz Band, Steve 
Miller (who had a twenty- point leap 
this week) and the Motels. 
The Scorpions were unable to 

maintain their rapid rise and Rick 
Springfield went from #19 to #64; but 
the Clash fought to #22, Squeeze 
hung strong at #32, Frank Zappa's 
Ship Arriving Too Late got to # 37, and 
Pete Townshend's Chinese Eyes 
checked in at #53 and rose ten 
places in a week. Big things are 
expected from new releases by 
Fleetwood Mac, Crosby, Stills & Nash, 
and Robert Plant, but nobody's taking 
anything for granted any more after 
the poor performances by "can't-
miss" LPs by Queen, Cheap Trick, 
Heart, Dolly Parton, Carole King, Kiss, 
Chic and exercise kids Richard 
Simmons and Jane Fonda. The jury's 
still out on Blondies The Hunter, 
marking time at # 33. 
The Human League have 

completed the first phase of British 
Invasion II by claiming the # 1 spot on 
the singles charts for three weeks 
straight, holding off Toto's "Rosanna" 
and John Cougar's "Hurts So Good." 
Asia's "Heat Of The Moment" went 
from #4 to #24 while Survivor's Rocky 
Ill theme and the Dazz Band's "Let It 
Whip" took its place. Fleetwood Mac's 
"Hold Me" came out of nowhere to 
challenge, while Soft Cell's "Tainted 
Love" was right behind. 
The Soul charts were renamed the 

Black charts this month, but The Gap 
Band IV was still the album to beat, 
despite Rick James's Throwin' Down. 
Dazz, Stevie and Ashford & Simpson 
rounded out the fave five but new 
talents One Way and Jeffrey 
Osbourne were not to be ignored. — 
Jock Baird 
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PE75 

PE35 

PE 45 

PE9 

At last, we've taken the guesswork out 
of selecting a great microphone. 

Introducing the new Shure Professional 
Entertainer (PE) Series Microphones. 

Beneath the rugged exteriors, behLnd the famous 
Shure name is a totally new concept in microphones: 

A collection of instruments created specifically for your 
instrument, your individual voice, and even your budget. 

And, from the least expensive mi-
crophone through the top of the line, the 
Shure quality just keeps on coming. So no 5HUE® 

matter what your selection, you can be assured of great 
sound, tailored to your style. 

After all, you know the unique sound you're looking 
for. Now there's a microphone waiting to help you express it. 

For more information on Shure PE Microphones, visit 
your local Shure Dealer. For a catalog and application 

guide, send $1.00 for postage and handling 
to Shure Brothers Inc., Dept. HI, 222 Har-
trey Ave., Evanston, IL 60204. 

THE SOUND OF THE PROFESSIONALS WORLDWIDE 



DAVID LASLEli 
MEMORIES OF THE 
MOTOR CITY 

Dave Marsh reviews 
Detroit's legacy of struggle 
and self- invention and 
discovers a new standard-
bearer. 

Lasley combines his soulful falsetto with evocative songs to make a fine debut LP. 

BY ME MARSH 

As you may know, I am not ordinarily the 
sort of person who touts solo albums 
made by James Taylor's backup sin-
gers. On the other hand, David Lasley is 
certainly the most soulful backup vocal-
ist Taylor's ever had, and the only one 
whose solo album, Missin' Twenty 
Grand (EMI-America), owes a greater 
debt of inspiration to Smokey Robinson 
than to Bob Dylan. 

To me, Lasley's record is immediately 
marked as one of the finest of the year, if 
only for its artful combination of falsetto 
soul singing and reflective, confessional 
songs, supported by tight, funky, sophis-
ticated but always light- handed ar-
rangements, refreshing after so much 
wooden white funk on both shores of the 
Atlantic this season. Not to mention 
much adult good humor: I defy any 
human, of any sexual persuasion, who 

has ever cohabited with a fellow post-
adolescent not to appreciate Lasley's 
deadpan account of his dealings with 
his "roommate," the usual unfaithful, 
deadbeat slob. 
The emotional center of Missin' 

Twenty Grand is the same stretch of 
inner city Detroit where my inaugural 
critical outpost, Creem magazine, 
resided until 1972. It's a small piece of 
land, maybe a couple of miles square, 
from Third Street down around Selden 
and Alexandrine, a spot that makes the 
Bowery look cozy, up to Motown on 
Grand Boulevard and then west, maybe 
to the Twenty Grand Lounge itself, the 
Motor City's finest soul club, the place 
where I ( for one) first heard Bobby Bland 
and Wilson Pickett sing. So Lesley's liner 
notes, his very album title and certainly, 
his best song, "Third Street," evoke for 
me more than just a place—they are 
also a part of an age and my coming of 
age. 

Lasley has rendered those first 
moments when a kid who has come 
from a small town, a suburb, even ( in his 
own case) a farm, pulled into the urban 
center by the wigged-out rhythm and 
blues or rock ' n' roll of the day, encoun-
ters the real demi-monde—not the stuff 
they show on TV, but the authentic bizar-
ros who always inhabit such areas. "Met 
my first drag queen at fifteen/ Didn't 
know till I was sixteen," Lasley sings, 
and the space between those lines— 
between the seeing and the knowing— 
and his eerily confident falsetto 
establish a universal encounter. 

Other people went through the same 
thing in different ways and different 
towns; my own version of Third Street 
was more white and druggy, less gay 
and thuggy, but close enough for me to 
recognize Mrs. Brown, the lady who 
swiped Lasley's sound and sold it back 
to him for a quarter a play on the juke-
box, and even the asshole who picks a 
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fight with the kid crying at the counter of 
the all-night cafe. 

Yet there is something specifically 
Detroit about all of this, or at least about 
the particular way in which it returns to 
haunt every one of those it touched. 
There is something that resides in Las-
ley's liner notes, something that com-
pels the ex- Eagle Glenn Frey to be 
certain to mention his Motor City roots 
on his first solo album, something 
shared, I suspect, by George Clinton, 
Iggy Pop, David and Donald Was, Bob 
Seger, Ron Banks, Mitch Ryder, Com-
mander Cody, all those who escaped. In 
a way, it might be nothing more than the 
memory of those who did not. 
Or maybe I just feel that way because 

I've been listening to some of the forgot-
ten crowd lately, on a bootleg compila-
tion, Michigan Brand Nuggets, annotated 
with the kind of in-jokes that are usually 
the province of New Yorkers (the kind 
who don't know where Soupy Sales 
really got his act together). This new 
Nuggets—the title is a glancing nod at 
Lenny Kaye's original punk rock 
sampler—features seven tracks by Bob 
Seger (including the notorious "Ballad 
Of The Yellow Beret" and the hilarious 
"Sock It To Me, Santa") and five by the 
MC5, which alone would be reason to 
seek it out. Seger was all along one of 
the great rock ' n' roll voices, and one of 
the best of the form's synthetic song-
writers; the Five were the sine qua non of 
punk rock, granddaddies of the Dolls 
and the Pistols, and to this day, the sin-
gle most cataclysmically exciting band I 
have ever seen or heard. 

If Michigan Brand Nuggets contained 
only the Seger and MC5 material, it 
wouldn't be worth more than a footnote; 
there's nothing among the Seger songs 
that comes close to " Ramblin' Gamblin' 
Man," which you can still get from 
Capitol. And "Borderline" /" Looking At 
You" by the Five isn't worth nearly as 
much as Kick Out The Jams, the devas-
tating debut just reissued by Elektra at a 
bargain price. 
What moves me is the amount of for-

gotten talent scattered across the two 
discs, from the one-shot, doo-wop goof 
of Tim Tam & the Turn-ons' "Wait A Min-
ute," to the incipient folk-rock of South-
bound Freeway's "Psychedelic Used 
Car Lot Blues" to the full-throttle growl of 
the Woolies' "Who Do You Love." 
There's a story behind every one of 
these records, and what happened to 
the people who made them: one of the 
Turn-ons is now a booking agent; one of 
the Freeways, Larry Miller, went on to 
become Detroit and San Francisco's 
first hip DJ; the Woolies later became 
Chuck Berry's favorite backup band. Or 
take the four tracks by the Rationals, a 
band very much in the David Lasley 
spirit—white soul, performed with ach-
ing intensity, and a great lead voice, 
Scott Morgan. When you realize that 
Morgan cut the gorgeous, impassioned 
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s the creator of such classic songs as "The Harder They Come" You Can Get 
It If You Really Want" and "Many Rivers 7ro Cross' Jimmy Cliff introduced a sound 
called reggae tc a generation of -nilNons all over the world. 

His legendary performance in the fem. ' The Harder They Come' conrioJes to pack 
theaters from Moscow to Rio. Ard his albums have consistently raised the art of 
Jamaican music to new plateaus with each successive effort. 

"Special" is Jimmy Cliff's debut for Caltambia Records and it features Ron Wood, 
Earl "Chinna" Smith, Sly Dunbar and nany of Jamaica's finest musicians. 

"Special." An original from *e originator himself. Jimmy Cliff. On Columbia 
Records and Tapes. 

including: 
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Love Heights 
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version of " I Need You" (the Chuck 
Jackson hit) when he was only about 
fifteen, the fact that he did not go on to 
become a star of international stature 
seems utterly unfathomable. 

It isn't only the ghost of wasted oppor-
tunity and unrecognized talent that 
haunts my Detroit memories (though I 
assure you that if Scott Morgan had 
been a New Yorker his name would be 
revered today alongside, say Danny 
Kalb's). So much of the music from that 
place, not only the mid-60s white garage 
band stuff collected on the new 
Nuggets, but also a good deal else, from 
Little Willie John to Was/Not Was, is 
imbued with the spirit of a strange brand 
of freedom, in which the continual blues-
based quest for the magic of self-
invention is tied to an equally ceaseless 
willingness to build from scratch. This is 
what ties Berry Gordy and the MC5, 
Mitch Ryder and George Clinton, lggy 
Pop and Smokey Robinson, what unites 
"I'll Try Something New" with "Kick Out 
The Jams," and "One Nation Under A 
Groove" to "Journey To The Center Of 
The Mind." That and a sense of struggle, 
inevitable because there is no place I 
know where the fragile process of self-
invention through music could possibly 
be more difficult than in the ugly indus-
trialized streets of the Motor City. 

I don't mean to exaggerate this qual-
ity; nonetheless it's as fundamental and 
unavoidable in Detroit- based music as 
the touch of the idyllic and pastoral that 
enters all San Francisco music, even 
John Fogerty and Sly Stone's. And it is 
just this kind of regional accent which 
has been lost now; even as new regional 
music centers spring up, their styles are 
internationalized so that I, at least, can 
no longer recognize any spiritual or 
emotional difference among them. 
To the sort of music fan who does not 

make much distinction between a nation 
controlled by Ronald Reagan and one 
run by slightly less inhumane types, 
such distinctions may be altogether too 
fine to matter much. But to me, they are 
the difference between making one's 
way in the world and spending that life 
trapped. And ultimately, this is the qual-
ity that draws me most wholeheartedly 
to Missin' Twenty Grand, which is dedi-
cated "to the children of the world with 
hope that in my lifetime we may all know 
a world that does not perceive a boy or 
girl, a man or a woman by the color of 
their skin." 

That may be the ultimate statement of 
what it means to be a white kid singing 
soul. And it links specifically with David 
Lasley's allusions to gayness and its 
consequences, which are scattered 
throughout the album, and expressed 
more vividly and certainly more proudly 
than any others I know in pop music. 
Without them, this would be sensuous 
and gorgeous music; with them, it's as 
overwhelming as an unexpected call 
from an old friend. (11 
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Success hasn't spoiled K superstarS': 
the Jam; their music renzains militant; 
uncompromising and deadly serious'. 

BY MICHAEL GOLDBERG 

Y MON 
V fie 

Paul Weller is a very serious 
young man. He does not laugh; 
he seldom smiles. As leader of 
the Jam, one of the most popu-
lar bands in England, Weller 
feels no excitement or plea-
sure, but only a tremendous 
burden: The bigger you get, 
the more powerful, and there-
fore, the more responsibility 
you have!' Nor do the other 
members of the Jam lean 
toward the lighthearted. Asked 
if they had fun when they per-
form, none of them could even 
answer the question. They 
had, it seemed, never thought 
of what they were doing in that 
light. 

Paul Weller, twenty-four, has 
often been compared to Pete 
Townshend of the Who and 
Ray Davies of the Kinks, and 
these intelligent, philosophical 
rockers and their pointed, 
uprooted-and-disinherited Brit-
ish perspective on life were 
indeed strong influences on 
Weller and the Jam. They 
cheerfully own up to imitating 
the Who ( and other rock icons) 
early in their career; and how 
could they do otherwise? One 
has only to look at the early 
Jam photos, the ones with a 
very Mod Paul Weller in a thin-
lapeled suit, skinny tie and 
granny gasses leaping into the 
air a la Townshend, slashing AL
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away at a Rickenbacker guitar. One has 
only to listen to cuts like " In The City," 
which could have come right off The 
Who Sing My Generation; why, the Jam 
even covered the Kinks' " David Watts." 

But the Jam, with Weller on guitar and 
vocals, Bruce Foxton on bass and Rick 
Buckler on drums, have come a long 
way since their first two derivative 
albums. By their third LP, All Mod Cons, 
the group had evolved a more mature 
and original sound of their own that only 
thinly echoed their early influences. 
Their aggressive pop rock, equal parts 
mid-60s British Invasion, Motown soul 
and punk wallop, now reaches the upper 
strata of the English charts and for sev-
eral years now they have won the New 
Musical Express's readers' poll as Bri-
tain's best group. Paul Weller has 
emerged as one of the major pop heroes 

of his generation for his dead-serious, 
committed commentary on the state of 
modern British youth. It's a role he's 
taken to quite well, with his thoughtful-
ness and bitterness intact despite the 
success of recent years. 
The Jam have recorded six albums, 

the last three being Setting Sons, Sound 
Affects and The Gift. Weller has shown 
himself to be a powerful songwriter 
whose lyrics are particularly relevant to 
British kids inhabiting a nation in the 
throes of disintegration. Weller is an 
optimist, but troubled by the state of the 
world: " I believe in life/ And I believe in 
love/ But the world in which I live/ 
Keeps trying to prove me wrong," he 
sings in " Running On The Spot." A game 
belief in the possibility of change per-
meates the Jam's recent English hit, 
"Town Called Malice": "And stop apol-

Martin Strings...from the 
guitar makers 
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ogizing for the things you've never 
done/ 'Cause time is short and life is 
cruel/ But it's up to us to change/ This 
town called Malice." 
Though the Jam are stars in the U.K., 

they have not taken the New World by 
storm; five years after their first tour of 
America, the group remains largely 
unknown. Their records are seldom 
heard on U.S. radio and the continuous 
raves from the rock press have not yet 
convinced John and Jane Q. Record-
Buying-Public to let Jam albums join 
their REO and Journey collections. This 
lack of U.S. acceptance is a sore point 
with the group, but not altogether unex-
pected. From the beginning, the Jam's 
strategy, worked out by the band and 
Weller's father, Jam manager John 
Weller (a former bricklayer), was to 
forego the American market as unreach-
able and to concentrate on hand-to-
hand fighting in the trenches of Britain. 
Thus was forged the legend of the Jam 
as true representatives of the British 
kids, but at the cost of the kind of small 
but valuable foothold in the States that 
brother-warriors the Clash have attained. 

I spoke with the Jam at their hotel in 
downtown San Francisco. The Jam 
have granted few interviews in the U.S.; 
the one that follows provides a small 
window into the ideals of three angry 
young Britons who refuse to budge an 
inch for commercial acceptance. 
Whether you like the Jam or not (and I 
like them very much), you can't ignore 
them, but the fact that they are one of the 
most important contemporary English 
bands and the probability that they will 
be heard from again and again in the 80s 
makes ignoring them a difficult and dan-
gerous prospect. 

Musician: The Jam is a very popular 
band in England, why not in the U.S.? 
Buckler: Well, I think the size of the 
country is one thing. We're not really into 
doing eight-month tours. Probably radio 
is another. Because radio here almost 
takes the place of the weekly English 
press. So radio is quite important. But 
radio is as bad here as it is in England, 
really, as far as selection. So there's lots 
of things like that. Frustrating things. 
Weller: Also, I think what we present is 
different from what Americans are used 
to. I think it hasn't got the same sort of 
traditional things that make up American 
music. We're not using traditional rock 
'n' roll values. I don't see where we're 
using rock ' n' roll whatsoever, really. Or 
rock music. I'm not talking about just 
Elvis, but the whole 60s thing and the 
70s thing. Just the whole sex and drugs 
and rock ' n' roll. I mean those are only 
superficial things; the whole image. The 
rock ' n' roll message is supposedly "Go 
out and have a good time and forget it," 
that whole thing.. and the whole youth 
rebellion thing, which is all bullshit any-
way. And I just don't see us fitting into 
any of that at all. 
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Duke Ellington— ..jr 
The Girl's Suite And 
The Perfume Suite lele«. 

DUKE ELLINGTON 
played part of his light, danceable The Girl's 
Suite" at Monterey in 1961. Here it is pre-
sented in its entirety, along with one of his 
rarest and most impressionistic works: "The 
Perfume Suite 

THELONIOUS MONK 
recorded live in 1964 with Charlie Rouse, 
Larry Gales and Ben Riley. All your Monk 
favorites ("' Round Midnight:*"Straight, No 
Chaser:""Blue Monk") and quite a few sur-
prises, impeccably performed and recorded. 
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ART BLAKEY AND THE 
JAZZ MESSENGERS. 
Newly released performances by the original 
Jazz Messengers (Horace Silver, Donald Byrd, 
Hank Mobley and Doug Watkins) and. for the 
first time on record, the second version of 
The Messengers perform Gershwin. 

"Columb.a: are trademarks of CBS Inc 
4,1982 CBS Inc 
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'nette Coleman 
Broken Shadows 

ORNETTE COLEMAN 
in 1971/2. Eight previously unreleased per-
formances including the original versions of 
"Happy House" and "School Work:' With 
Dewey Redman, Don Cherry, Charlie Haden, 
Ed Blackwell and Billy Higgins. 

ROY ELDRIDGE 
from 1935 to 1941, performed with, and in-
spired most of the ¡au greats of the day. Here 
are rarities and alternate takes with his own 
orchestra as well as toe ensembles of Teddy 
Hill, Gene Krupa, Mildred Bailey and Teddy 
Wilson 

THEY ALL PLAYED BEBOP 
The great an piano styles of Ray Bryant, 
Hank Jones, Red Garland, Cedar Walton. 
Wynton Kelly, Thelonious Monk, John Lewis, 
Al Haig, Duke Jordan, Barry Harris, Jimmy 
Bowles. Tommy Flanagan, Mal Waldron, 
Walter Bishop, Jr. and Sadik Hakim. • 

Musician: As I understand it, you're per-
sonally interested in more than just the 
Jam becoming popular in the U.S. 
Weller: Just one group isn't going to be 
enough. It's got to be a whole thing. It's 
like when the Beatles came over in the 
60s. It wasn't just them, was it? It was 
initially, but then the whole thing broke. 
Musician: Why hasn't that happened 
this time around? 
Weller: It was a different environment 
then, I think. Because I think you'd just 
gotten over the initial shock that teen-
agers were actual people, you know. 
They had money in their pockets and 
they were going out and spending it on 
things they wanted to do...the whole 
50s teenage thing. And I think in the 60s, 
teenagers were really taken seriously. 
People actually examined them and 
looked into their lives and their values 
and what they were doing. But I think 
over the course of the last twenty years, 
people have forgotten about it again. In 
England, that's definitely the case. Even 
the riots last year weren't enough to stir 
people up. So I'm sure a bleedin' pop 
record isn't going to do it. 
Musician: Is it important to you, at this 
point, to become popular in the U.S.? 
Weller: Well, my attitude is that if it 
happens and it happens on our terms, 
then great. But if it doesn't, I ain't going to 
lose any sleep on it. I don't really care if it 
happens. Unless the whole thing totally 
changed, the whole music scene. Like in 
England.. that's the way it sort of hap-
pened in England; we've got a lot of stuff 
in the charts at the moment, the music 
scene has changed, at least a bit. A 
small step forward. Groups have more 
power now. If the same thing happened 
in America, that would be different, more 
worthwhile, really. 
Musician: When you say groups have 
more power, obviously the Jam do, the 
Clash do, the Police do. But is that differ-
ent from the Who or the Stones? 
Weller: It's not just those groups you've 
mentioned. Take Pigbag. They've just 
had a big hit in England. They've never 
done any promotional thing 'cause 
they're on an independent. They've 
never had thousands of pounds spent 
trying to push that they're like the boys 
next door or any of that bullshit. They've 
just totally done it on people liking their 
record and going out and buying it. And 
it's taken them a year to do that, but 
they've done it and they've done it 
entirely on their own terms; which I think 
is just fantastic. And their LP just went 
straight up to number eighteen. So that's 
what I'm saying about power. 
Musician: So basically it's opened up 
over there? 
Weller: Yeah, a lot more than what it 
was before, yeah. And that's entirely due 
to the punk movement of ' 76, I think. It 
would have never happened without the 
Pistols. 
Musician: When the Jam began, you 
seemed apart from punk bands like the 
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Pistols and the Clash. Now you're more 
in synch with the English kids than any 
other band.... 
Weller:1 think that's probably true. 
We've stuck to the ideals of the original 
punk movement. That may not be the 
right word, punk...the punk thing, what-
ever you want to call it. We've stuck 
more to that than any of our sort of peers 
have. Most of them have split up any-
way. But the others have gone off into 
their own excesses. 
Musician: In the early days of the Jam's 
career, everyone who wrote anything 
about the Jam compared you to the 
Who. In retrospect, do you think that was 
justified? • 
Buckler: Well, not really. I thought it was 
pretty poor journalism myself. It was 
easy to do, the comparison. I don't think 
they were really looking at us. I don't 

think we sound anything like the Who. I 
think it was probably a fashion thing, the 
Mod thing. 
Weller: Obviously, I admit to being influ-
enced by Townshend. The Ricken-
backer sound and the chords.., it stems 
from that. Some of those songs, like the 
early songs, they were really heavily 
Townshend influenced; "Sounds From 
The Street" and all that stuff. But I just 
think we went over the top with it. Like we 
came here in '78 and had done All Mod 
Cons and it was still the same thing. 
Even now, I've seen some articles over 
here. They think it's the Kinks now, in the 
States. 
Musician: Paul, what about the Pete 
Townshend thing? He wrote an article 
about you in Time Out (an English 
weekly magazine). Why do you think the 
two of you have been lumped together? 
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with GHS BRIGHT BRONZE acoustic guitar strings Tem-
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Weller: Well, you've got to look at it this 
way. Suppose I'd never played a Ricken-
backer guitar. Say I started out playing a 
synthesizer, but still had written all those 
same songs like " In The City," no one 
would even have talked about Pete 
Townshend. That's basically what it is. 
But the bond thing, the link between me 
and Townshend is a press thing. We've 
got as much in common as I have with 
that chair over there. There's like twelve 
years between us or something... which 
is a difference for a start. But I had a lot of 
respect for Pete Townshend. He seems 
to have a lot of integrity, still. And he 
seems to me to be very honest. But I also 
feel sorry for him because I think he's 
out of touch. However much he seems 
to think he is, he's not. 
Musician: Why not? 
Weller: Well, for a start, he said that 
what the Jam is trying to do is very 
honorable, but ultimately it's a waste of 
time. I think anyone who says that has 
got to be out of touch. I can never see an 
eighteen-year-old Pete Townshend say-
ing that. Obviously, with age, you always 
lose sight of some of your ideals and 
values, but if you have any sense, you 
hang onto them. 
Musician: But over a period of time, if 
you try something and it doesn't seem to 
have an effect.... 
Weller: Yeah, I know what you're say-
ing. But that's his own fault. That's his 
fault for going out onstage for the last 
fifteen years or whatever and playing 
"My Generation." Like he's trapped him-
self in. His audience is his prison now, 
but it's a prison which he's helped build, 
by going out and doing the same damn 
things. That's why we don't do any of our 
greatest hits. And we won't play any-
thing off our first two LPs. And whenever 
we have some new songs, we ditch the 
old ones and play the new stuff. And no 
matter how much they want to hear " In 
The City" or "Down In The Tube Station" 
or "Going Underground," it's too bad. 
Because we ain't gonna get stuck in that 
rot. We don't want to get trapped by 
anyone, least of all ourselves. 
Musician: How do you feel about the 
Clash? 
Buckler: First album was good. 
Weller: In the early days they were bril-
liant. But they're sort of like the Stones. I 
mean they're not really a group any-
more, they're more of a myth. People go 
to see the myth of the Clash, they don't 
go to see the group. They don't do any-
thing for me at all. 
Musician: Some of your songs seem 
directly based on other people's songs. 
"Start" is like a rewrite of the Beatles' 
"Taxman" and "Disguises" sounds like 
"I Can See For Miles" and "Town Called 
Malice" has that Motown thing. Is that 
borrowing conscious? 
Weller: "Disguises" was, yeah. ( looks 
over at Buckler and Foxton) Should I tell 
him? It's whatever I listen to at the time. It 
seems to bug other people more than it 
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With all the potential problems in performing 
why make power one of them! 

minate pro m with Pearl's four new Phantom pow-
ered electret condenser microphones. They're designed to be 
used with al advanced power supply (PW-48) operated by an 

AC Adapter for trouble free power at all voltage levels. A bat-
tery operated power supply ( PW-18) for 1 or 2 Phantom pow-
ered microphones is also available with a condenser cou-
pling for leakage free operation. 

A few of the many advantages of these rew models are 
internal amplifier (no out-
put transformer needed) 
• output voltage 3.5V 

at maximum SPL 

• current drain less than 
3ma • 0.5% total harmonic CR 

distortion at high levels • in-

ternal attenuator switch 
—"-increases maximum eve' 

allowing you to mike brass and 
percussion instruments cleanly 
• supply voltage is 12VDC to CR45 

48VDC (006P 9V battery with CR57-
CR55) • CR45 with internal pop filter 
included • CR57 right angle unidirec-

tional cardioid polar pattern • CR55 
unidirectional cardioid polar pattern. 

Both CR55 - CR57 have a condenser 
element isolat:on system minimizing 
both stand and hand held noise. 

The sound produced is both wide range and 

musical extending from 30 to 20,000 HZ, coupled 
CR57 

with the quality and durability you have come to 

expect from Pearl. You will be making your best sound choice when 
you choose Pearl Phantom Powered Microphones. 

Write for complete specifications on these and other new exciting Pearl products. 

• 

A product of 
Pearl International, Inc. 
408 Harding Industrial Dr. 
Nashville, Tennessee 37211 

Sold in Canada exclusively by NUCO Musical Instruments, Ltd., Markham, Ontario. 



EXCERPTS OF AN 
INTERVIEW WITH 
JOE JACKSON, 
FOLLOWING THE 
COMPLETION OF 
HIS LATEST ALBUM, 
"NIGHT AND DAY, 
WHICH WAS 
WRITTEN AND 
RECORDED ENTIRELY 
IN NEW YORK CITY. 

INTERVIEWER: Does the album title, ' NIGHT AND DAY," 
reflect 24 hours a day in the city? 

JOE JACKSON: Yeah. Since moving to the city, I've seen 
many bizarre things while walking the streets. There 
is an amazing wealth and diversity of music going 
on here. I was describing a mood, a feeling of 
optimism. I feel this album is very optimistic. All 
the really uptempo stuff is called the " Night Side;" 
whereas the ballads are on the " Day Side Night-
time represents excitement. Daytime is when you 
have to cope with life and think about what's 
happening — and get over your hangover...like 
the point between getting over one hangover and 
acquiring another. 

INT: The tracks from the "Night Side" all run into 
each other at a fast-driving, infectious pace... 
IL I thought it would make it that much more 
intense— like being in a club where every record 
cross-fades into the next. The poor, unfortunate 
listener doesn't have a chance to collect his thoughts 
—or take a breath! The side's last cut, "Steppin' Our 
is a song about the romance of nightlife... 

INT: What do you think it is, about nightlife, that gets 
into people's blood? 
.1.1.: Because it's fun, you know? 

INT: "Breaking Us In Two' opens up side two. You've 
called it the "Day Side" because you like to take it 
a bit slower and easier... 
LI: This album is a 50/50 mix, which I think is nice. 
If you feel in the mood to listen to some ballads, 
you can just put the "Day Side" on. 

INT: It seems you're not afraid to sing with conviction 
and emotion, which is rare today. 
.1.1.: Yeah. You know, people are too concerned 
with whether they're going to appear cool, or hip, 
or whether their "street" credibility will suffer if they 

do this, or that. No one's going to be hip forever. 
Who cares. The important thing is to follow your 
instincts, and produce the best music you can. 

INT. Again, from the "Day Side the cut "Real Men" 
really grabs people. It's dramatic, almost Phil 
Spectorish at times. The instrumental is quite clear 
and the words are striking. They mean something. 
Ji. : Yeah. Well, hopefully that's true. It's a song 
about the age old bottle of the sexes. Times are 
changed, but no one's really quite sure what the 
score is. I think your average male has had his 
masculinity and supremacy threatened to the point 
where he's not sure what it is he's supposed to do. 
Intelligent, forward thinking, in the sexual arena, is 
being done by women. It's all about the way stereo-
types have reversed, turned upside down and 
become meaningless. 

INT: Will you begin touring? 

We start off going all over Europe and England. 
We end up doing the biggest tour ever, of the 
States— four or five months. We have a few days 
off, now and again, to try and prevent ourselves 
from going crazy, but we'll be covering the whole 
country Canada, as well. 

INT: All of your albums have been so different... 
Any hints on the next? 
IL I've got a few ideas, but I'm not saying... 

"People are too concerned with whether they're going to appear cool, or hip, 

or whether their 'street' credibility will suffer if they do this, or that. No one's 

going to be hip forever. Who cares. The important thing is to follow your instincts, 
and produce the best music you can:' 

JOE JACKSON 

JOE JACKSON'S BEST MUSIC 

NIGHT AND DAY 

ON ARM RECORDS AND CASSETTES. 
Co-produced by David Kershenbaum and Joe Jackson. 
©i982 A&M Record, 11‘ All Rghn Rnened 



Have you looked into synthesizers? Not the toys sola in department 
stores or radio shops, but a real tnusical instrument! The Pro-One 
from Sequential Circuits has more features aé a lower pr ce (only 
$745!) than any other professional monophonic, singl -voice 
synthesizer. 
You don't necessarily need to be a keyboardist to play t e 
Pro-One; especially with features like the built-in se 
quencer, arpeggiator, repeat, drone, glide, and 
double-modulation. 
The Pro-One can also be used as a sophisticated 
signal processor for any other instrument by 
plugging a microphone or pickup directly 
into the back panel. 
If this is your first synthesizer, use theie 
"buzz words" as a comparison guide 
and don't be discouraged; the Pro-
One is remarkably easy to under-
stand and grow with. 
Sequential Circuits hat been de-
signing state-of-the-art syn-

thesizers for years, starting 
with the first fully program-
mable polyphonic synihe-
sizer — the Prophet-S. Pt's. 

no wonder the industry 
and musicians alike have 

dubbed the Pro-One 
"clearly— superior. 

Look into it and 
see for yourself! 

• 

The new stendord in monophonic synthesizers" For »ore information, see your dealer, or write Sequen/id / Circuits, Dept /, 305/ /V. First St, Son Jose, CA 95/34. 



does me. I don't see any sort of frontier 
when it comes to writing music. No lim-
itation. Like I'll use anything, any riff that I 
hear, if it suits me and what we're doing. 
'Cause there are only a certain number 
of notes in a chord or in a scale. So I 
don't see how it really matters. It 
depends on how you use it, I think. If you 
don't actually do anything with it, then I 
would agree that it's a pretty pointless 
exercise. But I always think I use it in a 
good way. But it's not particularly that 
conscious most of the time. It's just 
whatever I listen to, I'll get into it and I'll 
want to try to reproduce something like 
it. Not copy it, but do something with it 
myself. And not just the Motown or 60s 
stuff. It could be anything whatsoever. 
Like I think Pigbag is a good example of 
that. Like "Precious" and "Circus" on 

The Gift LP. I listened to their stuff. But I 
think it's a good thing. I find that very 
positive. I'd like people to do that with our 
music. 
Musician: Paul, when you were a teen-
ager, you got into Mod. Yet at that point 
Mod was a thing of the past. Is Mod a 
philosophy for you? 
Weller: Don't know. Couldn't explain it 
to you. It's just the sense of purpose. 
That's why kids get into those cult things 
anyway, 'cause they don't feel part of 
anything else. Put on a certain wardrobe 
of clothes and you are something. That's 
always been the way it is in England. 
That's the way it started for me as well. 
Not so much now, 'cause I'm older. But I 
still believe in that. It's the same feeling 
as the Jam, that gives you a sense of 
purpose as well. Maybe there's no real 
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"As a rock drummer I need the power to cut through the other 
instruments in the band. My cymbals have to deliver when I want 
that power crash or cutting ping. My sticks have to be extensions 
of my hands, strong, but also absorbent for the punishment that 
they're about ro take. Drums ore a key part of our music. If I can't 
be heard, there's no point in being there. That's why I use 
Camber." 

ALICE COOPER BAND 

r —For further information and our FREE booklet -How To Choose A 
I Cymbal.'" please fill our this coupon. MU - 9/82 

I Name _ 

I Address   

City   _ Zip 

I My Music Store Name 

HOW 
TO CHOOSE 
A CYMBAL 

CAMBER CYMBALS &STICKS 
101 Horton Ave., P.O. Box 807, Lynbrook, N. Y.11563 

sense at the bottom of it anyway. But it 
means something to me. It's that English 
thing. They've always had that, always 
gotten into these little cult things. 
Musician: What kind of responsibility do 
you feel to your fans? 
Weller: Well, not a total one. Our 
responsibility, I think, is just to be honest. 
And also trying to give something in the 
music. I don't like to talk about the mes-
sage, that sounds a bit dated, but just in 
the lyrics and what we're saying and 
what we're doing, just have some kind of 
message of hope or some kind of 
strength they can get from it. Just so 
they'll know someone is on their side, I 
suppose. If you make people think, that'll 
be something. 
Foxton: Mostly I think it's worthwhile to 
go on believing in people. At the end of 
whatever period of time we last, if some-
one, somewhere definitely got some-
thing out of what we're singing about, 
talking about, then it's going to be 
worthwhile. 
Weller: It's like the case of this one per-
son from Newcastle who listened to the 
LP and started to get a union thing 
organized where he worked, just from 
listening to songs like " Running On The 
Spot" and "Ghosts," where the basic 
thing was that you've got the power to 
take things into your own hands. Now, 
that's just one isolated case, and it's like 
a piss in the ocean compared to the 
major things, but at least that's one per-
son who's done something. I'm sure 
there are a lot more instances than that 
one person. A world could be built if we 
got through. Maybe that's it, maybe it's 
just a question of minor conquests, but 
they add up to something. 
Musician: Is this something you think 
about a lot, this question of having an 
effect? 
Weller: I just see our country...1 mean, 
it's gone down the pan, economic-
ally... it's emotionally depressing. I just 
think of the Jam as helping to pull it out of 
that.. Not because we're marvelous or 
the new messiahs, but because I don't 
want to see it happen. So that's basically 
where my motivation comes from. Being 
an Englishman, my main concern is 
where I live. I see young people who are 
so reactionary and it's because of all the 
crap in the last ten years, politically and 
economically. I just like to think we could 
help pull young people out of that. 
We deal in common sense, really, and 

a lot of people in England have lost sight 
of common sense. Like on the last tour, 
some people in our audience, when the 
Falklands thing was starting, were say-
ing, "Well, I'll probably go and fight." I 
couldn't believe it, from seventeen- and 
eighteen-year- olds. I thought, "At least I 
wouldn't think that way, whatever the 
situation." 
Musician: What did you say to that kid? 
Weller: I said, "You're bleedin' mad!" 
What has it ever done for you? It 
depends on what you're fighting. The 
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Obsession 
with 

Excellence... 
"The PL80 is the 
only mike I'll use!" 

The consistently high quality of 
Crystal's standing-room-only concerts 
is a demonstration of her obsession 
with excellence and it says a lot about 
the equipment she chooses to use. 

The PL80 was designed for enter-
tainers. Entirely new applications of 
available computer-assisted tech-
nology were used to ensure that the 
PL80 performed exactly as it was 
originally designed to. Extensive field 
testing we croups like Journey and 
stars like Crystal Gayle were used to 
check the designs every step of the 
way. That is Electro-Voice's obsession 
with excellence. 

The result is an entertainer's micro-
phone that sounds exactly like you 
want it to. Its crisp high end and mod-
est bass boost enhance a perform-
er's voice without compromising the 
performer's vocal quality. And it 
sounds that way on stage. not just in 
a stenletest environment. 

"I've used a lot of other mikes in my 
career and without doubt the PL80 
gives my voice a truer sound than 
I could ever get using any other 
microphone:' That is Crystal Gayle's 
obsession with excellence, and her 
statement says it all! Give your voice 
the sound it deserves. Get your 
voice a PL80 at your Electro-Voice 
PL microphone dealer! 

Crystal Gayle insists on using 

the Electro-Voice PL80 microphone. 

o 

ElectroVoice 
a ilton c °moony. 

600 Cecil Street. Buchanan. Michigan 49107 

In Canada - 
Electro-Voioe, Divo! Gulton Industries ICanadeLtd.. 
345 Herbert St Gananoque. Ontario K7G2V1. 



Come and listen to the 
most famous names in 
jazz. Some time this year, 
somewhere near you, 
they'll be playing 
and singing their 

unforgettable 
sounds. Don't 

miss them. 

Kings, 16 mg. "tar", 1 . 1 mg. nicotine; Longs, 14 mg. "tar", 
1 . 0 mg. nicotine ay. per cigarette, FTC Report Dec.'81. 

Warning: The Surgeon General Has Determined 
That Cigarette Smoking Is Dangerous to Your Health. 



KOOL JAZZ 
FESTIVALS, 1982 

Washington. D.C. 

San Diego 

Orlando 

Philadelphia 

Pittsburgh 

Atlanta 

Hampton. Va. 

New York 

Minneapolis 
St. Paul 

Cincinnati 

Seattle 

Milwaukee 

Newport, R.I. 

Chicago 

Detroit 

New Orleans 

Houston 

Dallas 
Ft. Worth 

San Francisco 

Los Angeles 

May 29-30 

May 30-June 5 

June 4-13 

June 6-13 

June 13-20 

June 21.27 

June 24-27 

June 25-July 4 

July 12-11B 

July 12-17 

July 30.Aug. 6 

Aug. 11-15 

Aug. 21-22 

Aug. 30-Sept. 5 

Sept. 1-6 

Sept. 17-19 

Sept. 16-19 

Sept. 2326 

Nov. 6-12 

Nov. 6-10 

Famous soloists 
corne hear 

Count Basie 
George Benson 
Davel3mbeck 
Omette Coleman 
El:a Fitzgerald 
Stan Getz 
Dizzy Gillespie 
Benny Goodman 
Spyro Gyra 
Herbie Hancock 

to big bands 
them all! 

Carmen McRae 
Geny Mulligan 
Oscar Peterson 
Preservation Hall 

Jazz Band 
George Shearing 
Mel Tormé 
McCoy Tyner 
Sarah Vaughan 
Weather Report 

Al Jarreau Joe Williams 
And many, many more. 

(Not áll artists appear at every festival.) 

There's only 
one way to 

play it. 

Free Festival brochure 
write to P.O. Box 2526 
Highland Park. IL 60035 
or call 513-321-5557 
Specify city or cities. 
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Left, bassist Bruce Foxton; letter, drummer Rick Buckler; leftest, Paul Weller. 

Second World War was a different situa-
tion; you were fighting someone like 
Hitler. But like Vietnam, a situation like 
that, when you're fighting for nothing. . 1 
don't know. There's a lot of people who 
feel the way that kid did, young people 
...which is frightening. 
Musician: Do you believe that a song or 
a band can affect people in a significant 
way? 
Weller: Well, going by my own experi-
ence, there are songs that affect me. 
Musician: Sure, but looking back over 
the past fifteen years, despite bands in 
the 60s with good intentions and positive 
messages, things seem to be getting 
worse. Reagan, Thatcher.... 
Buckler: Whose fault is that? Who put 
them there? 
Weller: Probably all the people who 
were dropping out, listening to all the 60s 
music. Some of them must have voted 
for Reagan. 
Musician: Then what can a song do, 
what's its secret weapon? 
Buckler: The communication thing: 
what can you do, you're only one per-
son? But if you realize that there are 
other people who have the same views 
as you, well at least you can say to your-
self, "Well, I'm not alone, so maybe the 
problem isn't that difficult" If you want 
things to change, you don't have to vote 
for all these cruddy people. You don't 
feel so alone. In England you get the 
apathetic thing where everybody's say-

ing, " I don't care who's in the govern-
ment 'cause they're all as bad as each 
other." There isn't a whole lot of alterna-
tive, I know. 
Weller: I don't know to what extent you 
can really change things with music. 
The Beatles, at one point in time.. I think 
they could have, if they had chosen to 
use it in that way. I'm not sure. 
Musician:Lennon tried, bed- ins for 
peace.... 
Weller: People are basically lazy. 
Whether it's a political party or a pop 
group, as long as they just agree with 
what those people are saying, that's it. 
That's where they think their responsi-
bility ends. "Oh right, so we agree with 
the Jam. I agree with all they say ' n their 
lyrics." That's it. You know what I mean? 
Buckler: That's a good start. 
Weller: But it never goes any further 
than the bedroom. So it's not even up to 
us. I suppose the more you think about it, 
the more deoressing it is. 
Musician: What can a band actually 
do? 
Weller Well, the thing is you don't know 
untii you try and find out. A lot of people 
say, "You're wasting your time Music 
can't achieve anything more than make 
people dance.' But until you actually try 
it, you don't really know. So maybe it is a 
waste of time. You might find out in the 
end that it's a waste. But it's better to try 
than to give up and join the rest of the 
sheep. That's the way I see it. 





AFTER. 
ROLLING SOUND. If your act involves amplified music, then 

practicinc or playing on the move can mean carrying a heavy load. 

Enter Yamaha's Producer Series—the portable, affordable, 
_ battery-operated sound system that lets you and your music 
-- get around. Easiy. 

Plug your electric guitar, bass, or keyboard into the MA10 

Headphone Amplifier, add a pair of MHIO Stereo Headphones, 
and get rolling with the greatest sound going. 

The MA10 delivers your 
sound any way you want — 

from squeaky clean to 
crunchy raunch And 

a built-in elec-
tronic delay adds 

a synthesized stereo effect 
for that wide open sound. 

Interconnect more 
MAlOs and 
MH10s, and the 

whole band can 
practice or play in complete privacy. 

And by adding the MMIO Stereo 
Mk/Line Mixer, you can further enhance 
your instrument mix possibilities. 

o Or plug the CS01 Micro Mono-
phonic Synthesizer into the MA10 and 
create an orchestra of sounds 
yourself. 

However you go with it, the 
versatile, affordable Producer Series 
really gets your music rolling. 

For more information, ease on down 
to your Yamaha dealer. Or write: Yamaha 

Combo Products, Box 6600, Buena Park, CA 
90622. In Canada, Yamaha Canada Music Ltd., 

135 Milner Ave., Scarborough, Ont. 
MIS 3RI. 



R.E.M. 

Just as there is the Motown sound, an 
ECM sound, and the sound of money 
rolling into Asia's bank account, there 
is definitely an Athens, Georgia sound. 
Maybe it's in the local drinking water or 
something they put in the cafeteria 
food at the University of Georgia. But 
whatever it is, it has made the B- 52's 
young America's favorite party band 
and spawned an astonishingly long 
line of exceptional post- punk dance 
bands that includes gang of avant-
funking four Pylon, minimalist power 
duo the Method Actors, art- surf instru-
mental miniaturists Love Tractor, and 
now Next Big Thing R.E.M. 
You hear this "sound" first in the 

bottom, the hydraulic 4/4 pump of the 
drums and combined brute upper-cut 
and subtle harmonic articulation of the 
bass. Over this there is often just one 
guitar—sometimes two or the odd Vox 
Continental organ, as with the 8-52's 
and Love Tractor—dancing in expand-
ing melodic circles, not actually play-
ing leads but rather shifting glassine 
arpeggios and church-bell chords that 
spread a liquid resonance over the 
spartan rhythm thrust. Instead of sing-
ing, the vocalists engage in a kind of 
linear monologue, a highly stylized 
singspeak ranging from Fred Schneid-
er's class clowning with the 52's to the 
breathiness of Pylon's Vanessa. 
R.E.M.—which stands for rapid eye 

movement, the deepest high-dream-
ratio portion of sleep—have added an 

R.E.M. 
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important new wrinkle to the Athens 
method by adapting it to pop songs. 
There is something of Pylon's jagged 
nuevo fur,k propulsion in their dance-
floor attack, certainly a strong hint of 
the B-52's go-go aesthetic in singer 
Michael Stipe's St. Vitus frugging 
onstage. But where many of the 
Athens mob tend to write forceful 
rhythmic structures instead of shower-
singing tunes, R.E.M. cast a potent 
spell with an accessible, aggressive 
fusion of 60s pre-acid classicism, the 
streamlined angularity of current Brit-
pop, ana hellhound garage- punk 
drive—the way the Fifth Dimension 
Byrds, U2 and the Music Machine 
might sound together in one room. 
The magic certainly works long-

distance. The group's 1981 indie sin-
gle debut "Radio Free Europe" / 
"Sitting Still" was a dark- horse winner 
in the Village Voice critics' poll, 45 rpm 
division, on the strength of its sunny 
wrap-around hooks, an organic syn-
thesis of afrnost pleading melodic gen-
tility and celebratory dance spirit in the 
arrangements, and the band's own 
brash exuberance with Peter Buck's 
ringing guitar figures underpinned by 
bassist Mke Mills and drummer Bill 
Berry's emphatic step. Although it 
suffers from dry, rather indifferent pro-
duction, R.E.M.'s new I.R.S. EP, 
Chronic Town, goes the single five bet-
ter with a quintet of stirring originals 
that incorporates British Invasion revi-
sionism ( note the structural parallels 
between "Gardening At Night" and the 
Records' "Starry Eyes"), the dark yet 
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graceful lyricism of vintage Love and 
their spiritual descendants Television 
(the driving cathartic "Carnival Of 
Sorts: Boxcars"), and the crack swagger 
of modern punk-funk ("1,000,000"). 
Through it all, Michael Stipe sings with 
the steely expression of the Hollies' 
Allan Clarke combined with the gut-
teral bleating of Roky Erickson. 

But based on a wired, wonderful 
workout at New York's Danceteria this 
past spring, neither record prepares 
you for R.E.M.'s stage rage—the 
explosive Who-ish collision of Buck's 
metallic guitar bash and Townshend-
ian variations on the pogo, the bullish 
Rickenbacker boom of Mills, the 
steady slam by Berry. A strangely 
arresting figure in his ragged sweater, 
Stipe breaks into a psycho-watusi and 
pounds his chest vigorously for 
vibrato, whipping his body across the 
stage the way Roger Daltrey slices the 
air with his microphone arc. Yet this 
whirling dervish energy never cancels 
out the native tunefulness of these 
songs. 
The last year has shown that there 

is assuredly a new pop in the Ameri-
can air. It's already part- dB's, part-
Fleshtones, part- Bongos. Now it's 
part-R.E.M. A very big part. — David 
Frir•kp 

MARIANNE FAITHFULL 
The first thing I overhear is this kid in 
black jeans and a Jim Morrison T-
shirt —"She wouldn't be doing any of 
this if she hadn't been Mick Jagger's 
girlfriend." This, in a nutshell, is the 
curse of Marianne Faithful'. It's a curse 
that has made the establishment of an 
independent career an uphill and 
often backwards-sliding struggle. 
The cult that formed around 

"Broken English" lifted at least half of 
this curse. This comeback album, 
made after too many years of being 
notorious rather than productive, 
forced even Marianne's worst detrac-
tors to admit that she could actually 
make records. What remained to be 
seen was whether she could cut it on a 
live stage. 

There's one school of thought that 
looks on it as a near- miracle that Mari-
anne Faithfull should be able to get 
onto a stage at all and that she be 
awarded points accordingly. An abor-
tive gig at the Mudd Club in 1980 
added a good deal of weight to this 
argument. I still can't go along with this 

idea. Rock has come too far and wea-
thered too much for it any longer to be 
a triumph if an artist makes it to the 
microphone semi-sober. 
On the night in question, and on this 

most basic level, Marianne passed all 
the tests. Looking cute- after- all-
these-years in a wide Panama hat, 
she stood up for the whole lengthy set; 
her rasping nicotine and cognac voice 
showed no real signs of strain and 
she presented a show with no visible 
lack of concentration. In fact, Mari-
anne went a lot further than the min-
imal essentials. The most important 
fact is that she has a band that seems 
singularly devoted to providing her 
with the maximum support so that 
Marianne can, unequivocally, make 
herself the center of attention and the 
star of the show. 
From an opening with (you guessed 

it) " Broken English," they stuck close 

Marianne Faithfull 

to the recorded material. This was not 
surprising. Both Barry Reynolds and 
Terry Stannard (guitar and drums) had 
worked on the two Island albums and 
Reynolds had been Marianne's major 
songwriting collaborator over the last 
couple of years. Fernando Saunders 
on bass and keyboard player Godfrey 
Wane were acceptable and super pro-
fessional acquisitions. Together, the 
four of them managed to pull off the 
perfect backup band trick of being 
simultaneously smooth, tight and 
unobtrusive. The band has the knack 
of being oddly timeless. Wane's key-
board patterns kept matters firmly 



rooted in the 80s while Reynolds's 
occasional " Keithisms" nod in the 
direction of the broader traditions of 
both Marianne and rock in general. 

At first this holding to record was 
fine, but, atter a while, a problem 
started to develop. Most of the original 
materia! came under the loose head-
ing of dramatic, mid-tempo angst. 
Unfortunately all the tunes that they 
chose to cover were also mic-tempo 
angst. ( Lennon's "Working Class 
Hero," the Buffalo Springfield's "For 
What it's Worth," Springsteen's 
-Because The Night," "The Ballad Of 
Lucy Jordan.") 

This made for a definite monotony 
as the audience was led down the 
length of the show. Marianne has a 
limited range and only a small reserve 
of vocal tricks. Her major asset is a 
finely tuned sense of drama. On 
record, she can easily get away deliv-
ering shock-value lyrics with a hoarse, 
world-weary deadpan and occasion-
ally leaping desperately for a near-
impossible note. Onstage it works for 
each individual number but when be 
technique is repeated on song after 
song, attention starts to waver. Mari-
anne has a sense of drama but her 
pacing is non-existent. You start pray-
ing that she'll do some uptempo shout-
ing or, at the other extreme, include the 
wrencning "Sister Morphine"—any-
thing for contrast. 

Despite this blindness to the dynam-
ics of a show, Marianne Faith( ull still 
has something for rock ' n' ro I, a pres-
ence, a kind of courage. If she could 
pull her act into tighter focus, she 
could be rock's equivalent of Marlene 
Dietrich ( I don't doubt she entertains 
that fantasy). I don't know if she man-
aged to change the mind of the kid in 
the Jim Morrison T-shirt. I just hope 
she made him aware that he was wit-
nessing a display of class, maybe 
damaged class, but class all the same. 
— Muk Farren 

ANTHONY BRAXTON 
As part of the "Composers' Concerts" 
sponsored by the Kitchen at Sym-
phony Space, featuring the music of 
Braxton and Muhal Richard Abrams, 
Braxton's two nights represented a 
small milestone in his continuing bat-
tle to be accepted as a serious com-
pose'. Presenting works currently 
available on record—"Composition 
95" .(Arista) and "Composition 98" 
(hat Hut)—the first night brimmed with 
all the elements of Braxton's music for 
which his critics love to flagellate him. 
It didn't swing in the traditional way 
and if you put your perceptLal blinders 
on, much of it sounded " European." 
He has received a wealth of critical 
acclaim and yet been the primary 
brunt of nasty comments about effem-
inate, white sounds and selling out 
one's black heritage. But after all the 
rhetoric blows by, Braxton's music 
remains constantly searching, deli-
cately poetic at its best, emotionless at 
times, yet always interesting, creative 
and intelligent. In effect, Braxton con-
tinues to deliver the same message 
Lester Young used to: " Play from your 

mind not just your gut." 
Braxton's first night at Symphony 

Space offered a taste of Braxton as 
multi- instrumentalist and composer. 
Not that there's really any difference 
between the two, but I still heard peo-
ple walking into the first set, devoted to 
Braxton's work for two pianos, asking 
questions like, "Where's Braxton? 
Who are these pianists in black 
robes?" The two pianists were Ursula 
Oppens and Fredric Rzewski, the per-
formers Braxton had in mind when he 
composed the piece. A part of Brax-

Anthony Braxton 

ton's series of ritual and ceremonial 
works dealing with "the meta- reality 
dynamics... conceived with extra-
vibrational intentions,' "Composition 
95" begins with the haunting melodica 
motif that weaves its way through the 
work in many different guises, return-
ing at the end in its pure form as a 
slowly vanishing melodica vamp. The 
two pianists exchange themes and 
textures in a hypnotic ebb and flow of 
dynamics and moods. The work left 
me with the ultimate impression of the 
restless and cyclical nature of human 
spirituality. There are few pianists who 
could have performed Braxton's com-
position with the insight and convic-
tion that Oppens and Rzewski brought 
to it. 

"Composition 98" eatured the for-
midable talents of trombonist Ray 
Anderson, pianist Marilyn Crispel, 
trumpeter Hugh Ragin and Braxton 
dealing with various techniques of 
notating music. The work moved 
through pointed horr sprinkles, build-
ing multi- phonic sto"rn clouds, Cecil 
Taylor thunder claps to the softly glow-
ing finish, a string of contrasting cells. 
You could visualize a score filled with 
directions like, "glissando here," " col-
lective improvisatior here," " harmon-
ics here" and so or. But what could 
easily have been sterile in less capa-
ble hands was shaped into a vital per-
formance by Braxton and company. 
Anderson and Ragin, two of the most 
powerful new voices on their instru-
ments, knew exactly what Braxton 
was after, while Braxton ran through 
his arsenal of instruments, projecting 
a distinct personality on each. Crispell E
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had an exceptionally strong command 
of Taylorisms, as well as possessing a 
clearly punctuated style of her own. — 
Cliff Tinder 

RALLY FOR NUCLEAR 
WEAPONS FREEZE 
The June 12 disarmament rally for 
nuclear weapons freeze was the larg-
est demonstration in American his-
tory. By 2:30—as perennial protester 
Joan Baez sang John Lennon's 
"Imagine" a stone's throw away from 
where the composer was shot-
600,000 marchers had already 
squeezed shoulder-to- shoulder onto 
the Central Park lawn, and another 
300,000 were still streaming north on 
Fifth and Seventh Avenues. If the 
crowd's epigram- studded T-shirts and 
buttons were any indication, their con-
cern was far more political than musi-
cal. At times the music from the big, 
high-tech stage seemed irrelevant to 
the issue of nuclear holocaust. More 
often, though, it was the axe-grinding 
speakers who strayed furthest from 
the topic at hand, while the musicians 
provided the afternoon's most inspir-
ing moments. 

Linda Ronstadt was in good voice, 
but it was hard to understand what a 
sluggish version of "Tumblin' Dice" or 
a lovely version of " Blue Bayou" had 
to do with the day's themes. Rita Mar-
ley wasn't much better as she closed 
the show with dope-smokin' and Jah-
worshiping songs from her own album 
and totally negleced her late hus-
band's political songs. Pete Seeger, 
though, once again displayed his 
sense of the moment by jumping 
onstage with his banjo just before the 
park curfew to lead the crowd and 
Marley's band in a reggae-tinged " If I 
Had A Hammer." 
James Taylor responded to the sen-

timental solidarity of the march's wildly 
successful turnout with a nicely 
understated version of the sentimental 
"You've Got A Friend." He gave his 
own "Stand And Fight" an angry rock 
'n' roll defiance. He chose oldies that 
offered encouragement to the snow-

balling nuclear freeze movement; he 
sang Ike & Tina Turner's "Think It's 
Gonna Work Out Fine" with Ronstadt; 
he sang Smokey Robinson's " It's 
Growing " with Chaka Khan. Finally 
Taylor and John Hall sang "Children's 
Cry," which they and Johanna Hall 
had written specifically for the march. 
It was a simplistic but nevertheless 
effective sing- along anthem: "Feel the 
earth; see the sk» Hear all the child-
ren cry/ That we intend to live/ And 
it's the bomb that has to die." 

Like Ronstadt and Taylor, Jackson 
Browne used the "Peter Asher Band": 
Waddy Wachtel, Don Grolnick, Dan 
Dugmore, Leland Sklar and Rick 
Schlosser. Browne pushed them into 
an irresistible rock ' n' roll momentum 
on his duet with Gary U.S. Bonds 
("The Pretender") and on his duet with 
Bruce Springsteen (" Running On 
Empty"). Yet the show's highlight 
came when Browne left Springsteen 
alone onstage to strum a white acous-
tic guitar and blow echoes of a 1963 
Bob Dylan through his wire- held har-
monica. Springsteen sang "Promised 
Land" in a slower, sparser form than 
he ever has with his band. The deliber-
ate pace and mournful harp notes 
reflected how experience has left the 
songwriter wiser and wearier. It gets 
harder and harder to claim, " I still 
believe in the promised land," but 
Springsteen stubbornly held out that 
hope to the marchers. 
The superstars onstage weren't the 

only musicians to contribute to the 
march. More than a hundred players 
volunteered to help the Bread & 
Puppet Theater lead the march with a 
ten- block puppet procession that 
crystalized the day's themes in visual 
and musical imagery. Two dozen per-
cussionists created a crazed military 
march as a bone-rattling giant skel-
eton army danced the dance of death 
and dog-faced, stilt- legged red dem-
ons celebrated the end of the world. 
Giant white cloth birds fluttered atop 
10-foot sapling rods as an ad hoc 
conch shell band sounded seagull 
cries off the glass skyscraper walls. — 
Geoffrey Nimes 

Jackson Browne and Bruce Springsteen 



Stubborn Survival and the 
Paradox of Permanent Revolution 

Clash 
Joe Strummer points at the rough-
hewn crop of Mohawk hair that flares 
from the top of his head, his thumb 
cocked back like a hammer on a 
pistol. "You know why I did this, 
don't you?" he asks, leaning forward, 
a conspiratorial smile shaping his 
lips. We're seated in a dressing room 
backstage at the Hollywood 
Palladium, where the Clash are 
midway through a five-date 
engagement—their first appearances 
in Los Angeles since the group's 1980 
London Calling tour. Strummer and 
his bandmates—guitarist Mick Jones, 
bassist Paul Simonon and drummer 
Terry Chimes—are about to hit the 
stage for the afternoon's peremptory 
sound-check, but first Joe wants to 
share a little revelation about his 
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newly acquired headdress. 
"I did it," he says, "to try to force some confrontation this 

time around. I wanted people to react to it, to ask me just what 
the hell I'm on about. I thought it might stir up a little friendly 
conversation, if you know what I mean." 

"And has it?" I ask. 
Joe gets a look that's part disappointment, part bafflement. 

"No, not much. Maybe people find it a little too scary, you 
know, too serious. Over here, you Americans never seem to 
know how to take matters of style. It's like you view it as a 
threat, as rebellion. In England, style signifies, um. like iden-
tity. I would never equate something as simple as a radical 
haircut with a true act of rebellion." 

"So, Joe, then what is true rebellion? Because cultural revolt 
seems to be the signal thing the Clash stand for in a lot of 
people's minds." 
Strummer regards the question in silence for a few 

moments, then fixes me with a level stare. "Cultural revolt 
...I'm not sure that's it exactly. But I'll tell you what I've come to 
think real rebellion is: it's something more personal than that — 
it's not giving up. Rebellion is deciding to push ahead with it all 
for one more day. That's the toughest test of revolt—keeping 
yourself alive, as well as the cause." 

'NK PERSEVERANCE 

Perseverance as revolt: the notion may seem a far cry from the 
brand of immediate, imperative, insurgent passion that made 
Joe Strummer's early exclamations seem so fearsome and 
world-wrecking—the youth- prole sentiments, stricken terror-
ist manifestos and iconoclast allegations that stoked incen-
diary rally calls like "1977," "Guns On The Roof," "White Riot" 
and "Safe European Home"—but at the same time, no other 
band in recent history has made stamina stand for as much as 
has the Clash. 

Indeed, over the lightning distance of six years, four U.S. 
tours (and at least twice as many U.K. treks) and five album 
sets (comprised of eight LPs and a hundred songs), the Clash 
have managed to stake a larger claim on questions of cultural, 
political and moral effect —place greater weight and liability on 
the purposes of rock 'n' roll—than any other band since the 
Beatles, the Rolling Stones or the Who. Probably the only other 
band that compares with them in terms of social and aesthetic 
force these last ten years is the Sex Pistols—and their design, 
it seems, was simply not just to raze popular culture—by 
making it accommodate visions of moral terror and social 
murder—but also to level the world around it, themselves 
included. The Sex Pistols could never have made a second 
album, and chances are they always knew it— but then mak-
ing records wasn't their long suit. For the Clash, making music 
is a way of making further possibilities of life, a way of with-
standing inevitable defeats—a way of "not giving up." 

Yet trying to live out revolt as daily ethos can be a steep act; 
for one thing, it means no doubling back. Since 1977, each 
new Clash release has sought to outdistance its predecessors 
in bold and irrevocable ways. Give 'Em Enough Rope (1978) 
magnified the band's musical force, while also broadening 
their sociopolitical focus, from the narrow obsessions of U.K. 
punk sedition to the fiery reality of the world outside—a world 
mired in tyranny and aflame in blood and mutiny. London 
Calling, at the close of the following year, carried revolt over to 
the means of style and the object of history—resulting in the 
band's most sharply crafted, popularly accessible effort to 
date. It also resulted in a resounding statement on how to live 
heroically and honorably in a world where such notions spell 
certain disillusionment and probable subjection ("Clamp-
down," "Death Or Glory"). And then, in 1980, the group issued 
their uncompromising, bulky masterwork, Sandinista!—an 
opus that tried to expand the vernacular and sensibility of 
popular music by melding rock's form with remote cultural 
idioms— like reggae, gospel, Euro-pop, American funk and 
rap—and unflinching social realities; in other words, by mixing 
dread with innovation, for matchless effect. Overall, what has 

emerged is a body of work that has upped the ante on punk — 
f orced it to reach outward, to risk compromise, to embrace 
conflict, even it if means conflict with punk's own narrow 
presentiments. 
What also results, though, is a kind of self-imposed state of 

contradiction that can, on occasion, seem to undermine the 
group's grandest designs. After all, it's one thing to start out to 
upend rock convention, and quite another to end up pro-
claimed as the World's New Greatest Rock 'n' Roll Band. Yet 
the physical impact of the Clash's live shows, and the stimula-
tive force of London Calling—incorporating, as it did, Ameri-
can symbols and symptoms as text, and American rock ' n' roll 
as context—had just that effect: it made the Clash appear as 
the last great hope, if not preservers, of the very tradition they 
had set out to thwart. 

Yet the Clash have also tainted some of their best gestures 
with a maddening flair for miscalculation and self-importance. 
Sandinista! falls under that charge for many critics and fans 
("Imagine," one writer friend told me, "the audacity, the waste 
behind believing that everything you record deserves to be 
heard; who do these guys think they are—the Keith Jarretts of 
punk?"), though for my taste, it's the Clash's strongest, best 
enduring work, an unrepressed paradigm of creativity. 

Less successful, I think, was last year's late spring series of 
concert events at Bond's Casino in New York (eighteen shows 
in fifteen days), that seemed to indicate on one level the 
Clash's startling naivete( about audience prejudices and busi-
ness concerns, and on another, their inability to adopt Sandi-
nistes range and depth to a live format. ( In true scrupulous 
fashion, the Clash, along with friend and filmmaker Don Letts, 
documented the whole deoacle in movie form: The Clash on 
Broadway, due for release later this year.) More recently, there 
are the problems of Combat Rock—a heavy-handed, strident, 
guileful, muddled album about artistic despair and personal 
dissolution that derives from those conditions rather than aims 
to illuminate them—and, of course, Joe Strummer's widely 
reported defection—or "hiatus," as the group calls it—of a 
couple of months ago. 

Not surprisingly, the Clash worked those setbacks to their 
favor. Strummer returned to the group after a month-long 
sabbatical in Paris (though by that time, virtually their entire 
U.K. tour had been blown out of the water), appearing stronger 
and more resolved than ever before. What's more, Combat 
Rock proved to be the band's most critically and commercially 
successful record in England since 1978's Give 'Em Enough 
Rope (not bad work for a band that had grown painfully, almost 
fatally, unfashionable in their own homeland). 

Not even the loss of Topper Headon —the prodigious 
drummer who had reportedly held great influence on the 
band's recent musical progressivism, only to bail out five days 
before their current American tour for reasons that may never 
be publicly explained—not even that could disarm the Clash's 
resurging spirit. Manager Bernard Rhodes and road organizer 
Kosmo Vinyl simply recruited original drummer Terry Chimes 
(once known, splendidly, as Tory Crimes) on a work-for-hire 
basis, and sequestered him, along with the group, for three 
days of relentless rehearsals. Forty-eight hours later, the 
Clash, the very same Clash that had recorded the group's 
resplendent 1977 debut album, were on tour once again in 
America—a bit battle-scarred, more than a little uncertain at 
moments, but playing with more mastery, unity and momen-
tum than they ever had before. 

In fact, oddly enough, it's the hard-core potency of their 
current shows that may be the only thing to fault the Clash for 
this time around. From the opening edict of "London Calling" 
to the closing salvos of "Complete Control," "Clash City 
Rockers" and "Garageland," these are urgent, clamorous 
throat-throttling shows—as if the band had just jumped out of 
Black Market Clash and onto a stage, replete with ferment and 
sweat. But in that, they're also surprisingly prudent affairs. 
Missing are all the adventurous touchstones from Sandinista!, 
or even the off-center filler pieces from Combat Rock. The 
lamentable "Know Your Rights" and "Should I Stay Or Should I 
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Go?" were the staples here, with occas onal game stabs at 
"Rock The Casbah," "Car Jamming," or tne beautiful, mourn-
ful "Straight To Hell." 
And yet...and yet, though this is the Clash's unabashed 

greatest- hits concessional tour, these were also the most 
moving, powerful and meaningful shows I've ever seen from 
this band. In part, that's because to watci the group now is to 
watch a fellowship of artists, ideologues and rockers who have 
finally come to know the full measure of what it means to live 
out their claims: that it isn't enough to intend to redefine or 
reinfuse pop culture or to connect it to ar explosive real world 
unless you realize that with every new motion, every new 
offering, one has to make good and make better on one's 
original promises. It's also to watch a band that has come to 
realize that they can have those offerings denied, those 
motions deflated, as much by their own misintelligence as by 
any outside force. But mostly, it's to see a band—if not the 
greatest, then certainly the bravest—hell-bent on living out 
and passing along their hard-earned conviction of real revolt: 
keeping their cause deadly, but their effect life-giving. 

ICK .TONES: CIASI I NOW 

For Jones, reality is not necessarily depressing. 

"I'll tell you what makes these shows so strong," says Mick 
Jones, one late afternoon, over eggs and hash-browns at a 
popular Santa Monica Boulevard diner. " It's a celebration: 
we're out there celebrating that we exist—we made it this far, 
we made it another night." 

Jones pauses for a few moments and pokes idly at his still 
unexplored breakfast. "Don't you think people just like it 
because they think they're getting the old Clash this time 
around—the Clash the way it should be? I bet that's what it is." 

"No," I answer, " I think they like it because it seems like an 
explosive, unyielding show. Also, to be frank, because the 
band's never sounded more confide-it or better unified." 

Mick ponders that for a moment as he watches the flutter 

and traffic of the the boulevard. " I think we are playing pretty 
good...1 feel all right about the shows, but I don't feel it's as 
much fun as it used to be somehow. We used to kind of 
explode. We play better now but for me personally.... 

"I'm in a place now where I'm working onstage in accom-
paniment to what Joe's doing with the words. My part of it is to 
hofd it all together, help keep the rhythm section locked. Joe 
stops playing the guitar a lot, you know, and those are 
moments where the instrumentation could use a bit of embel-
lishment, so me hands are going all the time. But also, I'm just 
not going over the top as much these days, leaping about and 
all that. I'm trying to control myself a bit more." 

"But," I say, "you have some of the show's most command-
ing moments, particularly your performances of 'Police On My 
Back' and 'Somebody Got Murdered.' In fact, ' Murdered' 
seems to get the best response of the evening. Every night, 
scores of people yell along on the line: ' I've been very hungry/ 
But not enough to kill.'" 

Mick nods approvingly. "The important thing about that 
song is that it isn't any particular person who gets killed—it's 
just anybody. It's funny, in some places we play, where people 
live in extreme pove-ty — like Northern England—the audience 
seems to understand the line about not killing better. But in 
richer places, people understand the other part better, the part 
about 'Somebody's dead forever.' I think it's their way of saying 
that, even though they might have money, they understand 
they can still lose it all— not just the money, but their lives. But 
the audiences are more mixed here in L.A., aren't they?" 
He starts to pick gradually at his breakfast, now that it's good 

and cold. "America," he says, a thin tone of distaste in his 
voice. "The people here never really took punk or our kind of 
music seriously—always treated it like some sort of bloody 
joke. It's a shame that a group like the Sex Pistols had to come 
out here to the land of promise just to burn out. Come out here 
and act out their gross end—that Sid and Nancy play. America 
screwed them up. That's what we've tried not to have happen 
to us, going the way of the Sex Pistols—getting swallowed up 
by America." 

"Still," I say, "it seems you spend as much time here as in 
England. In fact, all the press reports say that you're the one in 
the group who's insisted on doing so much recording in New 
York." 

"Well, New York's pretty much like London. London's a 
great place—there's still more going on there musically than in 
America—but after awhile it can make you feel like part of the 
oppressed. It kind of drags you down. New York provides us 
with a freedom and spirit which London can't. Though I dare-
say that if Thatcher's stopped, I'd feel better about spending 
more time in England." 

"It's interesting that almost all of your music since the first 
• album has moved more and more away from strictly English 

concerns and styles. Sandinista! seemed like a rampart of 
c;-- Third World concerns." 

"Yeah, well it was, and that didn't particularly win a lot of 
• hearts and minds at the record company. We knew it was 

going to be difficult, because we kept meeting resistance with 
1.: the idea, but we were very stubborn and went straight ahead. 

Sandinista! is quite special to me. It wasn't, as some critics 
say, a conscious effort to do ourselves in. Originally we'd 
wanted to do a single a month, then put out a double album at 
the end of the year, like London Calling. But CBS wouldn't have 
that, so we thought, "All right, three albums for the price of two 
it is. We probably could've gone without releasing another 
record for a year or so. I think people would've still been 
listening to it—there's enough there. 
"Combat Rock is like the best of Sandinista!—a concise 

statement, even though it contains just as much diversifica-
tion. There's an art to making one album as well as three, you 
know." 

"Yet," I point out, "Combat Rock has also been received by 
some critics as your weakest effort. It seems kind of dissolute 
and death-fixated, what with all these tracks like 'Death Is A 
Star,' Straight To Hell,' Ghetto Defendant,' Sean Flynn'...." 
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"Music's supposed to be the life force of the new 
consciousness. but ifs really dealt death as style. The 
poor junkie on the street has been led into it by rich 
rock stars and left to die with their style." 

"All me favorite tracks" blurts Mick with a delighted smile. " I 
know what you mean," he says after a pause. "Some critics 
are saying this record reflects the group's 'depression' or 
'confusion,' but that's not true. I think it's really clear that we 
know where we're at—we're not confused at all. The problem 
is, a lot of people equate reality with depression, so they find 
this album depressing. I think it just touches on what's real. I 
wouldn't say it's exactly optimistic, but I wouldn't call it pessim-
istic either." 

"But some critics, both here and in England, have found the 
Clash's brand of political rhetoric and realism just as naive as 
that jaunty romanticism of the pop bands." 

Mick takes a sip of his coffee and regards me with a 
bemused expression. "You mean like the Village Voice calling 
us 'naive,' and Sandinista! a 'pink elephant'? Well, we are , and 
it is. It doesn't particularly discourage us, that kind of talk. It's 
important we stick to getting our point across. Not just 
because people will try to discredit us, but because somebody 
has to counteract all the madness out there, like the bloody 
war fever that hit England over this Falklands fiasco. It's impor-
tant that somebody's there to tell them that there aren't any 
winners where there aren't any real causes. It may appear that 
Maggie Thatcher's won for the time being, but not because 
she's made the British winners. Instead, she's made them 
victims, and they can't even see it. 

"So who's naive? We're not just another one of those bands 
out there saying, 'Join the party!' Don't get me wrong, we have 
our share of fun too, but these days, I don't know.., it just 
seems all the parties are so far away." 

"Do you think your audience understands that?" I ask. 
"Some of the people I've seen at your shows—both the punk 
contingent, plus the mainstream crowd that have adopted you 
as the new Rolling Stones—seem to miss the Clash's point by 
a mile. Slam dancing, not to mention spitting on and pelting 
opening acts like Joe Ely and Grandmaster Flash, doesn't 
seem much different to me than any other mindless party 
ritual." 

Mick bristles mildly. "They're not really assholes, are they? 
They just don't know how to act. I mean, at Bond's it wasn't 
actually racism. At first, we sat around backstage thinking, 
'What jerks!' But when we made it clear that we were having a 
rough time with the idea of them adoring us but hating the 
opening acts, it seemed to stop. I think it was just initial 
overexcitement." 

"Still, aren't there times when you wonder just who your 
audience really is, and if you're really reaching them?" 

"All the time, all the time," says Jones, his voice quiet and 
museful. "For every example you get of people who you think 
are really into it, who have really got the message, you also run 
up against the people who are completely misinformed. We 
just do the best we can to contain those contradictions, and 
hope enough of our meaning rubs off here and there." 

Mick glances at the wall clock. It's nearly time to head out to 
the afternoon's sound-check. I pose one last question: "When 
Joe disappeared, did you think it might be the end of the 
Clash?" 

Mick smiles wryly. "That Joe—what a bastard, eh? If he ever 
does that again ... um, yeah, for about ten minutes I sat down 
and died. I thought the group might be ending, and I thought it 
was a shame, but I wasn't about to let it stop me from getting on 

with living. 
"It was bad timing on Joe's part, but it was also an admirable 

thing. It's very difficult to put your own needs first like that, but 
the only problem is, once you start doing it, it's easier to do 
again. Still, it made us ask ourselves what we were going to do. 
It certainly made Topper ask himself what was happening with 
him. I even thought about getting into something else myself, 
but it will have to wait now. 
"We all decided we could start over with this band—Joe, 

Paul, me—and now, some nights, it's almost like we're a new 
group out there onstage. 
"We should change our name, don't you think? How about 

Clash Two?" Mick mulls the idea over a bit more, then bursts 
into a titter. " No, wait, I've got it: how about Clash Now?" 

PAUL SIMONON: NO RULES 

considers armed resistance at Asbury Park. 

How has the Clash managed to hold together? After all, punk 
never offered itself as a breeding place for enduring 
comradeship. 

Paul Simonon, the group's craggily handsome bass player 
(recently elected to Playgirl's "The Year's Ten Best Looking 
Men" list), ponders that question as he picks his way through a 
bowl of guacamole and chips (all the band's members are 
vegetarians) shortly before leaving the hotel for that night's 
show. 

"You're talking about things like corruption, disintegration, 
right?" he says in his thick Brixton accent. " I tell you what I've 
seen do it to other groups: drugs. I've been through all sorts of 
drugs; at one time I took them just for curiosity, and I learned— 
it's not worth it. It's like a carrot held in front of you, and it's the 
downfall of a lot of bands we've known. 
"We just cut it out—we don't deal with that stuff anymore. I'd 

much rather use the money to go out and buy a record, or a 
present for me girlfriend, or phone me mum up from Australia." 

"Do you feel comfortable sharing that anti-drug concern 
with your audience?" I ask. 
Simonon shrugs and gnaws another chip. "Sure. I don't see 
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why not. I think that's part of what we're about, is testing our 
audience." 
"Do you ever worry, though, about leaving the audience 

behind—worry that you might be growing in different 
directions?" 

"Well, I think it's this band's natural course to grow. When we 
did London Calling we got a lot of flak, but that was just a 
warm-up. I think the real turning point for us came when we 
recorded 'The Magnificent Seven', it was the start of a whole 
new music for us. I thought, 'This is going to wake people up, 
especially the ones who keep expecting us to do the same old 
thing; maybe it'll even make them chuck the bloody album out 
the window.' 

"But we knew that's what we wanted: to test the people 
who'd been listening to us. We didn't want to be dictated by 
anybody else's interests. That could've happened very easily 
after the first album, either way—we could've gone off in a 
more commercial style, because of what the record company 
people wanted or gotten deadlocked into a hard punk thing, 
because of what the fans wanted. We didn't do either one, and 
1 suspect that's hurt us as much as it's helped. We certainly 
had an easy formula that would've carried us for awhile." 
"Do you think you still attract much of a punk audience in 

America or England—you know, the hardcore and ' Oi' types?" 
"Yeah, a little, but by and large the music of those bands 

doesn't interest me. I've listened to it, but so much of it is just 
noise for its own sake. Plus the things they deal with, things like 
racism and getting drunk and slapping your girlfriend around 
the face— I don't have any use for supporting that kind of thing. 

"You know, people ask me all the time if we're still punk, and 
I always say, 'Yeah, we're punk,' because punk meant not 
having to stick to anybody else's rules. Then you look around 
and see all these bands that are afraid to break the rules of 
what they think punk is. We're punk because we still have our 
own version of what it means. That's what it is:an attitude. And 
we'll stay punk as long as we can keep the blindfolds off." 

_JOE STRUNINIER: ONCE A BUM... 

Strummer sports Mohawk, vehicle for friendly confrontation. 

"Is it true that Bob Dylan was in the audience last night?" Joe 
Strummer asks, as we settle down at the bar at the Clash's 
hideaway hotel, a couple of hours after the next-to- last of their 
five-night engagements at the Hollywood Palladium. "Some-
body told me that Sinatra came to one of the Bond's shows, but 
I thought that was a bit far-fetched. But Dylan...." 

1 tell him that yes, Dylan did come out to see the Clash, and 
from all accounts, seemed to enjoy what he saw. 
Strummer just shakes his head, muttering in incredulity. 
"Would that have intimidated you," I ask, "knowing that 

Dylan was out there?" 
"Well, yeah. I mean, somebody told us he was up in the 

balcony, watching us, but you always hear those kinds of 
rumors. But if I'd known it was true, I'm not sure how I would've 
felt. Playing for Dylan, you know, that's a bit like playing for 
...God, ain't it?" Strummer orders us a round of drinks—a 
Bloody Mary for himself; a rum and Coke for me—and con-
tinues his musings on Dylan. 

"You know, me and Kosmo ( Vinyl, the band's road manager 
and press liason), we're the only real Dylan diehards around 
the Clash. In fact, when Kosmo came down to Paris to take me 
back to London after I'd split, we went out celebrating one 
night at a French bar, with me playing piano, pounding out 
Dylan songs, howling stuff like, 'When you're lost in Juarez/ 
And it's summertime too....' 

"I realize it's almost a cliche to say it," he continues, "but we 
probably wouldn't have done the kind of music we have if it 
hadn't been for Bob Dylan. It's easy for all these cynics just to 
write him off, but they don't realize what he did— I mean, he 
spoke up, he showed that music could take on society, could 
actually make people want to save the world." 

"There are many of us," I say, "who have put the Clash in 
that same league as Dylan, or for that matter, as the Rolling 
Stones. We see you as spokespersons, as idealists and 
heroes, as a band who are living out rock ' n' roll's best possibil-
ities. In fact, we've even called you, time and time again, the 
World's Greatest Rock 'n' Roll Band. Did those kinds of claims 
ever confuse the band's purpose—after all, you'd set out to 
play havoc with rock 'n' roll—or did they instead help you 
secure the kind of mass audience you now enjoy in America?" 
"No to both questions," says Strummer. " First of all, we 

never took that 'World's Greatest' crap seriously. That's just a 
laugh. What does it matter to be the greatest rock ' n' roll band if 
radio won't even touch you? 1 mean, let's face it: we don't have 
the sort of mass audience in America that you mentioned, and 
it's because radio won't play our music. If you listen to the 
airwaves in this country, we don't matter—we haven't even 
made a dent, outside 'Train In Vain.' 
"The last time I talked to you," he continues, "that time in 

London, just before our first tour here, I think I pissed off the 
idea that America might really matter to us. But now I under-
stand just how important it is: you can reach more people here 
than anywhere else in the world, and I don't mean just record 
buyers. I mean reaching real people, making them wake up 
and see what's happening around them, making them want to 
go out and do something about it." 

"But do you think that's what's really happening, Joe? Do 
you think people are coming to your shows to be galvanized by 
your message, or just to see the Clash—this generation's 
Rolling Stones? Aren't there times when you look out there 
and wonder who your audience actually is at this point, if their 
ideals are really the same as yours?" 

"Yeah," he says softly, "every night. You have to figure 
you're really only playing to a few of them, and just playing for 
the rest—you know, entertaining them—but that's not so bad. I 
reckon each show we reach some new ones, really reach 
them. It's like fighting a big war with few victories, but each of 
those victories is better than none. 

"But I'll tell you who we're really playing for: it's not the 
critics, who already have their minds made up and are all 
hardened against the world anyway—it's the young ones out 
there who haven't been spoiled by life yet; they carry more 
hope for the world than a few critics or cynics. You know, we 
get accused all the time of sounding naive, or pandering to 
naivete, but I believe in naivete— it's a good breeding ground 
for changing things, for getting fired up. Those naive kids who 
go away from our shows with a better idea of a better world—at 
least they haven't written it all off yet. Their ideals can still be 
inspired." 



Joe tosses back the rest of his drink and signals for a fresh 
round. The liquor's starting to do its work. We're both feeling 
voluble. "Let me tell you," he continues, "if you can't find 
cause for hope, then go get some somewhere. I mean, I've had 
some bad times, dark moments when I came close to putting a 
pistol to my head and blowing my brains out, but ...." Strummer 
lapses into a private silence, staring fixedly at the remains of 
the drink before him. "But screw that," he says after a few 
moments. " I think if you ain't got anything optimistic to say, 
then you should shut up—final. I mean, we ain't dead yet, for 
Christ's sake. I know nuclear doom is prophesied for the world, 
but I don't think you should give up fighting until the flesh burns 
off your face." 

"But Combat Rock," I note, "sounds like the Clash's least 
optimistic record." 

"Combat Rock ain't anything except some songs. Songs 
are meant to move peple, and if they don't, they fail. Anyway, 
we took too long with that record, worried it too much." 

"Still, Joe, it does have sort of a gloomy, deathly outlook. All 
those songs like 'Death Is A Star,' Straight To Hell'...." 

"I'll tell you why that record's so grim: those things just have 
to be faced, and we knew it was our time. Traditionally, that's 
not the way to sell records, by telling an audience to straighten 
up, to face up. The audience wants to get high, enjoy them-
selves, not feel preached to. Well, why not, there's little enough 
hope in the world. I don't want to kill the fun, but still...." 
Strummer hesitates in thought for a few moments, then 

leans closer. " Music's supposed to be the life force of the new 
consciousness, talking from 1954 to present, right? But I think 
a lot of rock ' n' roll stars have been responsible for taking that 
life force and turning it into a death force. What I hate about so 
much of that 60s and 70s stuff is that it dealt death as style, 
when it was pretending to deal it as life. To be cool, you had to 
be on the point of killing yourself. 

"What I'm really talking about is drugs. I mean, I think drugs 
ain't happening, because if the music's going to move you, you 
don't need drugs. If I see a sharp looking guy on a street 
corner, he's alive and he's making me feel more alive—he ain't 
dying—and that's the image I've decided the Clash has to 
stand for these days. I think we've blown it on the drug scene. It 

ain't happening, and I want to make it quite clear that nobody in 
the Clash thinks heroin or cocaine or any of that crap is cool. 

"I just want to see things change," he continues, hitting a 
nice verbal stride. " I don't want it to be like the 60s or 70s, 
where we saw our rock stars shambling about out of their 
minds, and we thought it was cool, even instructive. That was 
death-style, not life-style. Those guys made enough money to 
go into expensive clinics and get their blood changed—but 
what about the poor junkie on the street? He's been led into it 
by a bunch of rock stylists, and left to die with their style. 
guess we each have to work it out in our own way— I had to 
work it out for myself —but the Clash have to take the responsi-
bility to stand for something better than that. 

"Like 1 say, I don't wan't to kill anybody's fun. But certainly 
there's a better way of having fun than slow suicide." 
Strummer takes a long sip at his drink, and an uneasy expres-
sion colors his face. "Suicide is something I know about. It's 
funny how when you feel really depressed, all your thoughts 
run in bad circles and you can't break them circles. They just 
keep running around themselves, and you can't think of one 
good thing, even though you try your hardest. But the next day 
it can all be different." 

I'm not sure what to say for the moment, so I let the mood 
hang in the air, as palpable as the liquor. Finally, I ask if Joe's 
sudden disappearance to Paris was a way of working himself 
out of a depression. 

"It sure was," he says quickly. " It's very depressing in 
England these days—at least it can get that way, it can get on 
top of you. But I had a personal reason for going to Paris: I just 
remembered how it was when I was a bum, how I'd once 
learned the truth from playing songs on the street corner. If I 
played good, I'd eat, and that direct connection between hav-
ing something to eat and somewhere to stay and the music I 
played- 1 just remembered that. 

"So I went to Paris and I only got recognized once, but I 
conned my way out of it. I'd grown a beard and looked a bit like 
Fidel Castro, so I simply told them I was my hero. I didn't want 
to be recognized." 

"While you were gone," I ask, "were you worried it might 
continued on page 114 
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over with this 
band. Some nights 
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we're a new 
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THE RAT, 
THE RIVER 
AND THE 
HOTLINE TO 

Today is Peter Townshend's thirty-seventh 
birthday. Peter is not keen on birthdays. 
(Then again, you wouldn't be either if 
you'd staked half your career on a line like 
"hope I die before I get old"). In any case, 

here we are celebrating over dinner at a posh but not ostentatious 
London restaurant. Peter looks positively natty in a smart blue blazer 
and slacks, his wife Karen a vision of warmth and elegance beside 
him. "God," mumbles a discomforted Townshend, "thirty-seven 
sounds so... old" "Come on," says I, "compared to somebody like Bill 
Wyman you're a spring chicken." On second thought, chicken is not 
the right word. No, Time Out had it right: with that prominent 
schnozz and sourful visage he's more like a turkey contemplating 
Thanksgiving. Meanwhile, the bush-league aristocrats and upper class 
types (twits?) around us take no notice of the cultural icon in their 

INTERVIEW/PETE TOWNSHEND • PART 2/BY VIC GARBARINI 

DAVIES/STARR 
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midst. Ah, sanctuary. Not aWho fan in sight. A placeto relax and 
avoid the madding crowd. In fact, we're talking Robert Goulet 
types here... maybe Donny and Marie when they really want to 
get down. No autograph hunters. But wait, here comes a svelte 
young thing, pen and pad in hand, seeking an audience. Peter 
listens to her whispered requests, nodding indulgently. Ignoring 
the pen and the paper he reaches under the table, emerging 
moments later with ... his shoe. 

His shoe? 
He peers inside, and announces the size, width, manufactur-

er's name, and place of purchase. This is all duly noted by the 
s.y.t., who gushes her thanks and leaves. Townshend turns to 
his baffled guests, and with a goofy smile and shrug offers this 
succinct explanation: "Fashion magazine." 

Oh. 
Being the rock establishment's premier elder statesman and 

spokesman offers both opportunities and pitfalls. "Let's face it," 
muses Townshend, "I'm in a unique position. I'm one of the few 
people in England who can have tea with Prince Charles in the 
afternoon, and then go out and talk to some street kids who've 
just picked up the guitar." Actually, Peter Townshend is so 
empathetic to both roles that he'd be perfect to play the twin 
lead in The Prince and the Pauper. Except for one minor 
problem: by the final scene he'd have confused the role so 
thoroughly that neither he nor the audience could distinguish 
rabble from royalty. Sometimes this evenhandedness, coupled 
with his twin demons of anger and self-doubt can be as much a 
curse as a blessing, but behind what can appearto be a baffling 
and contradictory exterior is a reservoir of strength and com-
passion, courage and honesty. Ironically, Townshend seems 
reluctant to completely acknowledge his real gift and powers 
either to himself or others. In part 2 of our interview he reveals 
himself to be a major artist and poet who's half convinced he 
should be a journalist; a ground- breaking innovator on guitar 
who's insecure about his lack of technique; a conduit of crea-
tive visions who is embarrassed to be a channel for the 
ineffable—and who is often intimidated by lesser talents; a firm 

believer in rock ' n' roll as a life-affirming force who occasionally 
thinks it would be glamorous to destroy himself;the conscience 
of rock—who can't forgive himself his own weaknesses. 

In short, a lovable putz. 
As we began part 2 of our interview we agreed to quickly clear 

up a few misconceptions about his political commitments 
before delving into the music itself, and his relationship with the 
Who. By this point I'd begun to find the guy so eminently 
appealing and admirable that I decided, with true Towns-
hendian logic, to come up with an opening salvo that would 
catch him off balance. 
MUSICIAN: Considering your reborn political conscience, 
and the responsibility you feel to speak out on certain crucial 
issues, what would you do if Abbie Hoffman walked onstage 
today while you were playing and started to give a speech? 
Would you whack him with your guitar and knock him off the 
stage like you did at Woodstock? 
TOWNSHEND: I think I'd probably do the same thing again, 
because I feel that the stage is a sacred platform. If you're 
taking responsibility for it you have to be sure it's used for the 
right purpose. The Who don't provide a stage for any old 
asshole to come up and start spouting. We're responsible for 
what happens on that stage; and after Cincinnati it's becoming 
clear that a lot of people hold us responsible for what goes on 
offstage as well. In any case, I never agreed with the motives 
of the revolutionaries of that particular time. I thought they 
were all potential "superstars" who were trying to find another 
way of becoming big wheels. It was something I saw as fairly 
shallow. Perhaps I was wrong.... 
MUSICIAN: Nah, you were right. The cause was noble, but as 
usual most of the leaders were jerks. You've always exhibited 
some degree of spiritual and political commitment throughout 
your years with the Who. How is your commitment today 
different from what you stood for ten years ago? 
TOWNSHEND: What I'm now saying is that instead of being 
quite prepared to destroy myself for my art, I am now quite 
prepared to be destroyed... for the planet. All right? That is the 



difference. And I don't think that either alternative is particu-
larly noble, because both have been done a million times 
before, by better and lesser men. But I.think that recently, one 
thing that I hadn't seen rock doing enough of—particularly its 
spearhead establishment figures— is not so much just going 
and playing at a No Nukes concert, but saying, "Why the hell 
are they doin' it!" What are they prepared to stand for, and 
stand by? That's not to say that anybody's gonna come up 
with instant answers or anything, but just... it's a unifying, 
rallying stance. This is something that I tried very, very hard to 
get across on Chinese Eyes: not to point a finger and say 
they're the evil ones. It's us. We're the ones who are guilty—as 
a group, and as a race, for allowing things to get out of hand. 
MUSICIAN: So how can we start to set things right? 
TOWNSHEND: I do believe that everybody on the planet, 
whether they like it or not, is a spiritual aspirant, and that the 
most valuable demonstration of how he deals with his or her 
problems can be seen in how he handles the commitments he 
makes to the most important human beings in his life, whether 
it's his wife, his offspring, his workmates or whatever. And that 
includes how the individual deals with his own contradictions 
and problems ... his conscience. That's the place to start. But I 
also believe that if you get to the point where our generation is 
at, where we've never had to fight .... I've never seen a bomb 
go off. I've never been trained to stick a bayonet into a dummy, 
let alone into another human being. And yet I know that in 
order to rid the planet of nuclear weapons that are sterilizing 
the world into inactivity, we have to fight—to physically fight, or 
physically effect some kind of change. 
MUSICIAN: It sounds like you're talking about going to war. 
TOWNSHEND: No, I'm not talking about going to war, not in a 
literal sense. But in an allegorical sense, rock ' n' roll has been 
at war all through its history. 
MUSICIAN: As a musician, what are your weapons? 
TOWNSHEND: My work. It's all I'm capable of doing, I sup-
pose. I have to do what I do in my area, and that's where you 
come down to what are the principles you're talking about, 
which is that the individual is the key. 
MUSICIAN: But obviously your work goes beyond mere 
propaganda 
TOWNSHEND: Sure. like on "Won't Get Fooled Again" I 
never set out to make any statement at all, and yet something 
came through, the pieces fell intc place and I think that's 
obviously where things are most effective 
MUSICIAN: Will the new Who album reflect this sense of 
commitment? 
TOWNSH END: The album we're finishing now is probably 
the most dangerous one the Who have ever made. We've 
actually sat down and found the common denominator, and I 
have to say, the lowest common denominator of feelings that 
we all share, and said, " Right! That's what this record is gonna 
be about—something we can all identify with. And it's 
changed our attitude a bit, because now we have something 
we want to take out and work one hundred percent—we want 
to shove it down people's throats, in a sense. And we know that 
we can't sustain that kind of level for very long. So as I said 
before, after a year we'll wind up things, and then it's open 
...and don't bother to write me sixteen- page letters thank-you-
very- much, telling me we're still valuable, or we're better than 
Talking Heads, or we're not too old, blah-blah-blah-blah. Peo-
ple always assume, kids in particular, that you're stopping 
because you think you're too bloody old. 
MUSICIAN: Well, you're the guy who wrote "Hope I die before 
I get old." Do you worry about it? 
TOWNSHEND: Yeah, a little bit; usually at the wrong times. I 
suppose it's because rock doesn't have an established, digni-
fied way to absorb its heroes into old age. But if you look back 
at blues and jazz, they provided it eventually. I think the Who 
and the Stones are the only remaining bands of that particular 
era who have reached this point. Ray Davies and the Kinks are 
also coming along.., it seems to be taking them a hell of a long 
time, possibly because Ray has the gift of irony, and irony is 
tricky to respond to. It's difficult to know who the real Ray 

"However big or small, you're always a 
channel and a servant of God. Even if 
you're a rat, you've got th 

Davies is. Is he the man who's trying to be funny, or is he the 
man who really cares about the old traditions and qualities of 
life being lost? Or is he just using them as interesting subject 
matter to write songs about? 
MUSICIAN: The very tension of wondering makes you wake 
up and actually examine the issues he's talking about. 
TOWNSHEND: I agree, it does me, anyway. Ray's always 
been a big influence on me; I've never beer able to write in the 
same way, though I've often tried. In fact, I'm terrible at it. I think 
"Keep On Working," from Empty Glass, tries to be' a Kinks 
song but just doesn't work. I mean, "Lola" or "Low Budget" is 
so much better.... 
MUSICIAN: On the other hand, Chinese Eyes seems to be 
heavily influenced by Springsteen's work, particularly The 
River. The music and lyrical themes are very similar, even the 
names of some of the tunes. 
TOWNSHEND: Actually, there are two songs, "The Sea 
Refuses No River," which obviously caught your ear, and "Slit 
Skils," where I've actually taken Bruce's writing form and 
demonstrated another facet of it. And on "Slit Skirts" I 
attempted— it wasn't a hundred percent successful— but I 
attempted to actually break that form down, to smash at it. One 
thing I really enjoy about solo albums is that I can afford to be 
as academic as I like. 
MUSICIAN: When you're working on a solo project, do you 
see yourself addressing a slightly different audience, or 
emphasizing different aspects of your work than you would 
with the Who? 
TOWNSHEND: I look at it like this: there's a widening gulf 
now between the two poles of rock. One is very intimate and 
very private and very much like reading a book. You sit at 
home with your earphones on, completely private, listening to 
a record, listening to statements and feelings and moods. 
Then there's the concert, which is the shared. celebratory 
experience—the affirmation of rock, where you all get 
together. 

It's a bit like a literary luncheon. Everybody sits at home and 
they brush up on their latest Edmund O'Brien, or whatever it is 
that's gonna be discussed, and then they go to the literary 
luncheon and they all kinda quaff wine together and toast 
everything and start throwing out lines from Proust and Joyce 
and everything else. But ecstatic! They've done their home-
work, folks. And rock ' n' roll is like that. You can really work on 
both levels, the public and the private; because the world is 
such a media- devastated place, we do really treasure those 
moments of privacy, the act of putting earphones on and 
listening tc something in quiet, the kind of meditative peace 
which people used to be able to enjoy when there were less 
people on the planet. But we still need the toot ball game, the 
other side of it. So as those poles get wider apart, the use of 
both the extremes is what fascinates me. And that's why on 
both the solo records I try to use both of those extremes. In 
other words, have moments in the lyrics which can only really 
be effective when l'in talking directly to somebody and they're 
all alone, but also when there's a load of kids sitting around at a 
party, smoking pot and having a good time drinking beer, so 
that they will also get something from it. And also a couple of 
songs which would be great on a stadium stage in front of 
20,000 people. 
MUSICIAN: Anything you've done recently that's touched 
both those aspects, or where something more came through 
than you'd originally planned? 
TOWNSHEND: I do that all the time. One of the best exam-
ples is what the Who did over the last six weeks with a song of 
mine, which is the key song on the next album. Basically, we 
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just started with the word "war" and went from there. It's 
possibly one of the best Who tracks we've ever done, I believe. 
It's very archetypal, very 60s issue, but it's also bloody great. I 
started it off with just a clock ticking, and we went from there, 
just dum, dum, dum dum —a kind of throbbing noise. You do it 
to remind yourself that that's the starting point of a lot of music 
these days: the half- beat, the ticking clock, the throb, the 
pulse...the rhythm. 
MUSICIAN: Speaking of throbs and pulses, you helped intro-
duce synthesizers to rock on Who's Next over a decade ago. 
What do you think of the current crop of synth bands like 
Human League and Throbbing Gristle? Is there something in 
the human spirit or feeling that gets filtered out, that can't be 
put through an instrument like that? Is there an inherent 
limitation? 
TOWNSHEND: I prefer to take a different stance: I think the 
Human League are very interesting because they're a sum-
mation of a lot of different loose ends, which they've managed 
to gather up with the help of a very brilliant producer, Martin 
Rushent. They create a backdrop, and the sterility of the sound 
and its continuity, its pulse, is similar to the sterility of the 
backdrop in disco music. It's a deliberate backdrop against 
which you then make your very clear statement, whatever that 
happens to be. And it just so happens that the Human League 
write very poignantly pointed songs. On the other hand, if you 
use that backdrop the way Kraftwerk does, and make a fruity 
and creative synthesizer sound, and then on top of it you put, 
I...AM...A ... ROBOT," then you can take that, and bury it as 
deep as you possibly can, however skilled they are. There's 
just no point in it. Everything has a value, and everything can 
be used. It really depends on how you do it and what your 
motives are, and what you're trying to say. 
MUSICIAN: As you say, with the Human League something 
comes through that's, well, human.... 
TOWNSHEND: Yeah, and I could also point to someone like 
Thomas Dolby, who plays synthesizer on lots of people's 
records, and actually manages to humanize and speak 
through the instrument. The problem that surrounds a lot of 
synthesizer or computer- based music at the moment is the 
lack of true control. Computer technologists will tell you again 
and again that there's nothing dangerous, nothing inhuman 
about a computer. Like a pencil, it's what you write with it that 
counts. Or like the Gutenberg Galaxy. Somebody discovers 
that you can print words, and the first thing they printed was 
the Bible, right? Great thing to print. I don't know what was first 
committed to a computer, but I very much doubt it was as 
interesting and vital as the Bible. It was probably a ledger list of 
overdue accounts for Exxon Oil. 
MUSICIAN: But considering what you were saying about the 
value of struggle and friction—the struggle to master your 
instrument— is there a danger that the computer or synthe-
sizer makes things too easy? 
TOWNSHEND: I don't think you need...remember the guitar 
and piano are inherently frustrating and limiting mediums to a 
lot of people. They're not natural to everybody, though some 
people will strive hard to overcome it. But the great thing about 
computer and synthesizer technology is that it brings music 
into the hands of people that are amusical, and I think that's 
healthy. I mean, a lot of my early stuff came about because I 
was lucky enough to be given a home recording studio when I 
was nineteen years old; that really helped me as a writer. I think 
the fact that you can go out and buy a home recording studio 
for $400 today is great. Obviously, the more people who use 
the medium, the better. 
MUSICIAN: How did you come up with the initial sequencing 
on "Baba O'Reilly"? 
TOWNSHEND: Oh, incredibly difficult: I went out, bought a 
Larry Berkshire organ, pushed the marimba button, and 
played. And people kept saying, "That's incredible synthesizer 
work on that," and I'd say, "Okay, sure, you're telling me, 
right?" 
MUSICIAN: Wasn't there something about programming 
your vital statistics into the machine? 

TOWNSHEND: Oh, that was totally misconstrued. What I 
was actually doing was collating all kinds of detail about six 
subjects for the Lighthouse film. One was Arthur Brown, the 
other was Meher Baba, and the rest were four members of the 
band. I took astrological details and I was going to take heart 
rates, pulse rates—everything that I could find out about 
people—to use as controlling parameters for synthesizer 
music. Now this was back in ' 72, and the synthesizer, even 
then, was still pretty much of an unexplored instrument. I 
realized I was pushing the technology a bit hard, so I backed 
off. What I did do in the end was create the musical equivalent 
of a found poem—like taking a few lines out of a newspaper 
and calling it a poem. 
MUSICIAN: /s there a special possibility or potential that 
exists in the period before you've totally mastered an instru-
ment or technique? 
TOWNSHEND: Yeah, I mean, people use open tunings on 
guitar, don't they? Somebody who's stuck in a rut on a song will 
detune a couple of strings on the guitar and suddenly they 
discover new chords for the first time. Then, later on, when 
they.tune the guitar back again, they realize that the chord that 
took an hour to find in that other tuning is actually A major—but 
it's like hearing A again for the first time. 
MUSICIAN: Along the same lines, your first major single, 
"Can't Explain," seemed to be a classic Kinks chord 
sequence slightly rearranged. 
TOWNSHEND: Yeah, that was, because we were using the 
same producer as the Kinks at the time and we were trying to 
get him more interested in us. So I sat down and wrote some-
thing that I thought was similar to a Kinks song, hoping he'd 
think, "Well, this is going to be easy to produce, so I'll take them 
on. 
MUSICIAN: It's funny, but to me, "Clash City Rockers" 
sounds like "I Can't Explain Chapter 23." Same chords and 
timing. 
TOWNSHEND: It's very difficult not to borrow or be influ-
enced; the limitations within the framework of rock are 
bounded by simplicity. That's what makes it so great: the 
severity of the limitations. I think the reason jazz didn't last as 
long as it should have—didn't evolve to its logical 
conclusion—was because everybody was so determined to 
break the framework of the limitations that had been set down 
by vamping around the song. Now that was great while you 
could still recognize what the player was doing within the 
framework of the song. But when you lost the song, what was 
happening? The guy just sounded like he was goofing off. To 
me, Parker is still the epitome of bebop exploration, because 
he would take a song, a standard, and fly all about it like a 
butterfly. 
MUSICIAN: Along the same lines, do you ever suspect that if 
you were a truly great lead guitarist, knocking off scales and 
whatnot, that it might have actually inhibited your ability to 
come up with some of the ideas and innovations you created? 
TOWNSHEND: I think the epitome of somebody who used 
the instrument in the way I've always wanted was Hendrix; he 
was a great virtuoso, but only within a certain framework. He 
was no Larry Carlton or Pat Metheny, both of whom I happen to 
like, but then I don't think either of them would aspire to what 
Hendrix achieved, because it costs too much. But going back 
to your earlier question, I think Hendrix was someone who 
actually communicated something through the music. He was 
a channel, and there was tremendous purity, and he did it with 
just the guitar. His voice got in the way; the band got in the way; 
the songs got in the way; his lust got in the way—he got in the 
way. Everything got in the way, but once you put a guitar in his 
hands, he communicated, and in a most magical way. I saw 
his first twenty or thirty concerts in this country, and they were 
absolutely...magical. You actually did feel a tremendous 
sense of uplift, and that's, I suppose, what I always wanted to 
do. I wanted it to be easy. I wanted to pick up the guitar and 
create that, and it annoys me that I've never been able to do 
that. It still bothers me today when I sit down and try to play a 
guitar solo, even though nowadays I can play very well. 
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Equipment 
Onstage, I have been using the same setup for about twelve 
years. I use two Hi-Watt 100 amps, each with two four- over-
twelve cabinets with JBL speakers. Occasionally I'll use an 
MXR-Dynacom—usually just for solos. And that's it. In the 
studio I experiment quite a lot— I use all kinds of things. I tend 
to stick to either a direct pre-amp principle or use an MXR in 
front of an old Fender Twin. In the studio, I usually stick to an 
old '52 Tele. 
I sometimes use Schechters to record with, and I've got a 

nice old Gretsh that 1 use, but I like to use Fenders. I like old 
Fender amps, around the '55-'56 period, and Teles—'52 
Teles, of which I've got two, and they're both quite good. 
I use a very strange string setup. It's quite heavy and I use 

Gibson strings, just their stock, medium-gauge set, which has 
got an .012 first, and an .056 sixth. The only concession that I 
make to bendability, as it were, is on the third, instead of the 
.020, I use an .018.1f I've used other makes, Ernie Ball is one 
make that I've used. And on acoustics, 1 use the D'Aquistos. 

I've got a J-200 Gibson acoustic guitar, which is a '67, and is 
quite nice. And I've got a small, old Martin. Not that I record 
with it very often. I don't do as much acoustic recording as I 
used to. 

MUSICIAN: But knowing your limitations, you rarely get 
indulgent. There's nothing facile in what you play like some of 
the more flash guitar technicians.... 
TOWNSHEND: Well, I think that's basically because their 
hands are faster than their brains.... 
MUSICIAN: While we're getting technical want to ask you 
about another area you've pioneered: the science of smash-
ing guitars. You've gone through Fenders, Gibson Les Pauls 
and SGs, Rickenbackers.... Which are the best to smash and 
why? You seemed to have had a real hard time with that 

Telecaster in the Monterey film. 
TOWNSHEND: Yeah, Telecasters and Stratocasters are just 
too tough. But I actually got to enjoy bashing Stratocasters 
because of the " boinging" noise they made when you 
bounced them off the ground. You could actually smash them 
against amplifiers and.. this is a true story: once on the " Mur-
ray the K Show," I chopped a Vox Super Beatle amplifier in 
two. They're made out of chipboard, little bits of wood that they 
glue together, and I chopped right through the whole thing. It 
was a 4 x 12 cabinet, and it fell into two bits just like that (joins 
and parts hands symetrically), I picked up the Stratocaster 
and carried on playing ... and it was still perfectly in tune! Now 
that's a guitar for you! I think they're the most beautiful guitars 
ever designed. 
MUSICIAN: Why have you cut down the power chord/heavy 
metal quotient in your playing lately? 
TOWNSHEND: One reason I don't like playing that kind of 
heavy metal guitar anymore is because it hurts my ears. It's 
the frequencies at which my ears are irreversibly damaged 
...they're very, very sensitive. Say you damage your ears at 
two kilohertz; any loud noise at that frequency produces pain, 
which is the ear's warning system not to screw around at that 
frequency. So I'm in a kind of Catch-22 situation, 'cause what 
I've done best for twenty years has damaged that part of my 
hearing. The only time I did it recently was on a couple of 
John's songs, because it was what he wanted, and I came out 
of those two sessions with my ears ringing for a week. And I 
thought,"Well, there's another db lost, you know." I'm just very 
anxious to preserve my hearing. 
MUSICIAN: The fashion consciousness of the English rock 
'n' roll scene, with its rapid turnover of trends, is confusing to 
many Americans. What's the point of it all? 
TOWNSHEND: To me, fashion is always an indication of a 
need for some kind of identification and unity with other peo-
ple, and of changing moods in society. That's why I've always 
felt it's one of the first places to look for change and volatility. 
MUSICIAN: Yeah, but it's double-edged; it can lead to unity in 
some cases, but also to herd consciousness in others. 

Doesn't that scare you? 
TOWNSHEND: No, 1 think that's very interesting. That's why 
the song "Uniforms" on Chinese Eyes is obviously double-
edged, because it recognizes that fact. But it also recognizes 
the fact that there are behavioral uniforms as well. I don't know 
if you would identify a herd instinct in the current coke snorting 
phenomenon sweeping the leading societies in London, New 
York and L.A., but I think there's a kind of uniform in that. Most 
people I know who snort coke don't even get a buzz from it, 
they don't even like it, and it costs them a fortune! I've worn a 
number of uniforms at various periods, but about two years 
ago, while the Who were touring, I was wearing the basic 
Clash outfit, red handkerchief and baggy trousers and wha-
tever else. And it really didn't come into its own until I went to a 
Clash concert, where I actually blended into the crowd and 
had that feeling of being lost, and at the same time of 

being ... found. 
MUSICIAN: How do the rest of the Who feel about your new 
activist sensibility? 
TOWNSHEND: When I first started to talk like this, I imagined 
that a lot of the things that I said would fall on stony ground. But 
in actual fact, everybody felt very much the same. They all feel 
a great ... sense of urgency I think is the only way to put it. So 
apart from actually acting as a writer, and the discontentment 
that I feel, I think there's another side to it, which is the fact that 
1 do have a great sphere of influence outside of the area which 
I embrace in my public work. I'm probably much more of an 
establishment figure than a lot of people in America believe, or 
know, and I can reach all kinds of people using all kinds of 
tactics. 
MUSICIAN: Like what kind of people and tactics? 
TOWNSHEND: Well, I would prefer not to talk about that. I 
mean, I suppose people at all levels. I'm not saying that 1 can 
go and knock on the door of the Prime Minister and give her a 
hard time, but there is nothing stopping me from doing that. 
What would stop me doing that at this moment, is the general 
apathy of the people around me. I'm not going to make an 
asshole of myself, but I think that if a group of people that felt 
the same frustrations that I do appeared and started to unify 
with some kind of alternative approach, which I felt was cor-
rectly spiritually balanced for this age, I would react to it. And I 
would be quite willing—and so would my family—to change 
and adapt my lifestyle. By that I mean give up a lot of the 
ostensible luxuries and freedoms that I now have, in order to 
become part of a forward- moving thing. 

Let's face it, a lot of the people in the music business don't 
give a damn about what's going on in the world, and they can't 
get away with that. It's the greatest hypocrisy to be in the 
escapism business, and yet have no knowledge of what it is 
we're trying to escape from. 
MUSICIAN: You said earlier that you felt the Stones tour was 
pure exploitation, and that this last Who tour would be under 
the band's control. Have you given any thought to how it'll be 

different from the Stones' extravaganza? 
TOWNSHEND: No. ( long pause) 
MUSICIAN: Gee, that's a succinct answer. Got any ideas? 
TOWNSHEND: (longer pause) No. I don't think it's possible to 
do anything with the Who; I think we're on rails just as much as 
the Stones. I think it's as individuals that we can change things. 
When I was talking about exploitation I wasn't throwing any 
wild accusations around. I was just talking about the fact that 
the Stones have hit the spot by preventing other people from 
exploiting them. 
We were talking about T-shirt sales and those other kind of 

residuals that go on. I saw a knife fight once outside Madison 
Square Garden between two T-shirt people, and one of the 
guys was taken off in an ambulance. This is over selling bloody 
T-shirts! I wondered what the hell was going on, and now, after 
looking at the Stones' receipts, I know what was going on: 
twenty million dollars, that's what was going on. And that is the 
kind of exploitation that, to be quite honest, the Who hopefully 
will be able to control in the same way that the Stones have. 
But there's no question that it's exploitation. One just has to 
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hope that one gives enough emotionally and spiritually to 
compensate for the fact that you're actually asking your 
audience to keep you alive for another five years. 
MUSICIAN: All right, but what if people say, " Well, Towns-
hend's saying, give up your luxuries and what's he doing?" 
TOWNSHEND: Well, if they don't want to be exploited, then 
we won't tour. That will suit me fine. 
MUSICIAN: What about doing benefits or anything like that? 
TOWNSHEND: Well, I do a benefit about once a week. I don't 
know how many benefits the Stones do. I mean, I'm a living, 
walking benefit. I must give away at least a third of my overall 
income. But that's not something that anybody needs to crow 
about. That's my business. 
MUSICIAN: Well, people do expect you to put your money 
where your mouth is. 
TOWNSHEND: Absolutely. I'm giving you an answer I hope 
you'll print. I don't think that benefits do anything, other than 
just show that people are emotionally involved in the same 
complaint, like No Nukes, or whatever. Who does a benefit 
benefit? ( laughs) That's what I always like to know. It took six 
years for the George Harrison-Bangladesh money to get to 
Bangladesh. It took a year for the Kampuchea concert money 
to get to Kampuchea. I mean, by the time the money got to 
Kampuchea, there wasn't a bloody country called Kampu-
chea anymore! 
MUSICIAN: Wait a minute, I'm confused. First you say we 
have to make material sacrifices; then you say your tour will be 
pure exploitation; then you say you do benefits every week; but 
now you don't believe in benefits...? 
TOWNSHEND: I'm just saying that I'd like to see people put 
less emphasis on the necessity for somebody in a band to go 
out and do a couple of free gigs a year. To some extent, it's an 
empty gesture, because all the work that the Who do in the 
U.K., all the profits go to charity. Without exception. In other 
words, we'd rather do a regular concert, and then take that 
money and use it in some way which we hope will improve 
society. Or do you just do a concert so that you look good and 
feel good, and give the money to somebody else? 

For example, we have a charitable foundation in the U.K. 
which makes grants. We're about to make a grant to the 
multiple sclerosis charity. And we're doing all kinds of wonder-
ful things: buying donuts for tramps and giving shelter to 
sheepdogs that have just had their fur shaved off.... 
MUSICIAN:... Taking journalists out to dinner. 
TOWNSHEND: Yeah, taking some journalists out to dinner, 
and listening to their bloody intellectual ramblings.... 
MUSICIAN: Look who's talking. Okay, let's get up close and 
personal with Pete Townshend. What would you say is your 
greatest strength, and what's your most serious flaw? 
TOWNSHEND: The best aspect I have is an ability to accept 
life as it is, and accept people as they are, without judgment or 
prejudice. And I think my worst attribute is a tendency toward 
self-destruction... because I think it would be a glamorous 
thing to do. Actually, if I could only apply the principles that I 
apply to everyone else to myself, I'd be in good shape. I could 
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happily sit down with a man who had murdered 500 people. 
and actually grow to love him. But I can't forgive myself my 
own weaknesses. 
MUSICIAN: Everybody who becomes a channel of some sort 
seems to evolve some strategy to deal with it. What's Pete 
Townshend's strategy? 
TOWNSHEND: It's very hard to talk about, because it's 
very easy to look like you have some kind of phony humility. 
But Meher Baba's teachings on the subject were expressly 

clear, and my conviction for Meher Baba as the pinnacle and 
focus of spiritual wisdom in the West is paramount in my life. 
His statement is that whatever you do, however small or big 
you feel yourself to be, you're always a channel and a servant 
of God. Even if you're a rat, you've got the hotline to God. Even 
rats are servants of God whether they know it or not. 
MUSICIAN: When we interviewed Eric Clapton recently, he 
said this about being a channel: (reads) "... I know I'm not 
ready for it, not yet... because I'm still frightened of it. . 1 
always cut off just when it gets to that point, otherwise I just 
go...1 might never get back." Do you understand that 
sentiment? 
TOWNSHEND: I do exactly, and I think everybody shies 
away from it. I don't think it's necessarily through fear, though. 
I'm embarrassed to be in God's presence—not afraid. Once I 
would've been ashamed, but not now. The moment that you're 
talking about is a moment of amazing revelation, when you 
realize that you're a channel, because you're doing some-
thing, yet you're not in control of it; you're lost, you feel the 
transport that you're creating ,n the audience, and suddenly 
you realize that in order for this to happen—which you know 
you've got no control over—there must be something outside 
you; there must be something omnipotent; and of course, the 
audience sees you, and they think it's coming from you. So 
you're also lumbered with all that crap, that hero stuff, which 
Eric has to put up with all the time. He knows he's a channel, 
and maybe he is afraid of it. But I think also Eric is just a very 
humble man, who, to be honest, is probably just embarrassed 
by his own ability to be a channel. 

Everybody's afraid of their own potential, everybody is afraid 
of really striving, they're afraid of getting hurt! They're afraid of 
getting hurt physically, afraid of their lives being irrevocably 
taken away from them, which is what happens to people like 
Lennon. And they eventually have to claim their own lives 
back. Or they're afraid of getting out of control, because 
they're not sure that they're strong enough to deal with the 
misplaced adulation and everything else. 
MUSICIAN: It seems in this culture we need to provide our 
artists with a way to absorb their experiences and grow from 
them, rather than be destroyed by them. And look at how many 
of the great musicians, often the ones who've brought us the 
most, are now dead and buried because of not learning how to 
handle it. 
TOWNSHEND: Yes, fine, okay, we take that as an example. 
There's a lot of young people in music who are determined not 
to go that way. You do need examples, I'm afraid. 
MUSICIAN: What about the audience: What can they do to 
help rock evolve? 
TOWNSHEND: They can stop being an audience, for star-
ters. I'm sure everybody who's been to a great rock concert 
has had the exper ence at some point in the concert of forget-
ting they were a member of an audience, because they real-
ized they'd become part of the whole experience. This 
happens to members of bands, as well, and then both 
audience and performers share a common experience. And 
some performers should wake up and stop performing; just as 
some people who go and watch should stop just watching. 
That's like being one of those creeps who goes and watches 
other people screw! ( laughs) But I don't know...maybe a lot of 
kids and less obsessive individuals reading a magazine like 
Musician aren't gonna give two bits for this kind of conversa-
tion. I think basically they're gonna say, " Listen, when I go to a 
concert or put on a rock album I just feel great and it makes me 
forget a lot of my worries, blah-blah-blah." 
MUSICIAN: Nah, don't worry, all of our readers are hopeless 
obsessives. They have this silly idea that rock can really help 
change our lives, even if the rest of society doesn't recognize it 
as a transformative art form. 
TOWNSHEND: I don't think acknowledging it as an art form 
makes an iota of difference, because there's always some 
young punk.... Let me put it another way: one of the reasons 
I'm really pleased that the Who kept going this long is because 
if we hadn't carried on, and haa the Stones not carried on, the 
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Sex Pistols would never have existed, and I think the Sex 
Pistols were incredibly vital. 
MUSICIAN: You mean you guys were the standard, the thing 
they had to react against or relate to? 
TOWNSHEND: Yeah, I mean, where would those contem-
porary abusers of the norms of, say, ballet be—the Marie 
Rambeaus or the Harlem Ballet— if the tradition of ballet didn't 
exist? It's the central stream, the thing against which every-
thing bounces. I think we've suggested some kind of analogy 
of rock ' n' roll being like a river, and what's interesting is that it 
doesn't matter whether you join that river when it's massive 
and wide, or when it's a tiny, trickly stream. You're still joining 
the river, and traveling at the same speed as every other drop 
of water in that river. Whether you're nearer the source, or still 
have a long way to go, none of that matters. In fact, you can 
even make your presence felt initially by jumping in with a big 
splash and swimming aggressively the wrong way for some 
time. Or even building a dam, which will hold that river up for a 
while. And that's, to some extent, what the Sex Pistols did. 
They made a big splash, and in a sense, they held it up for a 
little while. And then when they stood back—it rushedforward. 
The nicest analogy I think of is a tap that is kept stopped for a 
long time, and when it's opened for the first time for a long time, 
a whole lot of rust comes out. And then, the water starts to run 
very pure again. And the punk movement, ostensibly, was that 
rust. But it was also, strangely enough, the first flow of fresh 
water for a long time. Of course, it was kind of crazy looking. 
You can endlessly use the river analogy, when it's applied to 

music, and probably to all art. I think the consciousness that is 
growing is a consciousness of the fact that we've not created 
an art form at all. It's happened around us. And it's happened 
because it was needed. And it's happened because all other 
forms of art are completely and totally ineffective, except for 
rock. 
MUSICIAN: You're stirring in me the hope that the communal 
soul that was created by rock may still be able to galvanize and 
focus on something. 
TOWNSHEND: I think it's the only thing big enough for rock to 
respond to! I don't think rock's interested in lesser issues. I 

think they're all part of it, but I think the grand scheme is that 
rock is taking on the world, slowly but surely. It's a new, 
alternative, deeply- established, irrevocably powerful art form. 
With all the phobias and potential of any art form in history. 
MUSICIAN: To finish up, there's just one more weighty ques-
tion I want to ask you, but it's kind of personal. 
TOWNSHEND: Go ahead. 
MUSICIAN: Okay. Is it true that you guys used to put on 
monster masks and torment Murray the K? 
TOWNSHEND: (laughs) It's true! We used to get daily lec-
tures from him when we did his shows, and the basis of it is.... 
Wait a minute, he's dead, isn't he? 
MUSICIAN: Yeah, he passed away a few months ago. 
TOWNSHEND: Oh, well, I can say anything I like then, can't 
I? Even in the sight of God ( laughs). He used to complain 
because he had what he called his personal microphone for 
doing the introductions with, and we were fairly irreverent 
towards it while we were smashing our instruments up five 
times a day. We got two songs—the act was twelve minutes 
long—and we used to play "Substitute" and "My Generation" 
with the gear-smashing at the end, and then spend the twenty 
minutes between shows trying to rebuild everything so we 
could smash it up again. Or we'd run around pawn shops 
trying to buy stuff on the cheap ... and when we ran out of 
microphones, his used to come in for a bit of bashin'. And so 
we used to actually get daily lectures from him about abusing 
his personal microphone, which we thought was pretty funny. 
Then the last thing was when Wilson Pickett called a meeting, 
because we were using smoke bombs as well, and he felt that 
we were very unprofessional, and that the smoke was affect-
ing everybody else's act. Actually, I think he didn't like follow-
ing us. But they were all on a different planet, basically. We 
didn't really know what was going on and we didn't take it very 
seriously. And when it got to the last day we all put funny 
masks on and went in and sat and listened to him with these 
masks on. I do remember it now, actually. I remember he 
asked us to take them off, demanded we remove them. 
MUSICIAN: And did you? 
TOWNSHEND: Nope. 
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The noise canceller. 

When you play a 
Stratocaster* guitar in the 
recording studio, you can 
either live with the noise 
from the single-coil pickup, 
or carve a bigger hole 
in the guitar and put in 
a humbucker. 

I never liked carving up 
vintage guitars. So I've 
developed a noise-cancelling 
pickup that fits right into 
the existing pickup hole 
in your guitar. I call it 
the Stack" 

The Stack duplicates the 
complex and distinctive 
harmonics of the Stratocaster, 
without the noise, because 
it preserves the narrow, 
sharply-focused magnetic 
field of the single coil. 
Those harmonics disappear 
when you change to a 
regular humbucker, because 
the wide double magnetic 
field results in the typical 
warm smooth humbucker 
sound instead of the 
Strat sound. 

*Stratocaster, Strat, Telecaster, and Jazz Bass are 

By stacking two coils 
around one row of staggered 
magnets, I've cancelled the 
noise but kept the pure 
harmonics. Now I can take 
my strat into the studio 
without engineers getting 
on my back. 

I make a Stack for the 
Jazz Bass guitar, too. You'll 
get great tone, presence and 
response— without noise— 
when you play on either 
neck or bridge pickup. 
My classic Stack models 

for Telecasters, Strats, and 
Jazz Bass*, reproduce all the 
most desirable characteristics 
of the vintage sound; my 
Hot Stack models are for 
stage work where you want 
higher output. 

To get my color catalog 
about pickups, send two 
dollars to Box 4746, Santa 
Barbara, CA 93103. 

Mg Seymour Duncan 
Pickups 

demarks of CBS, Inc. Seymour Duncan is not associated with CBS.©1982Seymour Duncan. 
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Why buy two ordinary mixers 
when you can have one exceptional Ramsa? 

The Ramsa WR-8112 is 
a 12x4x2x1- mixer that 
embodies a whole new 
concept from Ramsa: 
one mixer that is not 
only a high-performance. 
multitrack recording 
mixer, but also a high - 
performance sound rein-
forcement mixer. 

-12 input x 4 group 
output x 2 master 
output x 1 mono output. 

• 

This virtually unheard 
of versatility is possible 
because of innovative 
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PA or Recording Sends 

Ramsa engineering. One 
set of circuits actually 
performs as two. Func-
tions like stereo tape 
monitoring are switch-
able to become stereo 

effects sends for PA. 
PA monitor sends can 
be switched to effects 
sends for recording or 
mixdown. And that's 
just for starters. 

The Ramsa VVR-8112 
gives you the flexibility 
of switchable turnover 
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The metering is flexi-
ble and accurate with 
four 12- point peak- read-
ing LED meters. There 
are selectors for group 
outs 1 to 4, Left and 
Right master outs, mono 
master outs. monitor 
send and sold metering 
for any channel. 

frequencies for high 
and low EQ as well as 
,continuously variable 
frequency for the 
midrange. 

I. Eeee in 
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Flexible Equalization 

The group output 
levels can be internally 
connected for either 
—10 db cr + 4 db ( nom-
Mal) to interface with 
either semiprofessional 
or professional 
ecuipment. 
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Versatile LED Metering 

But perhaps the most 
remarkable thing about 
the WR-8112 is that it 
offers the same clean. 
transparent sound qual-
ity as our larger. fuly 
modular mixers, at a 
more affordabte price. 
And if your needs are 

strictly recording. we 
recommend the highly 
affordable Ramsa 
WR-8210. 

So whether you aire 
recording, gigging. 
doing AiV production or 
anything in between, 
why get two ordinary 
mixers when you can get 
one exceptional Ramsa. 
The VVR-8112. 

For more information, 
call ( 201) 348-7470. 

Panasonic 
PROFESSIONAL AUDIO DIVISION 
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THE NATURAL VIRTUOSO AS 
HIGHSCHOOL HERO 

No, you haven't wandered into an issue of Circus by mistake. Sure, 
Van Halen is exactly the kind of a band your fourteen-year-old 
kid brother thinks is the greatest thing since zit cream or the girls' 
locker room scene from Porky's, but so what? Maybe the kid 
is a little smarter than you think he is. If you go only by what you 
hear on the car radio, something like "(Oh) Pretty Woman" or "You 
Really Got Me," an assault on the Kinks classic that rocketed 
the band to stardom in 1978, it's easy to simply assume that these 
are just four more metalloid morons out to make a quick buck But 
if you really sit down and listen to what the band is doing, 
you may think twice about dismissing them so hastily. 
The guitar playing, in particular, almost defies description. 

Instead of the usual fiash-and-c127zle effects most guitarists have 
been repeating since they were first laid down by Clapton, Beck 
Page, Hendrix and Blaclçmore, Edward Van Halen pulls all sorts 
of crazy stunts with harmonics, his tremolo bar and a host of 
makeshift techniques that are hard to believe even after you've 

BY J.D. CONSIDINE 
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seen how they are done. Perhaps the most amazing of these is 
a two-handed version of the hammer- on and pull-off—a tech-
nique in which instead of plucking the note with a pick, the first 
note is sounded by hitting the string very hard at the fret, then 
plucking the string with that finger to sound a second, lower 
note—that on " Eruption" resulted in shimmering arpeggiated 
figures that sounded more like a Bach harpsichord than rock 
guitar. 
Nor are all these tricks saved for the solos. Van Halen crams 

guitar moans, growls, shrieks and chatter into almost every 
available nook and cranny on the band's five albums. Yet the 
records never end up sounding like guitar solos, largely 
because this isn't a one-man group— it's a quartet in every 
sense of the word. On a strictly instrumental level, that means 
as Edward Van Halen takes his guitar into the stratosphere, his 
brother Alex is right there, keeping pace on the drums while 
bassist Michael Anthony draws the bottom line; on an aes-
thetic level, it balances the music's sophisticated energy with 
a perspective best summarized by David Lee Roth's dead-
panned, "Have you seen junior's grades?" 

It's that combination of musical audacity and juvenile delin-
quent sensibility that has made Van Halen what it is today: a 
major concert attraction, an FM rock staple and a convenient 
target for critical abuse. Granted, that last is something of a 
two-way street—David Lee Roth made few friends in the press 
when he postulated that the reason more critics liked Elvis 
Costello than Van Halen was " because most critics look like 
Elvis Costello"— but it's also more the result of stylistic 
snobbery than objective analysis. 
When Van Halen burst out of the Hollywood club scene in 

1978, they were the biggest, brashest, most over-the-top 
heavy rock band around. Their subsequent success has only 
amplified those tendencies. Describing the band's views 
about their Van Halen road show, David Lee Roth asks, 
"Remember when you were in school and the whole thing 
revolved around who had the biggest tires in back, who had 
the loudest stereo? Well, we never got past that phase." They 
sure haven't. On the band's last two tours, the stage was 
divided between a wall of 12- inch guitar speakers and a wall of 

"Who is the God of Guitars who 
says it has to be held this way or 
that way? I just do everything the 
way I want to. Period." 

12- and 18- inch bass speakers, with a drum kit resembling the 
contents of a small percussion store mounted in the middle. 
Looking down the barrel of all this acoustic firepower, you 
begin to wonder what they need a P.A. system for, but without it 
how could you follow Roth's between-songs patter? Clutching 
a mostly empty fifth of Jack Daniels during a concert in Phila-
delphia last year, Roth cheerfully explained to the fans, "Of 
course 1 drink on the job. That's how I got the job." 

Nonetheless, the most ear-grabbing moments invariably 
belong to Edward Van Halen. As much as Roth's banter and 
the physical excess of the stage gear testify to the extrav-
agances of the rock ' n' roll life, it's the free- flowing energy and 
imagination of Edward's playing that captures the music's 
spirit. His solos are flashy, unpredictable and totally idiomatic, 
adhering to a logic that seems to apply solely to electric guitar 
and possessed of an almost palpable dynamism. 
Because the members of Van Halen apply their talent to a 

fairly basic version of rock ' n' roll, a lot of musicians figure they 
must be as cretinous as every other three-chord wonder. 
"When we were going to school studying to learn the basics," 
recalls Alex Van Halen, "they used to call us musical prosti-
tutes because we were playing songs that had no fancy chord 

changes but only the basic 1- IV-V. They used the premise that, 
'because my thing has nineteen chord changes and two meter 
changes, my thing is music and yours stinks.' 

"Well, I say stick it. For all intents and purposes, it's much 
more difficult to write a song that's memorable, that people 
can sing along with, using only the basic 1- IV-V as opposed to 
applying your musical skills to bend things out of shape." 

Of course, there's a certain irony to Alex Van Halen having 
to defend his music on the grounds of musicality, for both he 
and his brother, as well as Michael Anthony, come from house-
holds where music brought home the bacon. Jan Van Halen 
was a professional clarinetist and saxophonist who started his 
sons on piano lessons at age six, while both of Anthony's 
parents were professional musicians and he started playing 
trumpet in the second grade. (David Lee Roth, on the other 
hand, comes from a long line of doctors and other socially 
respectable types, proving that there's one in every family.) 
Edward Van Halen seems to be a natural in the truest sense 

of the word. Alex reports that "when Ed first picked up the 
guitar, he could play better than the guys at that time who had 
been playing for years. My dad, who's been a professional 
musician all his life, says Eddie plays like Charlie Parker, only 
he doesn't need the drugs." 

His peers are equally effusive. Carlos Santana has called 
his playing " brilliant." Frank Zappa recently thanked him "for 
reinventing the guitar." Perhaps the most incisive compliment 
came from Andy Summers of the Police who said, "He is a 
natural virtuoso. What impresses me is his passion, his spirit 
and his musicality. Really, I think he is the greatest rock guitar-
ist since Hendrix." 

Talent runs in the Van Halen family though, and Edward 
didn't get it all. "Alex is better technically at music than the rest 
of us combined," insists Roth. " I remember that before we all 
got thrown out of school for the last time, Alex redid all of the 
music for West Side Story and arranged it for a fifteen- piece 
jazz-rock ensemble. And he had to go around to each instru-
mentalist and show them how to play their part, because 
nobody could figure it out. He was doing stuff in 11/8 time.... 
Plus he's got near- perfect pitch. You can play him a song on 
the radio, and he'll tell you what key it's in." 
The idea is to play as a unit, and that holds true as much for 

recording as playing live. " Most of the time, what a band will do 
is get a click track and set the drum part down on tape with the 
bass and maybe rhythm guitar," says Alex Van Halen, "and 
then they build it from there. We play together, and if by the 
second or third take the song is not to our satisfaction, then we 
move on to a different one. Because our opinion is if you can't 
get it right the first or second time, you shouldn't even be there. 
What we do is rehearse the material to the point where it's 
ready to be played onstage, ready anywhere, and then go up 
to Ted (Templeman, the producer) and Don (Landee, the engi-
neer) to put it on vinyl." 
Even then, the studio performances tend to be pretty spon-

taneous. "We know the basic structure of the song, what we're 
going to do," says Edward Van Halen, " like how many bars will 
go here, how many choruses we're going to do, whether we're 
going to fade out. But when it comes to solos, I never work 'em 
out. I never even know where I'm going to start. The fingers just 
kinda go." 

Roth laughs, and confides, " It comes so easily. Of course, 
there are probably people out there in magazineland right now 
saying, 'That's because it's crap,' and it may well be. But it's 
my crap. It's fast. It comes easy, and it's enjoyable. Otherwise, 
it would be just like another job." 
MUSICIAN: Let's start at the beginning. 
VAN HALEN: Alex and 1, we were both born in Holland, in 
Amsterdam. My father was a musician, touring around, and so 
of course both his sons would be musicians. He played every-
thing, jazz— big band or whatever—and classical. He met my 
mom in Indonesia, and he used to play in classical concert-
type things. Well, he got us to practice piano since we were 
about six years old. When I was eight years old and Alex was 
nine or ten, my mom decided to move to the land of opportun-
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ity. So we moved over here and quickly lost interest in sitting 
down and going like this (adopts stiff- armed, ramrod- backed 
posture of classical piano student). 
MUSICIAN: Did it take long to get indoctrinated to rock 'n' 
roll? 
VAN HALEN: Not very long at all. We were kind of sheltered 
from it, we didn't hear very much of it when we were in Holland, 
even though right across the English Channel was where it 
was all coming from. It was definitely, "Turn that stuff down!" 
same as any other kid. Beaten to play the piano, you know.... 

But we persevered, and I got a paper route so I could pay for 
my $41.25 St. George drum kit, and while I was out throwing 
the papers, my brother was playing my drums. He got better, 
so I said, "Okay, you can keep the damn drums." 

At the same time, my parents thought they could expand on 
Al, so while I was out throwing papers, they made him take 
flamenco guitar lessons. So I started plinking around on his 
guitar after he took my drums, and it just kinda went from there. 
And if you look at both of us now, it's lucky that we both 
changed because he's twice the size of me. He doesn't look 
like a guitarist. 
MUSICIAN: Did you keep on playing piano through all this? 
VAN HALEN: Off and on. I actually started playing guitar 
when I was about twelve, and when I was sixteen I totally 
dumped piano. Up until then I was still forced to practice. 
(affects gruff, authoritarian voice) "Okay, if you're going to play 
guitar, you're going to have to play piano and make up for it." I 
remember if I came home too late on Friday or Saturday night, 
my mom would lock my guitar in the closet for a week, things 
like that. Torture! 
MUSICIAN: So then it was out of the conservatory, into the 
garage? 
VAN HALEN: Yeah. It was basically just Alex and me. To tell 
the truth, it's been Alex and me since then, with whoever. It 
started out with just the two of us playing, and then we said, 
"Hey, it sounds kinda thin. We need a bass player." ( laughs) So 
we went through a handful of bass players. Then I got sick of 
singing, and we got Dave in the band. 
And then we started playing clubs, like Gazzarri's and stuff. 

The old bass player we had used to smoke too much pot and 
hash. We had a repertoire of about 300 songs that you had to 
remember, and he'd be so high, he'd be playing a different 
song. So we got rid of him and got Mike. And that's the way the 
band is now, it's been about eight years —'74-'75 was when 
Van Halen was formed, and it was Dave's idea to use Van 
Halen for the band name. I wanted to call it Rat Salade (laughs 
wickedly). I was into Black Sabbath then.... 
MUSICIAN: That's funny that it would have been Dave's idea, 
because he's the one most kids recognize first. 
VAN HALEN: They think he is Van Halen, like Van Morrison. 
They think he's Van. We played Gazzarri's for maybe three 
years, and if it was a good weekend Bill Gazzarri would slip us 
an extra twenty bucks on the sly, and he'd always hand it to 
Dave. For three years on end he went, " Here, Van. It was a 
great weekend." 
MUSICIAN: I understand that in your club days you did a lot of 
songs most folks wouldn't associate with Van Halen. 
VAN HALEN: In clubs, we used to do "Get Down Tonight," 
and all that stuff. We'd hum the horn parts, and Dave would 
sing on top of that. It sounded funny, it sounded very funny, but 
at least we got hired. 
MUSICIAN: Was that a factor in your "anything goes" 
approach? 
VAN HALEN: Definitely. 'Cause Dave has different taste in 
music than the rest of us—we all have different tastes. I think 
the only true rocker of the bunch is Al. He's the only one who 
listens to AC/DC and all that kind of stuff. Dave will walk in with 
a disco tape and I'll walk in with my progressive tapes and 
Mike walks in with his Disneyland stuff ( laughs). 
We're all so different, I guess that's what makes Van Halen 

so different. If we were all like Dave, we'd all be playing Dave 
Music. And even though I write the music, trie final product is 
still all twisted and bent. For a one-guitar band, I think we do 
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have a little variety, and I think that's because of their input. 
MUSICIAN: You can listen to a lot of guitarists and fairly 
easily tell who they've taken from, but your influences really 
seem to have gone through the Cuisinart. 
VAN HALEN: I sometimes wonder myself when it was that I 
turned the corner and went my own way in playing, because 
the last thing I remember was playing "Crossroads ' and being 
Eric Clapton. I used to play all that stuff note-for- note, and play 
exactly like him. I don't know where all of a sudden I just 
changed. 
MUSICIAN: Clapton was a big influence? 
VAN HALEN: My only. He was the only one I ever copied. I 
didn't care too much for Jimmy Page or Hendrix or anyone 
else. Beck I didn't even know about until Blow By Blow came 
out ( laughs). 
MUSICIAN: What was it about Clapton? 
VAN HALEN: Oh, just a feeling. Clapton just had something 
that I liked, ,t sounded smooth and warm-toned, as opposed to 

Edward demonstrates spectacular two-handed pull-offs for 
salivating multitudes. 

Hendrix who was always eeyarrrowwngk! Even though I prob-
aoly do like Hendrix more than Clapton now. All the rest of 'em 
I've heard and stuff, but never really sat down to cop a lick from 
'em or anything. Alan Holdsworth, he's so damned good I can't 
cop anything— I can't understand what he's doing. I've gotta 
do this ( does two- hand things) whereas he'll do it with one 
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hand. Or it sounds like it sometimes. Beck, Page, Hendrix, 
Townshend—I love Townshend's rhythm playing. 1 love the 
sound he gets for chords. 
MUSICIAN: What sort of things do you listen to at home? 
VAN HALEN: Progressive stuff, like Alan Holdsworth, stuff 
like that. Brand X. That's about it. I don't listen to much rock. I 
listen to a lot of Chopin, piano. Very little rock ' n' roll. 
MUSICIAN: To get back to what you were saying about get-
ting bored by the same thing over and over again, one of the 
most common complaints about rock 'n' roll from real sophisti-
cated players is that it's all in the key of E. So I'm curious how 
you feel about rock's musical limits, because while some of 
your stuff seems to have moved beyond that, on the other 
hand you're still.... 
VAN HALEN: ... in it. That's what's so challenging about rock 
'n' roll, that pressure of "You're stuck" Trying to get out, but 
you're still in it. Like what you said about playing in the key of E. 
A lot of guitarists hate rock ' n' roll because you're stuck with 
that. You're not. You can play any way you want, as long as 
you're playing chromatic or whatever and you end up on a 
note that kind of fits the key. And along with the harmonics and 
the weird noises, you're not limited. I mean, you always have to 
go to some key, I don't care what type of music you're playing. 
MUSICIAN: In the past couple weeks, I've listened to the new 
Scorpions album and found myself saying, "Gee, that guy 
sounds a lot like Eddie Van Halen." Then I put on the new 
Rainbow album, and there's a solo that could have been you. 
VAN HALEN: (chuckles) Blackmore hates me. 
MUSICIAN: And then there was Randy Rhoads.... 
VAN HALEN: Oh, yeah. He did me to the bone, bless his soul. 
MUSICIAN: And the guy they got to replace him does a lot of 
the same licks, too. So obviously you're reaching somebody. 
VAN HALEN: Yeah (laughs embarrassedly). Yeah, I guess 
you're right. I met Frank Zappa the other day, and the first thing 
he said to me is, "Thank you for reinventing the electric guitar." 
Which was a hell of a compliment coming from him, becausel 
love Zappa. 
MUSICIAN: But I take it you really don't think you've "rein-
vented the electric guitar"? 
VAN HALEN: I don't know. I just do whatldo, and I really don't 
consider it inventing, or doing anything but what 1 do. Just 
because everybody is doing me now... is nice, but maybe two 
or three years down the line I'll be doing me in a different way. 
MUSICIAN: Turning that around, do you think you'd still be 
playing the same way if you were back in the clubs? 
VAN HALEN: I think so. I was playing this way when we were 
playing clubs, and I remember what I used to do, too. Because 
nobody ever used to do this before ( he picks up his guitar and 
does some fast, two-hands-on-the-fretboard playing). After I 
somehow stumbled on it, when I would do a guitar solo and do 
that stuff, I'd turn around because I ddn't want anyone to see 
how I was doing it ( laughs). I'm going, " Not until we get signed, 
I don't want anyone to know!" ( laughs uproariously) 

Actually, it was my brother who told me, "Turn around when 
you do it. These bastards are going to rip you off blind." And he 
was right! There was a band called Angel who tried to rip us off, 
and luckily we just got signed. They tried to go in and do "You 
Really Got Me." 

See, I was star- struck. You know, "Hey, our rock band just 
got signed!" So I played this guy from Angel our album a month 
before it was going to be released, and a week later Ted 
Templeman calls me and he goes, "Did you play that tape for 
anybody, you asshole?" I'm going, "Yeah, wasn't I supposed 
to?" " I told you—Damn! I never should have given you a 
copy!" And I'm going, "Why, what happened?" Well, he had 
heard from the tour manager with Aerosmith that a band called 
Angel was in the studio trying to rush-release "You Really Got 
Me" before we could. 
So I'm glad I turned around for a year or two. 

MUSICIAN: What about your guitars? l understand that some 
of them you built yourself. 
VAN HALEN: Yeah, yeah...I've still got the original guitar I 
built. You want to see it? (He goes off and comes back with a 

red, Stratocaster-styled guitar adorned with black and white 
stripes and bicycle reflectors on the back.) It's the onelrecord 
with and play onstage with, and it's the biggest piece of junk 
you've ever seen in your life. That's my main baby. 
MUSICIAN: What is it—aside from the decorations—that 
makes this guitar so special? 
VAN HALEN: I think it's just that it cost me $200, and I don't 
believe in spending a lot of money. The most important thing is 
this pickup. (He points to a humbucking pickup in the bridge 
position, and then indicates a Fender-style soapbar pickup 
that is rather pointedly not wired in.) That's just something to fill 
up the holes. 

This is the first one, it's on the first album cover. I originally 
had a Strat, but I couldn't handle the way it sounded because 
I'd play so loud I'd get such a hum, such a buzz. And I'm going, 
"Why is it doing this?" Then someone told me it's single-coil 
pickups, and I discovered what single- coil pickups were as 
opposed to humbucking. So I carved out part of the wood and 
slapped a humbucking in the Strat. But no matter what I did, 
always right here on the E ( plays octave fret on the low E 
string) I got a vibration. I started looking around for better 
wood. And then Iran into Charvel guitars, and they had a junk 
body laying there so I said, " I'll give you $50 for it," and this 
thing came alive. 

MUSICIAN: So why, with all the guitars since, do you stick 
with this one? 
VAN HALEN: Every time I get a different guitar, whether it be 
playing in the basement, onstage live or in the studio, we'll be 
playing and someone will say, "Are you using a different amp, 
Ed?" And I'll say, "No, it's a different guitar." They'll say, "Use 
your other one. It sounds better" ( laughs). It usually takes a 
few songs before someone says anything. 

I'll tell you how this happened. I told you I used to have a 
Fender Strat. When I ripped the guts out— I didn't know how to 
put it back! I swear to God! The three knobs and the switch 
...I'm going, "Goddamn, I don't know what the hell's going on." 
So I just took everything out and took the two cords that went 
from here to there (traces the path from the pickup to the 
volume knob) and the two from there ( indicating the jack) and 
switched them around until I heard something, and clamped it 
down. That's the way it is, and it works great. 

That's how I stumbled onto the one volume knob. All you see 
kids using now is one volume knob and one pickup. Little do 
they know it's out of ignorance. 
MUSICIAN: The one thing that's most intrigued me about 
your sound is that for all the weird things you do as a player, 
your sound always seems pretty straight. 
VAN HALEN: Yeah. I have a whole effects rack that my roadie 
built for me and was proud of when he was done, but I never 
use it. 'Cause it never works, or I hit buttons and I'm going, " Eh, 
screw it! I'd rather make noise on the guitar." Instead of using 
effects. 

I'll use an occasional echo—it's kind of a slow repeat to fill 
out things, make it a little more majestic or whatever. But I'm 
not into all these little things that make your guitar sound not 
like a guitar. 

MUSICIAN: What kind of amp do you use? I tried counting the 
speakers during one show and lost count somewhere around 
sixty-four.... 

VAN HALEN: Live I always use six old 100-watt Marshalls, 
each through four speakers. No, eight. Through all my bottom 
cabinets 1 use one head, 'cause I have six cabinets supplied, 
and one head for each cabinet. They're actually double 
cabinets, eight speakers in one, but I just had 'em built that way 
because it's easier to move 'em around. They're still divided, 
they're still separate cabinets. 
MUSICIAN: Do you use the same setup in the studio? 
VAN HALEN: It depends on how loud I feel like playing. When 
you're close-miking one speaker it doesn't matter how many 
amps you're using. It really doesn't. 

Oh, we use one room mike to mix in there with it, but it's so 
simple. 1 mean, Ted Templeman, our producer, got in trouble 
for saying this. He did an intervew for BAM magazine, and they 
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David leo Roth RCespo inngsYiatrieBs of S antarddoOmther 

MUSICIAN: There's a quote right here in your bio saying, "This 
band is the distillation of every vulgar trend that has surfaced in the 
twenty years of rock 'n' roll history." 
ROTH: Well, that's my father speaking, isn't it', 
MUSICIAN: Most bands would hide that from the public, and most 
bands' managers would hide that sort of stuff from the band. 
ROTH: Well, we all know about the bands, you know, that have the 
heavy management, and they have group therapy sessions so 
they can get n touch with each other and become one with the 
bass drum. They verge on a Zen sort of a tactic, white aoproacning 
their music. We talk about what we are and what we think—quite 
openly—there's no reason to hide it for Van Halen. 
MUSICIAN: How different are the ideas, and how different has the 
presentation become, from when you four first got together? 
ROTH: Oh. man, Van Halen has been one big bar of soap for me. 
I'm always bending over to pick it up. i don't care whether it's the 
musc, I don't care whether it's the Ight show, I don't care what it 
is—one big long argument, man. I remember the days when it 
actually took the form of fist fights. And I remember Alex beating 
Edward heavily about the face ane neck with right hand, while 
he cradled his poor little head against the brutal cement with his 
left hand so he could play the next set ( laughs). It's been like that; 
the only thing that's aifferent is that our vocabularies are a : ittle 
bigger. 
MUSICIAN: Were you really hyperactive as a kid? 
ROTH: I was constantly moving around. My attention span was nil, 
still is. I was raised on a heavy diet of television and radio, you 
know, and I've got to have a commercial every ten minutes. I'm 
always jumping around, the other guys in the band are the same 
way. You can hear that in the music; there's absolutely no conti-
nuity to any given Van Halen record or stream of records. 
MUSICIAN: Do you think the role you play for you, audience is 
overinflated? 
ROTH: I am merely the pond that reflects the oncoming stone I 
may absorb that stone, but in the beginning I only ,eflect it. I am not 
the aggressive force in question here; I'm merely placid and still. 
And that's all rock music ever was—it's a reflection of the times. 
MUSICIAN: Was Eddie pretty amazing the first time you heard 
him? 
ROTH: Edward has always been amazing. Edward is constantly 
amazing to me. He's always got something new, some new way to 
play the guitar. He makes his own guitars—and if you saw them up 
close you'd realize what a joke that is ( laughs). People cometo him 
with calibrators and odometers, and all it is is a $50 Dennis the 
Menace piece of junk. 
MUSICIAN: Do you have a regular rehearsal schedule? 
ROTH: Hell no. ( laughs) That's how come we get the words 
wrong, that's how come it's distorted in the studio, al' the way down 
the line. These little cracks and crevices, though. we chalk them off 
as personality and slide into another day. For practice, what we did 

BY DAN FORM' 

is we payed a lot. We played everywhere. Because we like to play. 
It was that innocent, and remains that innocent. We're just better 
paid for it now. 
MUSICIAN: How big is the Van Halen traveling circus? 
ROTH: There's about seventy-five people when we go on tour. 
MUSICIAN: What can occupy seventy-five people's time with a 
four-man band? 
ROTH: I don't have the vaguest idea. Dan, but I do sign the 
checks. it's a big production. Somebody mentioned to me once, 
"It's like a big family." I tole them. "No, I prefer to view it as a gang." 
But it makes life eminently more passable on the roaa, or wherever 
you are. 
MUSICIAN: If you're touring for, say, four to six weeks across the 
country, does the gang of seventy-five grow and pick up more 
people along the way? 
ROTH: Oh, sure. The crew does for sure. Our crew is famous. You 
know, Dan, it's exactly like the magazines always told me it was 
going to be—maybe better. You wouldn't believe the stuff that goes 
on out there. I woke up towards the end of this last tour in the hotel, 
and, man, I couldn't move. I was bruised. I felt like hell. I finally 
called up Alex on the phone and said, "What did we do last night?" 
He says, "Oh, man, we were up in my room on the second floor on 
the balcony with a bunch of people. and there was a lot of noise 
and music going on. About 4:30 this morning you bet everybody 
you could fly, and jumped right off the balcony, man. Yeah, you 
landed in some trees; we found you down in the dirt." I said "Man, 
why didn't you stop me?" He says, "Stop you! I bet em a hundred 
bills you could do it, man." 
MUSICIAN: Does it ever worry you when you read about another 
rock star biting the dust? 
ROTH: Well, this is the 80s, Dan. and one must craft his buzz. One 
has to craft his high. Basically, what that means is being able to 
time it out. That doesn't mean qi.it getting buzzed, you just have to 
make sure you come on full blast right about when the show starts. 
I'm not serious about my health; on the other hand, I used to jog a 
great deal. I gave that up, because the ice cubes kept galling out of 
my cup. I played water polo for a long time, but I had to quit that 
because my horse drowned. So I just kind of sail along. We pump a 
lot of aluMnum, particularly on the road. It helps if you open it first. 
You keep one eye on the road, and one eye in the rear view 
mirror—so you can see how cool you look while you're getting 
somewhere. You don't even really think about it. 
MUSICIAN: You seem to draw more females than most hard rock 
bands, and much of the reason for that it would seem, is you. 
ROTH: Well, Dan, I do have the best legs in the business. And 
they've got dancing feet at the bottom. 
MUSICIAN: Do you ever think about whether these women are 
coming. . 
ROTH: Constantly! This is a major soiece of my inspiration, and 
I'm glad you brought that up 



asked him, "How do you do the Doobie Brothers? How do you 
do Van Halen?" And he goes, "Well, with Van Halen it's so 
goddamn simple—all 1 do is throw mikes up there, they play it 
and we've got it. With the Doobie Brothers, I've got to do this 
and that and this...." And the Doobie Brothers got all pissed off 
at him. 
MUSICIAN: How much overdubbing do you like to do? 
VAN HALEN: None, actually. I hate doing it. On the new 
record, I only overdubbed a few things. No, actually a lot. Let 
me think: "Where Have All The Good Times Gone," nothing; 
"Little Guitars," I overdubbed the slide in the middle; "Hang 
'Em High," nothing; "Secrets," just the solo—lused a 12-string 
on "Secrets," one of those double-necked Gibson jobs; 
"Intruder," nothing; "Pretty Woman," nothing; "Big Bad Bill," 
nothing; "Dancing In The Street," I doubled the synthesizer 
with the guitar and overdubbed the solo; "Cathedral" was one 
guitar; "Happy Trails," a lot of overdubs ( laughs); " Full Bug," 
nothing. Well, Dave did a harmonica solo. 

I hate to overdub. It's just that I can't stand to wear head-
phones. I never wear headphones in the studio, I stand right 
next to Al and play. I prefer to do the solo on the basic track and 
if it needs it, overdub a rhythm guitar—even though I didn't do 
that this time around. I don't know, I feel like I'm in a glass bottle 
separated from the rest of the guys whenever 1 put head-
phones on. 
MUSICIAN: It's interesting that you stand next to Al. Is that 
what you listen to onstage as well? What's in your monitor? 
VAN HALEN: All I have in there are drums and a little bit of 
Dave's voice, and my voice. Mike 1 can never hear, whether it 
be in the studio or live, I never hear him. 
MUSICIAN: Does that bother you at all? 
VAN HALEN: No, not at all. I guess he more follows me than I 
follow him, and I'm more of a rhythmic player, so I need a lot of 
drums. And whenever Mike's bass gets in there it garbles stuff 
up. The frequencies of the bass drums and stuff and of his 
bass don't work right. 
MUSICIAN:A lot of bands work with a bass-drums axis; 
some use a rhythm guitar-drums axis, but you guys seem to 
have an almost invisible axis. 
VAN HALEN: Yeah, yeah, exactly. It's like ESP sometimes. 
Even if my monitors don't work right live and I'll make a 
mistake, Al is right there with me, or vice versa. 
MUSICIAN: / was kind of surprised at the down-to- earthiness 
of Diver Down, because the last record was really abstract. 
VAN HALEN: I still don't understand that. So many people tell 
me that. What is so abstract about it? 
MUSICIAN: Abstract in the sense that the songs aren't really 
verse-chorus- verse-chorus.... 
VAN HALEN: Well, our songs never really have been, have 
they? 
MUSICIAN: Yeah, but you get that impression on the new 
one simply because you're doing so many cover versions of 
old songs. 
VAN HALEN: Yeah, you're right. I guess the reason being 
those are other people's songs. If you listen to our songs on 
the record, they're just as wacko as those on the last one. 
They're not structured that way. Our songs never are. 
MUSICIAN: Even then, the stuff on Fair Warning went a little 
farther afield. Like on "Dirty Movies," where Michael goes into 
the funky bass riff—you don't get that on the originals on this 
album. 
VAN HALEN: Well, that's a toughie, because "Secrets" on the 
new album, I wrote that last year. I wanted it on Fair Warning, 
and everyone's going, "Aaaah, pffft!" They didn't like it. 'Cause 
I do write all the music for the band. They kind of pick out of 
everything that 1 have, and they say what they like and don't 
like. And all of a sudden, just because.... See, Ted Templeman 
never heard it, and when Ted heard it, he liked it, and all of a 
sudden they liked it too. ( laughs) No, don't print that. 

I find myself, when I write, I always go in lumps, "Hey, these 
five songs all kinda sound the same." So we kinda spread 'em 
out; we use one next album, and one now.1 mean, they're not 
identical, but you can tell I wrote 'em at the same time, around 

the same period. It's impossible for me to forget what I've done 
completely, so I'll never write it again. Because I've done that 
before. 
MUSICIAN: After talking about some of the things you do, 
and after listening to your versions of the album material, l 
can't help but wonder why you don't do a solo album. 
VAN HALEN: Each album already is, actually. I can do basi-
cally what 1 want 'cause I write all the music anyway, so it 
already is kind of a solo thing. Even though we all get credit, but 
what the hell. That's a deal we made in the beginning. 
MUSICIAN: To get back to the album, how did you do the 
acoustic guitar intro to "Little Guitars"? It really sounds like 
bona fide Spanish guitar there. 
VAN HALEN: Aw, yeah, I did a great cheat on that one. 
Everyone thinks 1 overdubbed on that. I'll show you what I did. 
(He picks up a guitar and picks a single-note trill on the high E 
string, using his left hand to play the melody on the A and D 
strings using hammer-ons and pull- offs.) I did it like that, 
pull-offs and hammering. 

That's all 1 did, and people are going, "Now, c'mon, you 
overdubbed that." Then 1 show them how I did it. 

Classical guitarists can do that, but they finger-pick. I can't 
finger- pick. No, I definitely cheated. I'm good at that, I'm good 
at cheating. If there's a sound in my head and I want it, I'll find a 
way to do it. Whether I know how to do it by the book or not, I'll 
figure out some way. You can ask my wife. I bought a couple of 
Montoya records, and I'm going, "God...." I actually started 
trying to finger- pick, and I'm going, "Screw this, it's too hard." 
Even Ted was blown away. I had a little machine like this and 

1 put it on tape, and I said, "Ted, what do you think?"He's going, 
"That's not you, I know you can't finger- pick." I said, " Here, 
gimme a guitar, I did it like this." They all started laughing. 

I just do everything the way I want to do it. Period. 'Cause 
continued on page 109 

Van Helen's Equipment 
Edward Van Halen isn't sure exactly how many guitars 

he has. " I've probably got at least fifty," he says. " I think." 
Fortunately, he uses very few of them. His principal guitar 

is discussed in depth in the interview itself, as are his 
strings, effects and amps, but there are a couple other 
guitars worth mentioning. His acoustic work is all done on 
an Ovation with nylon strings, " I guess because I like 
classical music better than I like country music, and that's 
what an acoustic with steel strings reminds me of." 

Michael Anthony has a mere fifteen basses, " but I only 
take about four or five on the road. My main bass is a 
Yamaha Broad Bass 2000; it's a prototype that was given to 
me when we were in Japan a few years back." His other 
basses are mostly Fender Precisions, with Yamaha pick-
ups and Badass bridges. His strings are Rotosound Swing 
Bass roundwounds. For amps, he uses SVTs, driving Flagg-
System cabinets with 18- inch Gauss bottoms and 12-
inch Gauss tops. 

Alex Van Halen says his basic set is built around "one 
kick, a 14- inch by 10- inch rack tom, an 18- inch by 20- inch 
floor tom and a snare, high- hat and cymbals." The snare is 
a rosewood 61/4-inch by 14- inch snare with a black- dot CS 
head, and the cymbals are Paiste, in particular a 24-inch 
heavy ride and 20-inch rides for crash cymbals. He also 
likes the new Rude cymbal weight, and uses several of 
them. Rounding out his kit are 12- inch, 13- inch and 20- inch 
toms, with single heads for live work and double heads for 
the studio. " I use Remo black dots," he says, "and I know a 
lot of people who read this will say, 'Oh, man, you're not 
being true to the drum,' but I do tape. I use black duct tape 
to get rid of certain rings. I used to try to get the sound out of 
the drum without taping anything at all, but I've changed my 
evil ways." His drums, by the way, are Ludwigs, his hard-
ware hybrid and welded together to keep from breaking 
when David Lee Roth stands on the drums. As for the bass 
drums, last time around he used six of them. 
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"...sure signs of a 
winner- consistency, 
great balance and 
high performance." 

Awinning pro like Bernie 
Rico understands the 

meaning of performance. 

That's why he uses Kaman 
Performers. 

Whether it's a new B.C. Rich 
guitar, like his revolutionary 
Warlock, or his blown, fuel-
injected jetboat that's set a 
%-mile record of 149.92 mph. 
Performance is the key to 
Bernie's success — and to the 
success of B.C. Rich Guitars. 

Kaman's Electronic Guitar 
Strings have been designed for 
winning musicians who want 
more performance than is of-
fered by conventional electric 
guitar strings. Kaman Performers 
feature an exclusive equal-core 
and-wrap design that gives in-
credible flexibility and high 
frequency overtones. Chrome 
steel-wound fourth strings 
aren't overpowered by the shrill 
plain strings. And our Duraflon-
coated plain strings were en-
gineered for longer life and 
easier play. 

"You know what impressed 
me about Kaman Performers? 
All my craftsmen love them ... 
and these guys know and live 
guitars. They know quality and 
they understand performance. 
That's why we all use Kaman 
Performers!" 

Take the advice of a winner 
like Bernie Rico and try a 
set of Kaman Performers. 



OUNCY JO \ ES 

A portrait of 
platinum 
production, from 
the fiscal to the 
fee4 from the big 
picture to the last 
detail 

BY NELSON GEORGE 

UINCY JONES, in the dimly lit control room 
of the studio, was ready to add a 
tambourine part to a Donna Summer 
track, a small bit of finish work before 
the final mix. A young Latino woman 
percussionist appeared before him 
to play the part, obviously awed by 
the surroundings. It was probably one 

of her first session dates and surely 
her first with the legendary Quincy; you 

could see that she was quite intimidated and 
terribly, terribly nervous. Quincy noticed 

immediately and began to try to make 
her relax; in a fatherly way he would put 

his arms around her neck and squeeze her, making 
little jokes, following her around and whispering 
in her ear, anything to calm her down. 

Finally she seemed ready to record; she went into 
the main studio room and began to play along with 
the Donna Summer track in her headphones. Noting 
some residual uneasiness, Quincy continued his 
banter; when she tried hitting the tambourine on 
her somewhat ample behind, he cracked, " Whoa, I 
like that sound!" After five or six takes, all of which 
seemed acceptable, Quincy abruptly stopped the 
tape in mid-take and went into the room with her. 
He took the tambourine and out of nowhere began 
playing it—and playing it well. He told her how to 
get more of a sixteenth-note feel, demonstrating 
exactly the rhythm he wanted. Then, just as quickly, 
he returned to the board and she reproduced the 
part in a couple of takes. The track was done. 
There had been no condescension in his coaching, 

and certainly no suggestion that he could've just as 
easily done the part himself. But one was left with the 
unmistakable impression that the man had become 
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part of the music in a way that the word "producer" was unable 
to convey. 

At the age of forty-nine, Quincy Jones is at the pinnacle of 
an impressive career in music. His sweep of this year's 
Grammy awards was only the public manifestation of an 
impeccable reputation within the industry as a studio miracle-
maker, a reputation that has produced a long line of big-name 
clients hoping the magic will rub off or them. For much of his 
career, first as a trumpet player, then a manager, he was 
associated with jazz and regarded by many as the logical 
successor to the masters of the big band idiom, Count Basie 
and Duke Ellington. But while he still uses arranging tech-
niques learned at the knee of the masters, his chief weapons 
are no longer the interplay of brass and reeds but an intricate 
mesh of electronic instruments and state-of-the-art studio 
technology. 
The range of his accomplishments, hyperbole aside, is 

"You have to understand that 
recording is a strange animal. 
These guys are working in the 
fastest lane you can get." 

simply astounding. He arranged Sinatra Live In Las Vegas At 
The Sands with the Count Basie Orchestra. His Newport 1961, 
This Is How I Feel About Jazz and Quintessence were three of 
the last great big band albums. The tense soundtracks to The 
Pawnbroker, In Cold Blood, In the Heat of the Night and The 
Getaway, were his work. For the tube, Jones composed the 
brassy I ronside and majestic Roots themes. He took a chance 
on Lesley Gore and produced the infectious soap opera pop ot 
"It's My Party," "You Don't Own Me." and "Judy's Turn To 
Cry" Most recently he has produced a string of classy, techni-
cally assured and funky black pop albums for the Brothers 
Johnson. Rufus and Chaka Khan, George Benson and 
Michael Jackson, as well as his own multi- Grammy winner, 
The Dude. That is just a brief sampling of his post-1960 work, 
which doesn't include his pre-1960 writing and arranging for 
Dizzy Gillespie, Dinah Washington, Ray Charles. Clifford 
Brown, Ella Fitzgerald, Billy Eckstine, Chuck Willis, Lionel 
Hampton and a legion of others. 
What kind of man is able to deal with such a wide variety of 

music? Well, for one thing, a man who lives in Los Angeles, the 
car- craziest town in America, and doesn't drive, residue from 
years in New York and Chicago. "O," as his friends call him, 
has the cool, hip quality associated with veterans of the bebop 
era. Words like "cat" and "man" flow easily from his mouth, as 
do references to pretty women, hanging out and urban street 
life that you'd expect from someone many years his junior. 
That youthful vitality, tempered by a w.sdom acquired the hard 
way, are strong elements of Jones's personality and both are 
definitely felt in his music. 
There is a clearly identifiable Quincy Jones Sound, a 

breathtaking immediacy to the vocals, a clarity and a pres-
ence to the instruments, a warmth and a grit to the rhythms. 
Despite a profusion of instruments, there is never clutter; 
despite the cleanliness and tightness, there is never sterility. 
The wealth of detail, the careful weaving of individual ele-
ments, never obscures the point of the music; the focus is 
always on the artist. He is now working with his third genera-
tion of musicians, the only one of his bop contemporaries 
(save Miles) who is still contemporary and still has a major 
impact on music. With one foot squarely in the world of ultra-
technology and sales figures and the other in the street, 
Quincy is a rock Renaissance man: from bebop to rock ' n' roll 
to soul and film scores, Quincy has done just about everything 
that can be done in music, yet he still is fresh and open to new 

sounds and ideas. Perhaps his growing interest in film is the 
logical place for his overflow of talents to spill into, and his 
friendship with director Steven Spielberg may yield a film 
collaboration in the near-future. Quincy frequently talks about 
his music in cinematic terms and it was there that we began 
our conversation. 

MUSICIAN: When you were accepting one of your Grammy 
Awards this spring you made an analogy between a record 
producer and a film director How did you mean that? 
QUINCY: Film has always been a love of mine since I was 
fifteen years old. I love film almost as I love music. So when 
you love something, you watch it closely, whether it is an art, a 
craft or your lady, and you come to know it well. Over the years 
I have seen that the jobs of the record producer and director 
are quite similar, particularly with all the state-of-the-art tech-
nology that rains in on us every few weeks. 
MUSICIAN: Some feel that technology is, in fact, overrunning 
music, substituting form for substance. 
QUINCY: You can't let it; you have to understand it and use it 
accordingly. After all, this equipment is here to stay. This will 
be the digital decade in another three to four years. 
MUSICIAN: Yet you're not really using it. 
QUINCY: I don't think it's been perfected or developed 
enough yet. 
MUSICIAN: Your engineer Bruce Swedien was saying you 
used it on the George Benson album and found that you were 
losing a certain amount of sound. 
QUINCY: I think it will be ready soon. But it still has to be 
developed to deal with all the characteristics of sound. It 
scans the sounds and analyzes them scientifically, but it loses 
those unscientific sounds. There is build-up and dirt that you 
want that it eliminates. It's too clean and I don't want my music 
to sound like that because it is not conceived that way. Music 
is conceived in passion and should sound like it. 
MUSICIAN: How would you define the role of the producer? 
QUINCY: Let me put it this way. If the record bombs, the 
producer didn't give it a good mix; he picked the wrong 
sounds; the band was wrong; it wasn't in the right key; the 
tempo was messed up; all of that stuff is on him. You're dealing 
with millions and millions of minor details. The producer has to 
be concerned also with an overall vision that comes organI-
cally from what the artist is all about, their essence. I don't 
believe that the artist necessarily has to agree with how you 
perceive them. Sometimes it is very difficult for them to under-
stand what they're all about and the things they haven't tried. 
They know very well what they've done before, but not the new 
things. The producer's role, and the director's role, is to bring 
these things out of an artist. 
Once you define the essence then you have to find the right 

canvas for it, one that enhances that essence. It is a very 
personal trip. I like it a lot because it gives me a chance to do 
everything I've done over the years. Every seven years it 
seems I change. I've been a record executive, an arranger, a 
conductor, a film composer, a bandleader and worked with 
every singer out there from Billie Holiday on. In fact, back in the 
days when I worked with Dinah Washington, I was actually 
producing, though we didn't know it then. They'd give you a 
song and you'd do all the arrangements for it and decide just 
what it would sound like on record. Then you'd sit in the booth 
between the engineer and the "producer" and all he'd do is say, 
"Take one." They just recorded whatever you did. 

But that was a blessing in disguise because it really gave 
you a chance to understand what you were doing and I draw 
on that experience now. 
Whether you're making a film or a record, it's really about 

making sure you get the details right. The smallest, tiniest 
detail can make a tremendous difference. You don't indiscrim-
inately put on a horn part, a percussion part or a guitar part. I've 
been in a recording studio thirty-two years. By now I under-
stand intuitively that there are certain things you can put on a 
record to create an illusion or an emotion. You can't pile things 
on. You can put a lot of things on a record and the listener will 
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never hear them. 
MUSICIAN: You use a lot of different arrangers in your pro-
ductions, Johnny Mandel, Greg Phillinganes, David Foster, 
though you clearly could do it all yourself. 
QUINCY: It always ends up sounding like us anyway, you 
know (laughs). But you just can't physically do it all; produce, 
compose, arrange on every album. So you take the role of the 
director in a film. You get the best screenwriters, the best 
cinematographer and you go at it well armed. You can't afford 
to be an auteur. 
You have to have a big vision of the entire project. So if you 

have to take care of every little detail yourself, such as writing 
arrangements and songs, your energy slowly ebbs, and you 
end up with good little fragments, but no cohesive whole. It's 
hard to keep that ball up in the air sometimes. We've been 
working on this Donna Summer project on and off for six 
months. You've got to have more and more enthusiasm, not 
less, as time goes on. By the time you're mixing you have to 
have more enthusiasm than when you started. 
MUSICIAN: You have made bebop records, big band 
records, and kept on going right through rock 'n' roll to now. 
What do you view as the biggest change in instrumentation 
during your career? In the past I've heard you mention that it 
was the introduction of the electric bass. 
QUINCY: I did the very first recording with the Fender bass 
back in 1953 with Monk Montgomery playing. We did an album 
together called Work Of Art and we did some recording in 
France with Gigi Grice and Clifford Brown. Leo Fender gave 
Monk the prototype of the bass and asked him to take it on the 
road with Lionel Hampton and see what he thought. 

It really changed the music because it ate up so much 
space. Its sound was so imposing in comparison to the upright 
bass, so it couldn't have the same function. You couldn't just 
have it playing 4/4 lines because it had too much personality. 
Before the electric bass and the electric guitar, the rhythm 
section was the support section, backing up the horns and 
piano. But when they were introduced, everything upstairs had 
to take the back seat. The rhythm section became the stars. 
Once the kids emulated Bird, Miles, Coltrane; the men today 

are Stanley Clarke, Louis Johnson. All because of a techno-

logical development. The old styles didn't work anymore and it 
created a new language. It shows the relationship between 
technology and aesthetics. 
MUSICIAN: As a man who cut his teeth on bebop and big 
band jazz, doesn't it bother you to some degree that all that 
music has been forgotten or ignored by young people and 
become such a minority music? 
QUINCY: But it was then, too. There was Dizzy Gillespie 
bebop big band and things like that. Yet modern jazz was 
never a mass music. We came out of the birth of that music 
into probably the worst era in American music, the 1950s. A 
real dry spot. Folk music. Davey Crocket. Mule Train. Frankie 
Laine. It was very hard for me to swallow that coming out of 
bebop, you know. It was very hard to eat. 
MUSICIAN: Weren't you arranging a lot of dates then? 
QUINCY: About midway into the 50s I started doing them. But 
in 1955 I was still stone into bebop...playing with Lionel 
Hampton's band. 
MUSICIAN: You were arranging for Tommy Dorsey's televi-
sion show when Elvis Presley appeared on it in the mid-50s. 
Do you remember the reaction? 
QUINCY: (laughs) Well, the band was not too crazy about 
him at all. Tommy and Jimmy Dorsey were the summer substi-
tute for the Jackie Gleason Show and I believe the show was 
called Saturday Night Bandstand. Elvis came on and he 
couldn't keep time. His timing was real bad. The Dorsey guys 
couldn't ( or wouldn't) play with him. So they finally had to bring 
some guys up from Nashville. Strange. I really don't remember 
that many details because who knew how significant it was 
going to be? In an era when "Yellow Rose Of Texas" was a 
smash, you didn't think this Elvis cat would have much chance 
of making it. 
MUSICIAN: It was about this time that you moved over to 
France, wasn't it? 
QUINCY: In America, despite doing some pop sessions, I 
was still labeled a jazz arranger, which meant I could work with 

Quincy's cavalcade of stars: ( I. to r.) Stevie Wonder, Brenda 
Russell, Michael Jackson, Dionne Warwick, Lionel Richle, 
Christopher Cross, Dara Bernard, Kenny Loggins, Michael 
McDonald and James Ingram. 



big bands, but never strings. So I got a job in Paris with Barclay 
Records to give me a chance to study with Nadia Boulanger 
and learn how to write for strings. Over there I did 250 sessions 
and I worked as music direc:or, the kind of position and 
responsibility I would never have gotten here. 
Then I came back to America and got involved with a 

proposed Broadway show calledFreeandEasy. The idea was 
to tour Europe and then come back and open on Broadway. 
Harold Nicholas was in that show. So was Patti Austin, then 
about seven years old. Dinah Washington was her godmother. 
We were supposed to meet Sammy Davis, Jr. in England 

and then head back to the States. This was one of the first 
shows when they used the band right on the stage. Had 
eighteen pieces. Played Holland, Belgium, the Netherlands 
and then headed for Paris. Suddenly the Algerian crisis was on 

Quincy displays Grammy booty; when you're hot.... 

and we never got to see Sammy. The show folded. The pro-
ducers told us we were gonna go home with the guaranteed 
transportation, which left the next day. Most of the musicians 
said, " No way." We were going to fight it out. So we were stuck 
over there without regular gigs for ten months. 
MUSICIAN: Tested your ingenuity. 
QUINCY: And everything else ( laughs)... it was the closest 
I've ever come to suicide in my ife. It was tough, real tough. An 
eighteen-piece band, with thirty-one people and two dogs, 
drifting around Europe looking for work. No agent. No man-
ager. I called everybody I knew and we did everything we 
could do to keep it together. I had Clark Terry, Phil Woods, 
Melba Liston. Just an incredible band. I could talk on that one 
trip alone for hours. 

I thought because our musc was good we were gonna 
make it. Man, it kicked our butts. That's when I learned there 
was a business side to music and I was determined to know it 
inside and out. Because of that trip and owing so much money 
I had to sell my publishing companies. Man, I was down to the 
bone. In fact, I had gotten a loan of $14,000 against one of my 
publishing companies, not realizing that the contract said if I 
didn't pay him back by a certain time, he'd own it. Well, he 
owns it ( laughs). Everything I wrote for Basie is in that catalog. I 
still receive money as a writer, but he gets all the publishing, 
simply because I didn't know what I was signing. All the stuff I 
wrote for Sonny Stitt, Clifford Brown, Milt Jackson and Dizzy I 
don't control. But, man, you got to keep on stepping. 

It turned out to be a blessing. I had to get a job and so I 
signed with Mercury, first as an A&R man, then as vice-
president. I believe I was the first black v.p. at a major label. I 

was there when Mercury merged with Philips of Europe, which 
today is PolyGram. We started that whole operation here. We 
had the Singing Nun, Lesley Gore, and all that stuff. 
MUSICIAN: How does Quincy Jones, great jazz arranger, 
come to produce a Lesley Gore? 
QUINCY: Well, two of us, Harold Moody and myself, had the 
reputation of being "bebop guys" since we were the only guys 
on the A&R staff who were really practicing musicians. They 
always laughed at us, I'd be doing Sarah Vaughan with strings 
and some other very musical things. But they'd sell about 111 
records. So it got to be a challenge. They threw this demo at 
me at one of the review meetings in Chicago. They were about 
to send it back when I said, " Let me have it." The girl was in 
tune, which was unusual for a pop singer. So I went to New 
York and found " It's My Party." We cut it on a Saturday. I went 
to Japan for three weeks and when I got back it was number 
one. We had many hits with her, "Judy's Turn To Cry," "You 
Don't Own Me." That went to number two and everybody was 
complaining at the company about why it didn't go to number 
one. Then three weeks later there were twelve Beatles singles 
up there. We didn't realize how lucky we were. 
MUSICIAN: What did you think about the Beatles' music at 
that time? 
QUINCY: At first I didn't get the message...the first thing 
about them that really knocked me out was when they did 
Bobby Scott's "A Taste Of Honey." I didn't really get into them 
until much later. You gotta realize that until then America 
completely dominated the world market. I mean a song like the 
Platters' "Only You" was number one in France for nine 
months. The idea of a foreign group coming into America and 
giving anybody serious trouble was unbelievable. That was a 
commercial revolution. 

It's funny. We just recorded McCartney with Michael Jack-
son a couple of weeks ago and we were talking about things. 
The guy is forty years old. That's hard to believe. He looks 
good and his head seems to be in a good place. 
MUSICIAN: His music seems to be getting stronger as well. 
QUINCY: It is a lot of pressure being a Beatle... Lennon's 
death affected him greatly. It brought a lot of things into focus. 
That'll make you mighty serious. 
MUSICIAN: What about the pressure of a multi-platinum Off 
The Wall and all those Grammys for The Dude? 
QUINCY: No pressure, man. I feel real happy. I've already 
made most of my mistakes. I take it in stride. That's why I'm not 
an advocate of success coming to an artist too young. If you 
happen to go to the major leagues with only three or four years 
behind you, you don't have enough of a reservoir to stay there. 
I've watched three generations of stars go all the way up and 
come all the way down. Hundreds of people. 

Everybody wants to make it right away. Twenty-three years 
old and washed up. When my generation got into music we did 
it because we loved it. Our idols weren't making any money. 
Charlie Parker was starving to death. We never got Rolls 
Royces and a pound of blow. 
MUSICIAN: What does all this success and attention mean to 
a young man like Michael Jackson? 
QUINCY: He is the essence of what a performer and an artist 
are all about. Michael has got all you need emotionally, but he 
backs it up with discipline and pacing. He'll never burn himself 
out ... always on the case about knowing his direction and how 
he'd like to grow. 
MUSICIAN: I understand that he's a real pro in the studio. 
QUINCY: Oh, man, he'd come in during Off The Wall and put 
down two lead vocals and three background parts in one day. 
He does his homework and rehearses and works hard at 
home. Most singers want to do everything in the studio. 
They're lazy. Michael Jackson is going to be the biggest star of 
the 80s and 90s. 
MUSICIAN: The production on Jackson's records like 
"Heartbreak Hotel" is very much influenced by you. But his 
lyrics have a quirky personal approach quite different from 
what Motown and others have given him. 
QUINCY: Very dramatic. Very concise. When he commits to 
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an idea he goes all the way with it. He has the presence of 
mind to feel something, conceive it and then bring it to life. It's a 
long way from idea to execution. Everybody wants to go to 
heaven and nobody wants to die. It's ass power, man. You 
have to be emotionally ready to put as much energy into it as it 
takes to make it right. 

That's one thing I learned from films. It takes so long. But if 
you want to make something beautiful, you have to have the 
spiritual and physical knowledge to pace yourself to make it 
through. Got to be ready to deal with infinite detail. Only the 
very best are. 
MUSICIAN: Songwriter Rod Temperton has become your 
chief collaborator. What is it about his work that attracts you? 
QUINCY: I heard the Heatwave records and I had to look at 
them like an X-ray to figure out what it was that so knocked me 
out about them. After listening enough I could see that it was 
the vision of this one guy, a complete songwriter, not like too 
many that I've heard before. He has a natural intuitive feeling 
for counterpoint, not even knowing what it is. That is one of the 
things in music that really holds it together. I think that is 
dealing with pop music on a very high level. Without getting too 
heady about it, counterpoint adds another strong element to a 
pop song. 
He will not stop until it works. Sometimes he gives me fifty 

titles on a song. I love a writer who explores all the possibilities 
and gets into it. It's too easy to just get a couple of ditties 
together and throw it down. "Take it or leave it," they say. A lot 
of writers do that. I can't deal with that because it's not enough 
commitment. 

MUSICIAN: Since you mention commitment, I'm reminded 
that you and engineer Bruce Swedien have been working 
together twenty-five years. That's a heck of a marriage. 
QUINCY: We met at Universal Studio in Chicago when I was 
recording Dinah Washington. He has a similar background to 
mine. He's done all the jazz greats, funk bands ... Natalie Cole, 
at Chess with Willie Dixon. Bruce was engineer on "Duke Of 
Earl" ( laughs). He did Chuck Berry. Also he was with the 
Chicago Symphony eleven years. We did films, too. Bruce is 
the only engineer I know who can do the prerecording on a 
film, the location shooting, the post-scoring, the dubbing, and 
the album as well. It's knowing 360 degrees of your stuff. We 
have no limitations, musically or otherwise. Man, we .were 
back there before we had tapes. 
MUSICIAN: How do you explain why you and Bruce have 
been able to stay contemporary and have mass impact when 
most of your contemporaries haven't? 
QUINCY: I don't know, man. It is all the same stuff to me...we 
are all influenced by the same stimuli. Political events. Social 
events. We all read the same papers and see the same televi-
sion shows. If you're alive and living, then you're just as 
contemporary as anybody thirteen years old. 
You can get stuck back in your era. But all you have to do is 

just go out and listen. Not even consciously. There has been 
nothing that has happened in the last twenty years of music 
that has confounded or baffled me musically. If you've got a 
modern music jazz background, you can hear anything. As 
kids we all used to run around and listen to Dizzy and Miles and 
Bird and transcribe those solos. That's how we learned how to 
play. After you've heard Parker, man, you can hear anything. 

Another thing that has helped me was just talking with these 
guys. I've been writing for Basie since I was fourteen. I used to 
sit with Duke and throw questions at him. I didn't have to read 
any book. Dizzy, Duke and the Count would just tell you what 
happened. Louis Armstrong started it all. Then Roy Eldridge 
copied him before he developed his own style. Then Dizzy 
heard Roy Eldridge and copied him before developing his own 
style. That mojo kept on getting passed down. 
MUSICIAN: Is it still being passed on? 
QUINCY: I don't know. The depth of music has diminished a 
little bit. The emphasis on quality has diminished quite a bit. 
MUSICIAN: Is it possible that a Michael Jackson or a Prince, 
using the available technology, is still keeping the tradition of 
creativity going? 

QUINCY: Absolutely. That cat is really talented. There are 
just certain guys who come along who stand out. When I met 
Stevie at age fifteen there was never any doubt what he was 
going to be. All you have to do is want it and go for it. I think 
Michael has that thing. I think Prince has it too. Just like Lee 
Morgan and Freddie Hubbard and Wynton Marsalis are part of 
that evolution. 
Nobody comes along with a style no one's heard before. It's 

usually a hybrid that develops into something new. There are 
young guys today who have it, but I see fewer of them. People 
like Greg Phillinganes, Patrice Rushen, Stanley Clarke. Just to 
know they're around makes me feel great. Top musicians by 
any standards. 
MUSICIAN: While you were recording Patti Austin's Every 
Home Should Have One you reportedly were going to do 

"You have to have a big vision of 
the entire project. If you take care 
of every little detail yourself, 
your energy slowly ebbs." 

everything in New York, but later came back to Los Angeles to 
finish the album. Word was you were dissatisfied with the New 
York session cats. 
QUINCY: All these guys are good. You have to understand 
that recording is a strange animal, man. These guys are 
working in the fastest lane you can get. When you get a 
reputation, it's like you're the fastest gun in the West and 
everybody wants to draw on you. You expect these guys to 
come in there over 300 days a year and create lightning and 
magic. That's a killer. Sometimes you don't get that lightning to 
strike. We're all human, man. I was going to take two months to 
do Donna's album and now this is month number six. 
MUSICIAN: You recently worked with another group of musi-
cians from back East, Bruce Springsteen and the E Street 
Band. How was that? 
QUINCY: Well, I tell you I had a whole wrong view of him 
before we met. The cat was beautiful. One of the nicest people 
I have ever worked with. He had an open mind. No precon-
ceived notions. I could tell he gave up everything to write for 
Donna. He wrote three songs and then asked for a little more 
time to get them right, which I could understand. 
He wrote this song and wasn't sure whether it was a duet. So 

I said, " Let's try it, Bruce." He had all of the stops written and 
came in and cut a demo with the E Street Band. He had all the 
synthesizer parts written out. Just one of the sweetest guys 
I've ever met. 
The man has more musical knowledge than a lot of people 

think and has a deep sense of commitment to music. You 
could feel his spirit in the sessions. He did every take like it was 
the last show at Madison Square Garden. He really gave it up. 
Instead of fading the song he gave every song an in-concert 
ending. Fantastic. 
MUSICIAN: After Donna Summer's album, what do you have 
scheduled? 
QUINCY: Michael Jackson's album, which already is under 
way; that should be finished by mid-summer. I'm going to tour 
in the U.S. for the first time in many years. We did some 
concerts in Japan last year and recorded a live LP in Budokan 
for the Japanese market, which may be released here some-
day. After Michael, I'll do James Ingram's album. We're going 
to really surprise people with that one; there's more grit and 
power in his voice than "Just Once" or "One Hundred Ways" 
reveals. He's going to cut loose on that. 
MUSICIAN: What about the Dude? 
QUINCY: Well, the Dude will have nothing new to say until 
1983. He's just going to cool out for awhile. Fj 
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3LL 3RUFORD 
Art-rock's most tasteful drummer, a veteran of Yes, King Crimson, 
Genesis and UK, invents a new style for a new music. BY MICHAEL SI 'OM 

Bruford's sprawling "mutant kit" includes hexagonal Simmons electronic drums, Dragon drums, Rototoms and other oddities. 

"I used to fantasize about being a jazz 
drummer when I grew up," laughs Bill 
Bruford, stretching his long lean frame 
and shaking the taut blond curls atop his 
beaming boyish face. The progressive 
rock master drummer currently in his 
second go-round propelling King Crim-
son pauses and sighs 
"No more. I mean, I grew up listening 

to Riverside and Blue Note jazz albums, 
Charlie Persip and Art Blakey. I could 
listen to that stuff all day. It's like a warm 
bath for me. But as much as I like it, I 
need something a little more, urn, 
rugged and stimulating than a warm 
bath sometimes. So, I'm a rock 
drummer. But I like to think that under-
neath there's something, somethirg 
probably jazz-related, that enables me 
to bring something a bit different to it" 

Bruford's gift for understatement is 
astonishing. In a career spanning nearly 
fifteen years drumming for British art-
rock's A team—Crimson, Yes, Genesis, 
U.K.—as well as cult underdogs like 
National Health and Gong, this amiably 

mannered Englishman has consistently 
distinguished himself in a field full of 
chops champions. His technique is 
immaculate, his precision, even with the 
most daunting time signatures, irre-
proachable. Yet he has always stood 
somewhat apart from his peers. Where 
many of them descend into what Crim-
son boss Robert Fripp dismisses as 
"calisthenic displays of virtuosity," Bru-
ford maintains a tasteful—shall we say, 
musicianly—restraint. There is definitely 
something of the jazz drummer's rigor-
ous respect for the rest of his ensemble 
in Bruford's team playing. 

Bruford is also recognized among col-
leagues and laymen for his distinctive 
percussive palette and methodology. 
His trademark snare sound is a crisp, 
penetrating, ringing pop beat captured 
on Crimson's live USA LP. Instead of 
incessant octopus rolls around mam-
moth kits, he sparingly deals out inge-
nious rhythmic inversions, trap-door 
angularities, and delicate filigrees that 
reveal their own idiosyncratic logic. 

There are many Great Moments in Bru-
ford Drumming—the tumbling rhythme-
Iodic eruptions in Crimson's "One More 
Red Nightmare" on Red, the dramatic 
instrumental overture of Yes' " Heart Of 
The Sunrise," the croupier's shuffle of 
creamy-smooth snare press- rolls and 
lurking syncopated high- hat interjec-
tions in " Lark's Tongue In Aspic Part 2," 
arguably one of King Crimson's all-time 
finest hours. For such steady inventive-
ness, lightning reflexes and attention to 
detail, Bruford has earned the bellowed 
admiration of maniacal fans who chant 
"Bru-ford! Bru-ford!" at Crimson shows 
the way people from New Jersey shout 
"Bru-u-uce! Bru-u-uce!" at Springsteen 
concerts. 

But lately there has been a big change 
in Bruford's style. On Discipline and 
Beat, the two Crimson Mark 2 albums. 
he dispenses with the cymbals ( ride and 
high- hat) and clever turnaround embel-
lishments, instead laying down dense 
polyrhythms on various toms and elec-
tronic drums. He keeps cranking out a 
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rock 4/4 on the snare, but many of the 
usual Brufordian flourishes are gone. 
This is a new King Crimson with its 
static-motion drones and the inter-
locking Fripp-Adrian Belew guitar mos-
aics. And new music requires a new 
drummer. 

"Anyone who read Robert's Musician 
diaries knows about the philosophical 
discussions we had about the drummer's 
role, about everyone's role, in this band," 
Bruford explains. "About playing less 
when you want to play more, about not 
having a high-hat, Jesus.. . 1 had to dis-
card a lot of old equipment and a lot of 
old ideas. Robert helped me shake off a 
lot of my old 70s vocabulary. 

"But in some senses, the changes I've 
made are purely physical, purely textu-
ral. If you watch me in concert, you'll see 
that a lot of the tom-tom polyrhythms are 
really me transferring right-hand ride 
cymbal patterns from the cymbal to my 
five Dragon drums, which are long 
acrylic tubes of varying depths, all about 
four inches in diameter." 
The recent Beat in particular finds 

Bruford keeping rather funky straight 
time with a fatter snare sound closer to 
that of Alan White ( his successor in 
Yes). "You noticed that, huh?" he 
smiles. "This album was something of a 
turning point for me in that I went with 
that fatter snare sound and a lot of the 
time held myself to just keeping time, 
even droppping in and out with just 
straight time like on 'Neal And Jack And 
Me.' But though half of me misses the 
old days, with the rim-shot snare and 
everything else, the other half of me is 
loving that fat snare and just marking the 
time. The fat snare sound, which just 
means tuning the heads a little slacker 
and laying off the rim, is more felt. It 
drives the band in a different way." 

Taking into account tuning, climate, 
sticks, grip, room acoustics and drum 
heads, the secret of Bruford's trademark 
snare thwack is apparently in the way he 
hits it. " I originally developed that style 
just to be heard, when Yes was playing 
the Marquee ana everyone else had 
these banks of amps and I had no mikes 
on my kit." He relies on a deep concert 
snare, 14" x 61/2 ", both Remo Ambassa-
dor heads tuned equally and tight with 
the drum's extra depth preventing the 
tuning from sounding choked or shallow. 
The drum is angled virtually flat, parallel 
to the ground and Bruford uses the butt 
end of the stick to hit the rim, "just about 
any old good medium stick." 

Bruford at one time used a Ludwig 
Supersensitive snare drum but now 
swears by a Tama bell- brass. What 
other acoustic drums, pedals and hard-
ware he uses are Tama "because 
they're well built and sound as good as a 
drum should sound. I've always said that 

the sound is more down to the drummer 
than the drum. With certain exceptions, 
a drum is a drum is a drum." 

Ironically, those "exceptions" make 
up the bulk of Bruford's present kit, a 
monstrous hybrid stretching some five 
or six feet across ( Bruford's got incredi-
bly long arms, so no problem). Going 
across from the high-hat side to the 
floor-tom side (although he uses neither 
high- hat nor floor-toms these days), he 
has three Simmons electronic drums 
(flat, yellow hexagonal pads), a 14" Remo 
Rototom with Fiberskyn head mounted 
on a 22" x 14" wooden Tama bass drum, 
five Dragon drums, three more Simmons 
drums, and a 24" Tama gong drum with 
a head extending two inches beyond the 
shell diameter which gives it a sus-
tained, resonant note. Where the high-
hat should be, there is another 
floor- mounted pedal-activated Sim-
mons drum which he uses as an extra 
bass drum or torn or as an auxiliary 
snare when both hands are busy with 
tom-tom polyrhythms. 

For cymbals, he sticks to Paiste. The 
metalworks on this kit consist of an 
inverted 20" 2002 China Type on the 
high- hat side, a 22" 2002 Ride (or a 20" 
Formula 602 Medium Ride with sizzles) 
on the other, next to which stands a 16" 
Formula 602 Thin Crash mounted by the 
gong drum. There are also an 11" For-
mula 602 Splash and various 4" to 8" 
bell-cymbals, actually the cups cut from 
old, larger cymbals. 

"The Simmons drums," says Bruford 
of his main arsenal, "took a lot of getting 
used to Their surfaces are polycar-
bonate, which is what they make British 
police riot shields from. It's hard stuff, in 
effect like playing on a Formica table-
top. Not only does it throw off your feel— 
especially when you've got acoustic 
drums mixed in with them the way I do— 
but you break sticks all the time and you 
get these horrible little shocks through 
your wrist from hitting them too hard. 

"Each drum pad," he contnues, 
explaining the Simmons method, "is 
connected to a programmable module 
with memories for up to four different 
sounds, from pure pitched tom-tom 
sounds to white-noise accentuated 
snare sounds to metallic or wooden 
noises. So each drum is effectively four 
drums; if you have a basic four-piece kit 
of these things, you immediately have 
sixteen drums. You could go from a 
heavy rock kit sound to a toppy jazz kit 
sound at the flick of a switch. You've got 
all sorts of malleable synthesizer-type 
controls, like pitch, bend, attack, decay, 
sustain, noise-to-tone ratio and click-to-
drum sound, all that. 

"Most of the time I just use them for 
tom-tom sounds. But 'or example, the 
clinking metallic sound you hear on 

'Heartbeat' on the Beat album is Sim-
mons drums and the clackety wood-
block sounds at the beginning of 'Sartori 
In Tangier' are Simmons drums. There's 
also a mounted Simmons pad I use for 
high- hat sounds, which pop up a bit on 
Beat: it's hooked to a wired-up sort of 
high- hat pedal, so the pad gives you the 
swish and the pedal gives you the open-
ing or closing chick or chock. You just 
program it and hit it up." 

Bruford is proudest of the way he util-
ized the Simmons drums' melodic capa-
bilities on Beat's "Waiting Man." There 
the electronic pads produce a sonorous 
wooden sound that remarkably resem-
bles the slatted African log drum he uses 
on Beat's "Two Hands" and Discipline's 
"Sheltering Sky." "At the beginning of 
'Waiting Man, — he relates, "Tony Levin 
began this bass riff and I immediately 
came in with this Simmons drum pattern 
that was in harmony with it. Then the 
guitars fell in with it and actually at one 
point replicated my drum pattern. 
There's an example of true melodic 
drumming that is really functioning as 
part of the musical whole." 
Then there are those moments on 

Beat, like " Neurotica" and "Requiem," 
where Bruford reverts and gives forth, 
clanging ride cymbals and all, with his 
most volcanic freebop drumming since 
the opening section of Yes' "Close To 
The Edge." 

"Ah, that was fun," he sighs, grinning 
broadly. "On those tracks, I was actually 
ordered by Robert to play cymbal time 
and freak out. On 'Requiem' I used this 
fabulous big Paiste flat- ride cymbal, 
which has no cup so it doesn't build 
overtones. You should really turn up 
your stereo to hear the sound of the stick 
on that cymbal. 

"It was really funny in the studio, 
because next to this humungous mutant 
kit I've got now was a good old little jazz 
kit for those tracks: snare, bass, two 
toms, two cymbals, two overhead mikes, 
and one mike on the kit, just like I used to 
use. It looked forlorn next to the big kit, 
but it was great to sort of go back to the 
old days a bit, get back to my roots." 
And how does Bi'l Bruford see his art-

rock roots these days? While running off 
a list of heroes— Max Roach, Elvin 
Jones, Art Blakey, Charlie Persip—he 
cites King Crimson's original drummer 
Michael Giles as his first big "rock" influ-
ence. He mentions a demonstration 
videotape that he made for a Baltimore 
company which includes archive foot-
age of Bruford pounding it out with Yes 
and Crimson, noting that he was "pretty 
pleasantly surprised" at seeing it. " Not 
just at the performance of the bloke on 
the drums, but the whole thing. We 
believed in what we were doing back 
then." [11 
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PROD UCING 

PRODUCER 
HUGH PADGHAM 
Accident & Abuse with the Police, Genesis BY DAVID FRICKE 

Padgham is known for his creative use of space and his dramatic drum sounds. 

Necessity is supposed to be the mother 
of invention. But twenty-seven-year-old 
Hugh Padgham —the British producer 
and engineer who in the last year has 
scored astonishing back-to-back suc-
cesses with Genesis, the Police, XTC 
and Split Enz—makes a very convincing 
case for accident and abuse. 

"It was at the Townhouse, Studio Two 
in London that I discovered this incredi-
ble live drum sound that I got with Phil 
Collins on his solo album," relates 
Padgham, a cheery, modest but talka-
tive fellow with sandy brown hair cut in a 
Beatle-ish mop, between bites of a 
super-sandwich in a noisy Manhattan 
deli. One day, during the sessions for 
Collins's Face Value which Padgham 
was engineering and coproducing, " Phil 

was playing the drums in the studio and I 
opened the 'listen' mike to hear what he 
was playing. And the most ridiculous 
sound came out, these drums abso-
lutely compressed. I knew we just had to 
use that." 
Or take his heavy-handed way with 

studio gizmos like the compressor. "An 
engineer recording a vocal," he con-
tinues, straining to be heard over the 
crash of dishes and jabbering waiters, 
"will usually set up the compressor the 
way i*.'s supposed to work, to put a little 
extra bite or punch into the track. But I 
like to abuse it. It may not show much on 
his records, but Phil Collins really loves 
John Lennon's singing and tries to 
sound a bit like him, that real strangu-
lated sound with the rock 'n' roll echo. So 

what we do is compress Phil's voice, 
really overdoing it so the needle's ham-
mering over the end stop. Who cares 
about .5 distortion? That's a great sound." 

Padgham's last four hit productions 
(Genesis's abacab, Ghost In The 
Machine by the Police, XTC's top twenty 
U.K. smash English Settlement, and Split 
Enz's number one Australian LP Time 
And Tide) are full of "great sounds" and 
unorthodox ways of getting them. Bt.i 
there is definitely purpose behind 
Padgham's maverick ways. Taking a 
cue from his Face Value experience and 
his earlier engineering on Peter 
Gabriel's crucial, experimentally per-
cussive third LP (produced by Steve 
Lillywhite), Padgham sliced away much 
of the art- rock fat from the traditional 
Genesis sound with that compressed 
Collins drum sound and a leaner "live" 
band sound to highlight the angular, 
almost Police-like bounce of the songs 
on abacab. In rather ironic contrast, he 
discreetly applied synthesizers and 
double-tracked Sting's string bass with 
electric bass to create the illusion of 
murky liquid space on the Police hits 
"Invisible Sun" and "Every Little Thing 
She Does Is Magic." 

His chameleonic ability to adjust to 
radical differences between the bands 
he produces (the folk-rock acoustic 
slant of the XTC album, Split Enz's arty 
Beatlesque excursions) suggest Pad-
gham has no trademark sound of his 
own. Which he does—and doesn't. 

"I like to be as transparent as possi-
ble," he demurs, "just a catalyst to make 
the band sound good on record. After all, 
it's the band's record, not mine. Say 
Sting usually has a song written in his 
head or demo'd and he already knows 
the vibe he wants with it. My job is to 
recreate that." 

Yet Padgham's work is identifiable 
through his creative manipulation of 
space within and around a song. On 
English Settlement numbers like "Senses 
Working Overtime" and " Melt The 
Guns," he uses the compound acoustic 
guitars as a light scrim separating Andy 
Partridge's lead vocals from the artful 
bop of the band and Dave Gregory's 
meatier lead guitar. His insistence on 
that dramatic "live" drum sound means 
he will often sacrifice other instruments— 
double- or triple-tracked guitars, gratui-
tous keyboard clutter—to maintain a 
strong percussive thrust. 

"XTC's records, for example, often 
depend on the strange rhythms they get 
into. So I have come to the conclusion 
that when there's too much going on in a 
song, you toss things. I would rather 
have a few things heard well than loads 
of things that you can't hear well. 

"Like when we did ' In The Air Tonight' 
on Phil Collins's album, when the drums 
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come crashing in at the end, there's 
more things going on in the background 
than you can actually hear. We actually 
ended up using a rough mix of that track 
on the album because it had such a 
good vibe to it. Let the world have drums, 
I say. Everything else on that track just 
creates an ambience behind them." 
Padgham's heavy drum bias comes 

from his days as a drummer in his old 
school band (he hails from the green 
rolling- hill countryside outside London). 
He briefly switched over to bass guitar 
but found his life's calling when he took 
to taping band rehearsals on an old 
mono Ferragraph tape recorder. Come 
the mid- 70s, the' usual round of resumes 
landed him jobs in a couple of London 
studios where he was a tape operator on 
sessions for everyone from Shirley Bas-
sey and teen heartthrob David Essex to 
Uriah Heep and Japanese avant-
percussionist Stomu Yamash'ta. 

His experience helping to build the 
Townhouse—Virgin Records' London 
house studio where Padgham engi-
neered and mixed sides for the Jam, 
Spandau Ballet, XTC, Dr. Feelgood and 
Public Image Ltd.—paid off when Gene-
sis hired him not just to do abacab but to 
help them build their new converted-
garage studio in Surrey while he was 
doing it. ( By the way, the Townhouse 
Two with its customized "B" series Solid 
State Logic desk, is Hugh's favorite studio.) 

"That track 'abacab' was actually 
recorded there with no monitor speak-
ers, just these little Auratones. And there 
was no acoustic control in the control 
room, just bare plaster walls. 

"See, all I need is a good room for the 
instruments and we had built a good live 
room for them to put the drums in made 
out of a stone floor with stone walls. For 
'abacab,' Mike (Rutherford) played the 
bass pedals live while playing guitar and 
we overdubbed the drums, although the 
track ended up with a jam at the end." 

Padgham's au naturel approach to 
recording extends to preproduction, or 
actually the lack of it, and mixing as well. 
For XTC's English Settlement, he went 
straight into the studio with the band with 
only "really crappy-sounding rough run-
through" demos to work from. After cut-
ting a basic rhythm track, he and the 
band would pow-wow in the control 
room, engaging in a kind of group ther-
apy in which they would iron out fine 
points like "maybe changing the sound 
of Dave's guitar so it didn't sound so 
much like Andy's or that Andy shouldn't 
play in the chorus because Dave was 
playing something there." 

Split Enz came into the Time And Tide 
sessions even less prepared. "What we 
did there," Padgham explains, "was go 
into the studio and work like death on a 
song. They'd have a basic idea for a 

tune and I'd say, 'Well, why don't we 
make the middle section twice as long, 
cut out the bridge before and we'd 
build the song as a song in the studio." 
Then the Enz rehearsed the finished 
song, recorded one working take so no 
one would forget it, and then came back 
a few days later refreshed and ready to 
cut the real thing in only two or three 
takes, mostly live with only essential 
keyboard overdubs. 

In the mixing phase, Padgham has 
long sworn off computers because "it 
takes away from the human element." 
He prefers to have one or two members 
of the band help out. "Between us, we 
can easily handle twenty-four faders," 
he grins. "With computers, you get really 
bogged down— Oh, maybe we should 
have the high- hat a tiny bit louder in the 
second chorus.' In the end, the compu-
ter starts ruling the mix." For Face Value, 
he and Collins instead did a lot of short 

mixes, usually no more than an hour per 
tune, and kept coming back to a song 
over a period of days, compiling a var-
iety of different, quite spontaneous 
mixes from which they selected the one 
with "the best feel." 

And "feel," he swears, is what produc-
ing and engineering is all about for him. 
"I don't have any deep, heavy motiva-
tions for making records. I just want and 
try to entertain people and have a good 
time. That's what music is all about. 
Before I got into this business, that's 
what music did for me. It made me 
happy, it made me dance." 
And does Hugh Padgham dance in a 

control room while he's recording? "Oh, 
yeah," he smiles broadly, the freckles on 
his boyish face exploding with glee. " I'm 
always jumping up and down. I'm really 
just another member of the band in the 
studio with my own instrument. Except I 
play the console." 

PLAYERS 

BUSTA JONES'S 
FUNK-PUNK 
The Bass Behind the New Wave BY CHRIS DOERING 

Busta's fatback punch and distilled dance 
essence keep his phone ringing. 

Busta Jones has played his bass just 
about everywhere in this world that peo-
ple listen to American music, and his 
music ranges from blues to disco, from 
hard rock to the avant-garde of funk. Yet 
he's never lost touch with his Memphis 
roots ( he grew up with members of the 
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Bar- Kays) or forgotten the lessons he 
learned from his first big-time boss, 
blues guitarist Albert King. "Albert 
taught me to be very definite in every-
thing I play," he says. "He was very 
insistent on a strong bottom." 
They had a word for the kind of bass 

Busta learned to play while working for 
Albert King. They called it " fatback," and 
although the name suggests the taste of 
fried pigmeat, it was coined because 
masters of the style like Donald "Duck" 
Dunn and Al Jackson played a little in 
back of the beat, and they made the 
music sound fat. Paradoxically, the 
behind-the-beat fatback groove gave 
the music more drive and momentum. 
So it's no wonder that musicians as 

diverse as Brian Eno (who hired Busta 
for Here Come The Warm Jets and My 
Life In The Bush Of Ghosts) and Euro-
disco producer Gino Soccio have heard 
something they liked in Busta's playing. 
He's also worked with guitarist Chris 
Spedding on and off for nearly ten years, 
recently toured with Gang of Four, and 
was a pivotal member of the expanded 
funked-up Talking Heads, both on the 
world tour documented on the second 
half of The Name Of This Band Is Talk-
ing Heads and on various Head solo 
projects. For that tour the Heads hired 
Busta's whole band after seeing them at 

78 



POWER 

Introducing 
the audio processor that remembers. 

The first Microprocessor-based special effects device. 
It has non-volatile memory storage for special effects . . . 
recalls them on command . . . in the studio or on stage. 

Now, with Lexicon's Super Prime Time digital delay — the 
first programmable, microprocessor-based audio processor — 
you can create ... store . . . and recail the desired 

effects for any given piece of music, - as well as have a 
frequency response of 20 Hz to 20kHz at all delay settings. 

There's never been an audio processor like it. 
'• For the performe.-, Super Prime Time - opens a whole new 

world of virtually unlimited musical enhancements. This 
remarkable sys.em stores 8 factory preset programs and 
32 user programs of effects . . . recallable at any time. 

Programis may be off-loaded to audio tapes or cassettes 
providing unlimited off-line storage. 

Super Prime Time. The first microprocessor-based delay. . 
the audio processor that remembers. 

Write for full details today. 

kx.iso..n. programmable 
digital delay processor 

INVERT 

MAIN AUX 
SOURCE 

A.FA &SD 7°0 l" 

RECIRCULATE 

INPUT MIX 

MAIN AUX A 
souRCE DELAY 

OUTPUT MIX 

\ 
Le -fie er Street, Waltham, M92154/(617) 891-6790/1ELEX 923468 

: SWEEP 

5 

-DEPTH 

IC 

SNAPS 

SUPER PRIME TIME 

•4C - DELAY- ma *ea 

AECE 

ri7R—P-11( ' 1 
SELECT 

Eriv. 

"  "0 moo 1. 

• 
•o4H Er_ j 

RATE 

VCO 

ETAL VCA oo 

3 

DTP DIV 

• 

MAN C111 TAPS 



iscIAN  
the Ritz in New York. "Tina and I both 
played bass on 'Crosseyed And Pain-
less,' The Great Curve' and 'Take Me To 
The River,— he recalls. "She pretty much 
played the upper octave of the bass, and 
I played the bottom. I had never done 
that before, but it was nice, it gave the 
music a really big sound." 
Bush Of Ghosts and the Heads album 

that grew out of it, Remain In Light, were 
groundbreaking albums that opened up 
the territory on which funk and punk now 
mingle. But as Busta describes them, 
the sessions were very casual. "We 
worked on what Brian calls 'exercises,' 
just different rhythmic things, some 
straight funk things and some more 
contrapuntal things where I'd play 
something and the guitar would do 
something and then a drum beat, 
instead of everybody phrasing together. 
I had been working with Tina, sort of 
giving her bass lessons. And when you 
teach someone, you're showing them 
licks and just a general approach to the 
instrument, so I guess that had some-
thing to do with why they called me for 
the sessions." 
To get a better idea of Busta's 

approach to the bass and what it has 
meant to new wave music, compare 
"The Regiment" from Bush Of Ghosts 
to, say, " Don't You Want Me" by the 
Human League. The musical notation 
for both bass lines is almost the same, 
but the feel is completely different, and 
not just because the League played 
their bass line on a keyboard or put in the 
down-beats that Busta leaves out. We're 
talking microsecond differences in tim-
ing here, but they're differences anyone 
can hear and feel, and they make the 
difference between a record you can 
dance to if you want to ( League) and one 
that makes you want to dance (Ghosts). 

Part of Busta's sound in the studio is 
his Fender Precision, customized with 
DiMarzio P- and J - Bass pickups and a 
Badass bridge, and the LaBella flat-
wound strings he uses for recording. He 
records the bass direct, and his only 
adjustment is to "go around the instru-
ment, find all the little rattles, and tape 
them." Flatwound strings have been out 
of fashion since Larry Graham and 
Stanley Clarke made the slap-and-pop 
bass style famous, but Busta's playing is 
convincing evidence that "that round 
bass tone works really well in funk and 
dance-oriented music." 

Live is a different story, though, and on 
The Name Of This Band Is Talking 
Heads you can hear the sound of Bus-
ta's Precision with roundwound strings, 
and the Ampeg SVT he prefers for stage 
work. On rock gigs he switches to a 
wooden Dan Armstrong bass to get 
even more bite. 

Although he's best known as a bass-

Gregg has added hot new players to the 
old vets, stretching the Allmans' limits. 

ist, Busta has always been involved in 
writing and production, and his credits in 
these areas ( including two solo albums, 
collaborations with Jerry Harrison and 
Chris Spedding, and a Nona Hendryx 
single) are about to expand with his work 
on the Ramones' next album. " I really 
began producing in Montreal with Gino 
Soccio, although I never got credit for 
the work I did on those records," he 
says. "Just from being in the studio so 
much, I know how the equipment works 
and how to get different sounds." With 
the Ramones, "most of the work was 
done in preproduction rehearsal, so 
when we went into the studio, they were 
on. We didn't need to do a lot of takes. 
See, the Ramones are a band, not just a 
bunch of session musicians, so what I 
try to do is get the essence of the band 
on tape. 
"They were really happy that I didn't 

change them, or try to get them to play 
anything that they're not. I just showed 
them how to play what they're playing 
and make it come off the way they really 
wanted it. Like when Johnny's playing 
with his guitar around his knees, he's 
really trying to get you to see the point, 
what he's feeling. And the only way he 
feels that he can make you listen is to 
play ninety miles an hour. But I showed 
him he doesn't have to do it like that. 

"I thought that Phil Spector (on the 
Ramones End Of The Century LP) was 

SONG W 

trying to make the sound big and huge 
by doubling the guitar five or six times 
and things like that. But what about the 
playing and the delivery of the parts? 
The Ramones are known for playing 
everything really fast, they always race, 
race, race. So I got them to pull back a 
little bit, just plant it and sock it a little 
more, so it's big and fat. Just concen-
trate on the seed. That's one thing the 
Heads learned from me, David and I 
have talked about it quite a bit, because 
he knows that I have that sense of the 
essence of it first, the heart of it. Then 
you can build outward from that." 

Busta's next project will be a heavy 
rock trio with two friends from his Mont-
real days. It's a dream he's had since he 
opened concerts for the rock stars of the 
70s while playing with Albert King. " I've 
always wanted to crossover, not the way 
Prince or Rick James are doing it, 
because I'm not that slick, but as a real 
rock ' n' roller, with all the rough edges 
and everything. It's hard for a black rock 
act to get a deal, because if you're black 
you're supposed to just do dance music. 
But I grew up listening to the same 
records as everyone else, not just 
Motown and Stax, but Cream and Hen-
drix and the British rock bands. I've writ-
ten a lot of rock songs over the years, 
and I really feel that it's time for me to get 
out and do all these things that I've never 
had a chance to do before." 

R IT ING 

GREGG 
AL 
Songwriting with the Revitalized Allmans BY BILL FLANAGAN 

There are two things immediately sur-
prising about a 1982 Allman Brothers 
Band concert. The first is consistency: 
despite changing fashion and a lower 
public profile, the fathers of Confederate 
rock can still fill a Yankee arena like 
Boston Garden with thousands of 
whooping fans. The second is evolution: 
new band members Dan Toler (guitar), 
Frankie Toler (drums) and Rook Gold-
flies (bass) form an impressive band-
within- a-band. While veterans Gregg 
Allman, Dickey Betts and Butch Trucks 
maintain the rambling cross of blues, 
country and soul music influences that 
is the Allmans' signature, the new kids 
impose the flash and tightness of a new 
generation's black/white crossover — 
f usion. 

This new discipline has an accidental 
ally, too, in the band's recent attention to 
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shorter songs. Admittedly, this is an 
attempt to regain the FM radio play that 
once went to extended cuts like "Whip-
ping Post" and "Mountain Jam." Their 
recent hit single "Straight From The 
Heart" is one indication of success, but 
a more aesthetically rewarding example 
is a song Gregg recorded with the Toler 
brothers in a tiny Chicago studio on a 
recent free day. "Leading Me On" finds 
Gregg's soulful growl kicked by the Tol-
ers into virgin territory. The skeleton is 
R&B, yet the players take the chords 
and rhythm and stretch them as far as 
they'll go without ceasing to be rock 'n' 
roll. Gregg compares the track to Marvin 
Gaye ( I would have said Little Feat) and 
is only worried about how to edit sixty 
seconds from its five minutes for the 
sake of radio. Allman hopes to make 
"Leading Me On" the first track for his 
next solo album. 
Asked how his solo projects differ 

from band recordings, Allman smiles, 
"It's your baby. Yours and yours alone. 
You have the say-so and if you want to 
have three washing machines going in 
stereo, you can do it. If you want a horn, if 
you want singers, if you want a 
gong... whatever approach you want. 

"Not that you don't have that with an 
Allman Brothers Band album, but with 
the band, if Dickey or 1 introduce a song, 
we introduce it in its rawest form and 
then everybody takes it. I'll give you a or 
instance,— Allman offers. " I wrote Mid-
night Rider' in a little less than an hour. A 
lot of the real good ones just hit you. I got 
hold of my tour manager and Jaimoe 
(Allman's drummer Johanny Jai John-
son), and rushed down to the studio. 
Now, the road manager had never 
played a bass before in his life. I said, 'All 
right, hold your fingers like this and do 
this.' And when I shake my head, stop. I 
played a 12-string Martin and Jaimoe 
played congas. We set up three mikes, a 
4-track Scully, and hit the button: we 
recorded with acoustic guitar, congas 
and electric bass through a D-15 
Am peg. I took that tape, played it to the 
band and bang, we got it all done in one 
day. 

"I can't just sit down and write," 
Allman says of his songwriting. " It'll hit 
me at the oddest times. You can be on 
the throne. A lot of times it'll hit you when 
you're real tired—so tired you're asleep 
before your head hits the pillow. So I 
carry a Walkman with a built-in mike. I 
just sing the part into it so I'll remember, 
and the next day 1 score it out. 

"I can't read or write music properly. I 
have a really different way of writing. 
When 1 have an idea for a song in my 
head, I'll write out the lyrics before I've 
figured out what the chords are going to 
be. Over each line, I'll put a mark that 
looks like an asterisk where the down-

Steve is equally at home with acoustic 
impressionism or Hendrixian firefights. 

beats are going to be, so I'll remember 
the phrasing. It sounds crazy, but it really 
works. 'Cause you can sing the same 
words with different phrasing and 
change the meaning. 

"At the end of any line that has an 
interlude—a music fill— before the next 
line, I put an arrow, pointing right, with 
two vertical lines through the stem. For a 
bridge, I make two vertical lines with an 
'S' over them. Like a little river with a 
bridge. I picked that up from John D. 
Loudermilk, who wrote 'Break My Mind,' 
a song Linda Ronstadt recorded. And if I 
have one line that repeats over and over, 
I put a horizontal 8—for infinity." 
Allman does use standard designa-

tions for chords and to note his shifting 
time signatures. "'Queen Of Hearts' is in 
3/4, 6/8 and 11 / 4,",Gregg says. Noting 
his particular fondness for 11 / 4, he 
adds, "In 'Whipping Post,' it gives you an 
extra two beats to kick off into that next 
phrase. It's that 1-2-3, 1-2-3, 1-2-3, 1-2, 
1-2-3 it's like the way a swimmer kicks 
off from the side of the pool. Five/four, 
unless you're playing something real 
soft, doesn't seem strong enough. But if 

you make those two beats in the 11/ 4 
really solid, people listening won't get 
lost, it won't sound like something for-
eign. It won't be like Dave Brubeck's 
'Blue Rondo A La Turk' which would 
drive anyone crazy, trying to dance. 

I ask if it's fair to assume that Allman 
brings more of the blues influence to the 
band, and Betts the country. " I think 
that'd be safe to say," he nods. "Origi-
nally that was it. But 1 love country 
music, too. I was born in Nashville. It's a 
wonder that I like it 'cause my grand-
mother used to drag me to Miami Audi-
torium every Saturday night and I'd see 
rednecks throwing beer bottles at each 
other. I saw Hank Williams when I was 
about this high. And we were the first 
rock 'n' roll band to play the Grand 01' 
Opry in Nashville." 

Allman concedes, though, that black 
music has been his greatest influence. 
"That's my favorite kind of music," he 
explains. " It is real honest music, you 
know? Europe's got classical, the 
islands have reggae. Rock 'n' roll, blues 
and country music are the only three 
kinds of music that America has." 

RECORDING 

GUITARIST 
STEVE TIBBETTS 
A Boy and his Tape Recorder Meet ECM BY CHRIS DOERING 

The Steve Tibbetts story has all the 
ingredients of a classic American suc-
cess story. There is the accidental 
encounter with destiny (an art major at 
Macalester College in St. Paul, Minne-
sota, Tibbetts recorded his first album 
while "fooling around" in the school's 
recording studio during his last semes-
ter); the struggle against financial pres-
sures and human indifference ( his 
second album YR, recorded in a home 
8-track studio, was rejected by every 
major label in the U.S.); and the final leap 
into the winner's circle when Mr. ECM 
himself, Manfred Eicher, heard a copy of 
YR ( pronounced "ear," "yer," "wy are," 
take your pick) and offered Steve a con-
tract. The result is Northern Song, 
recorded like most ECM product, in 
three days at Talent Studios in Oslo, 
Norway. 

"I knew it was going to be a freak-out," 
Tibbetts recalled recently in ECM's New 
York office. " I've hardly been to South 
Dakota and here 1 am flying out of the 
cornfields of Minnesota to Oslo and 
recording with Manfred Eicher, whose 
name I've known for years like I've 
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There % no better gauge 
for comparing strings 

than Gibson. 
If you thought Gibson made only heavy guitar strings, 

then study the chart to the right. The chart compares the 
gauges and tensions of several major brands of rock strings 
to Gibson. You'll discover that Gibson strings are lighter in 
gauge and tension than most other brands. And, that 
lightness makes Gibson strings easier to play 

Gibson also offers a wide variety of different gauge 
strings for other styles of play. From the heaviest ja77 to the 
brightest acoustic. Compare other strings and you'll reach 
for Gibson. 

, GIBSON 
ERNIE 
BALL FENDER DADDARIO GHS 

, 
740L 

REGULAR 
SLINKY 150 XL-110 

BOOMERS 
GBL 

gauge 

.010 .010 .010 .010 .010 

.012 .013 .013 .013 .013 

.016 .017 .015 .017 .017 

.024 .026 .026 .026 .026 

.032 .036 .032 .036 .036 

.039 .046 .038 .046 .046 

total tension 

82 Lbs. 91 Lbs. 84 Lbs. 91 Lbs. 90 Lbs. 

740 XL 
SUPER 
SLINKY 150 XL XL-120 

BOOMERS 
GBXL 

gauge 

.009 .009 .009 .009 .009 

.011 .011 .011 .011 .011 

.014 .016 .015 .016 .016 

.022 .024 .024 .024 .024 

.030 .032 .032 .032 .032 

.037 .042 .040 .042 .042 

total tension 

69 Lbs. 78 Lbs. 75 Lbs. 78 Lbs. 72 Lbs. 

740 XXL 
EXTRA 
SLINKY 150 SL XL-130 

BOOMERS 
GBUL 

gauge 

.008 .008 .008 .008 .008 

.011 .011 .011 .010 .011 

.014 .014 .014 .015 .014 

.020 .022 .022 .021 .022 

.028 .030 .030 .030 .030 

.036 .038 .038 .039 .038 

total tension 

60 Lbs. 65 Lbs. 68 Lbs. 64 Lbs. 64 Lbs. 

Competitive information from manufacturers catalogs. 
Tension measured by independent consultant. 

//Aft? Gibson Accessories, A division of Norlin Industries, 1725 Fleetwood Drive, Elgin, Illinois 60120 
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known Phil Spector and Orrin Keep-
news. I originally wanted to write simple 
music so my hands would know what to 
do and I could introduce my heart into it. 
But this was my first chance to work with 
state-of-the-art equipment, a chance to 
use space as color. Manfred took 
advantage of that, pulled out the Lexicon 
Digital Reverb and extended things 
even more. Here we were in Oslo and he 
would say things like 'Now we put the 
fjord echo on the guitar.— 

Space, echoes and color have always 
been an important part of Tibbetts's 
music. The economic and physical con-
straints of home recording enabled Tib-
betts to create on YR a unique layered 
style of progressive chamber rock corn-

bining the studied delicacy of Eicher's 
ECM productions, the organic percus-
sive thrust of Oregon ( courtesy Tib-
betts's rhythm partner Marc Andersen), 
and an evocative acoustic-electric gui-
tar swirl reminiscent of the more lyrical 
passages on Hendrix's Electric Lady-
land. (Both YR and the first album, Steve 
Tibbetts, are available from New Music 
Distribution Service, 500 Broadway, 
New York City, NY 10012.) 
Because YR's piled guitar overdubs 

are heavy on the electricity, many Tib-
betts aficionados have taken the sparse 
acoustic textures of Northern Song as a 
stylistic departure. Tibbetts, however, 
points to a remarkable chain of circum-
stances that includes a landlord who 

Another new entry from B.C. RICH for 1982 is our SERIES II guitars and 
basses. They are available in either Mockingbird or Eagle body styles and 
feature our famous 1 piece thru-the-body mahogany neck with rosewood head-
plate and fingerboard with dot position markers. Guitars are available with: 
3 single coil pickups with tremelo; 1 humbucker with tremelo; 2 humbuckers 
without tremelo, all with simple electronics. Basses are equipped with: 1 P-
Bass pickup and simple electronics. These affordable star performers are, 
of course, available in all standard and custom B.C. RICH finishes. 

Send S2.00 for product information to: Dept. GP 
ire ' B.C. RICH GUITAR CO., P.O. Box 60119, L.A., CA 90060 

quadrupled his rent when the second 
album attracted local media attention, 
forcing him to vacate his warehouse 
studio, and a downstairs apartment-
dweller who was studying for law school. 
"One chord on electric guitar," he fig-
ures, "and it would have been the end of 
my fingers." 

Steve is actually quite modest about 
his guitar playing, calling the tape 
recorder his principal instrument and 
compositional tool. But he is equally 
adept at both acoustic folk styles and 
screaming Hendrixian rave-ups. On 
both acoustic ( a Martin 12-string and an 
Ovation 6- string) and electric ( a Gibson 
SG through a Music Man amp), he des-
cribes himself as a texturalist respond-
ing mostly to the sensation of the guitar 
resonating through his body. That is a 
natural extension of acoustic playing, 
but with the electric, he turns up the amp 
so the guitar is "just on the edge, just 
about to go out of control. The way the 
electric guitar sounds best is when it's 
so loud that it resonates the room and 
your body and the guitar. Then it can turn 
all into one thing, if you're lucky." 

Along with his acoustic guitars and a 
set of homemade tape loops, Steve 
brought Marc Andersen to the recording 
sessions for Northern Song. Tibbetts 
says Andersen is "the star of the album. 
I think he's an important conga player. 
He gets a tonal thing that's very special, 
that I've never heard. Part of it is that we 
spent a lot of time miking his congas. 
Another reason is that he has a good 
knowledge of pitch and what works 
together well." 

Tibbetts describes the recording as 
"a mutual work session," but admits that 
it was hard for two producers to work 
together. Especially, one might add, 
when they differ on everything from mike 
placement to recording procedure. 
Steve likes to " cram the mike as close to 
the guitar as I can get, so it leaps out of 
the speakers," while Manfred uses two 
stereo pairs of mikes three to four feet 
from the guitar. " I argued with Manfred 
and Jan Erik ( Kongshaug, who engi-
neers most ECM records) about the 
placement," Steve recalls, "because it 
sounded distant to me. But now I think it 
sounds the way I intended it to sound. It 
sounds like the guitar is sitting across 
from you, or maybe a million miles away, 
depending on what you do with the 
reverb." 
Was it hard for someone who took two 

years to make his second album to 
adjust to the pressure of a three-day 
recording session? " I'm just so used to 
doing literally hundreds of takes, " says 
Tibbetts, "that it's unusual for me to do it 
once and have somebody say, ' Let's 
keep it.' I didn't realize until later what a 
good idea it was of Manfred's to do that. 
continued on page 108 
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"Now You Can Afford 
to Delay..." 

by DeltaLab 

The EFFECTRON features the finest and most natural sounding 

digital delay effects available today at unheard of prices. 
Visit your local dealer and check it out. 
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63 TIFFANY PL • BROOKLYN, NY • 11231 

(212) 447 7500 

The 
techniques 
of guitar, e 
keyboard, bass, 
and drums, merge 
on a singler 
percussive 
stringed 
instrument, 

THE ® 
STICK 

Just call or write for 
."••• brochure and information. 

Stick Enterprises. Inc. 
8320 Yucca Trail 
Los Angeles, CA 90046 
213/656-6878 

Other products available 
• Free Hands lesson book 
• Cassette of Emmett's MUSIC 
• T-shirts 
• Patch of Shades TM effect 
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RICKENBACKER REISSUES 
The Beatle Axes Are Back 

Guitar reissues are good business right 
now. Fender and Gibson are going back 
to their old reliables, resurrecting the 
original Telecaster/Strat/ Les Paul/Fly-
ing V designs that made them famous, 
and now Rickenbacker is cutting into the 
pie with their own "B" series of vintage 
reissues. That's B as in Beatle. Bowing 
to public demand, the company is put-
ting back on the racks for a limited time 
the original Ricks once favored by the 
various Beatles—the notorious black-
with-gold-guardplate 6- string 320 long 
identified with John Lennon, Paul 
McCartney's 4003 bass from the Ham-
burg days, and the sunburst 12-string 
360/12WB used by George Harrison. 
"These were always our most popular 

models," notes Rickenbacker head F.C. 
Hall. "We never stopped making them 
but over the years we kept making 
improvements. But some people still 

By David Fricke 

want the old ones." 
For this B series (the company is not 

officially calling this a Beatles line) Rick-
enbacker has gone back to the original 
designs and parts. The 320B ( list price 
$990), 4003SB ($885), and 360 / 12BWB 
($1140) all have chrome bar pickups, a 
feature of the old 60s models, as well as 
the saine key winds, cover plates, and 
colors in trim. An example is the 320B, 
which is now made with a white guard-
plate instead of the original gold. 

But when Hall says the Beatlesque 
Ricks are a limited edition, he isn't kid-
ding. "We only have so many parts for 
these guitars. We have limited hardware 
and it doesn't pay to retool some of it. 
The only reason we have enough for 
these reissues is we saved some for 
warranty repairs. Although we'll still 
save a bit for repairs on these models, 
once we use them up, that's it." 

ROCK AMPS 
A New Portable 
Mini Amp 

BY DAVID FRICKE 

The days of the giant Marshall stack are 
hardly over, but portability in rock guitar 
amps is quickly becoming an important 
sales pitch. Sacramento, California 
newcomers Rock Amps got into the 
game a year and a half ago with their 
Mini Rock, a battery-operated 10-watt 
portable amp listing for $139 and 
designed to go head on with Pignose 
and the other miniaturized competition. 
Rock Amps now feel they've gone 

themselves two better with the recent 
introduction of the Mini Rock 2 and com-
panion Super Mini 10, two portable amps 
that advertise more features than you 
probably have a right to expect from a 
pygmy amp. The Mini Rock 2 weighs in 
at twelve pounds, retails at $189, and 
features volume, bass, treble, sustain 

and gain control, master drive preset 
and packs 10 watts RMS with a drive 
speaker rated at 30 watts RMS. At $270 
retail, the Super Mini 10 is only five 
pounds heavier and boasts volume, 
bass, midrange, treble, master volume 
and reverb controls plus a reverb foot-
switch and a variety of input and output 
jacks with a 16-watt punch. Both models 
have headphone jacks, lihe level output, 
run on alkaline D-cell batteries and 
include built-in AC power supplies. 
"These are both serious practice 

amps,' contends Donna Haas of Rock 
Amp, "but we are finding that there is a 
definite crossover to the beginners who 
are getting serious, not just kids who are 
yo-yoing it down the street." 

If the Rock Amp minis have any flaws, 
it's in the look, which does not amount to 
much more than your basic black box. 
"True," admits Haas, "the cosmetics 
don't grab you. But we're a young com-
pany and we're doing our best to make 
the best amp we can for the money." 

Besides, when was the last time you 
spent two hours looking at an amp? 

86 



w4NTED: EiOvREDED 

Some of the heaviest Rock 
and Roll crime waves start 

here . . . led by the notorious Les 
Paul and hls power-house side-
kick: the Son. This kid is young. 
He's tough. And he's already 
causing big trouble. fie comes 
from one of the best musical 
families and he's got real talent. 
But he sold his soul to rock and 
roll — and he sold it cheap. Know 
what I mean? 

This little S.O.B. is a real 
heavy when it comes to power 
playing and he's been getting 
around plenty for a new kid in 
town. Reports from City Beat say 
things get real hot down on the 

MESA ENGINEERING 
1317 Ross Street 

Petaluma, California 94952 
Telephone: ( 707) 778-6365 

Phone Orders, Charge Cards Ott 

street when he's out cruising. 
And he's been turning up alot at 
the toughest jams in town. They 
say he's been known to do inter-
natidnal jobs too. Big league, 
high class stuff. 

So watch it Crimebusters. The 
Son comes on real clean and he 
plays it very smooth. But go to 
put the bite on him and real 
quick he turns mean and nasty, 
vicious and slashing. Believe me, 
he's one tough S.O.B. 
Looks like even the big boys 

downtown are starting to worry. 
They pinned a federal rap on him 
for blowing-up Headquarters last 
night. Sounded like dynamite. 

MESA 
ENGINEERING 

Wasted two cops and one old 
marshall working there, but the 
Son made a clean break and got 
across State Lines. He's wanted 
on the radio and considered 
armed and very dangerous. 
So listen good, you guys: Quit 

wastin' your time with the light-
weights . . . and get serious. 
Get this S.O.B.! Use force if 
necessary, but get him — and for 
five-hundred-bucks the reward is 

going to be all yours. For Keeps! 
Get The Son of Boogie, the Six-

ty Watt, Hand-made, All Tube, Re-
issue of the Classic Original 
MESA / Boogie . . . Still wanted 
and very much at large! 

The Son of Boogie: $500. 
w/ Celestion or Black Shadow Speaker 
Allow 2 to 4 weeks for Construction, 
Burn-in, Testing and Shipping 
Satisfaction Guaranteed 

Call or write for technical information of the S.O.B. and the full MESA / Boogie Line. Son, S.O.B., Son of Boogie & Boogie are trademarks of MESA / Boogie, Ltd. 0 1982 



Elvis Costello & the Attractions 
Imperial Bedroom (Columbia) 

This is Elvis 
Costello's best 
yet. I know 
you've heard 
that before, 
and probably 
about a couple 
of his albums, 
but I can't help 
it if the guy 

just keeps getting better. And that's 
exactly what he's done—expanded his 
scope, enlarged his arrangements, 
broadened his stylistic base, even 
increased his depth. In fact, Imperial 
Bedroom is so good that there's almost 
nothing that can be said about it that 
won't sound like hype, at least until 
you've listened for yourself. 
To begin with, Costello simply sounds 

better than before. Not only is his singing 
sharper and more assured, but it's much 
further up in the mix, so you don't have to 
strain to catch every bit of wordplay. 
Moreover, he makes much greater use 
of overdubs, ranging from the cheerfully 
harmonized echoes in "... And In Every 
Home" to the semi-doo-wop that ani-
mates the chorus to "Tears Before Bed-
time." Costello has always been an able 
tunesmith, but this time out he really 
makes the most of it, and oddly enough, 
that extra effort is curiously reciprocal 
because it seems to have generated 
some of his most graceful lyrics to date. 
As the title suggests, most of the 

songs here are about domestic con-
flicts, the sort of emotional tyranny Cos-
tello has focused on from the start. Here, 
however, Costello doesn't use the music 
as a forum for angry reprimands or as 
formal bases for stylized tales of heart-
break (this being his greatest weakness 
as a country songwriter). Instead, he 
keeps his lyrics tied to the ebb and flow 
of the music, and vice versa, so that the 
lyrical climaxes coincide with the musi-
cal ones. It's hardly a new idea— listen to 
Showboat sometime to hear how they 
used to do it— but it's one particularly 
suited to Costello's musical vision. 

Especially now, because Costello's 
eclecticism is just coming into full 
bloom. After a number of idiomatic 
albums—the Stax-styled Get Happy, the 

countrified Almost Blue, the imitation 
Abba of Armed Forces (Abba & Cos-
tello?)— Costello has an unparalleled 
command of rock's stylistic vocabulary, 
and with it he leaps casually across 
genres, often within a single song. 
Because of this, and because he takes 
advantage of Steve Nieve's surprising 
ability as an orchestrator, there is likely 
to be a strong temptation to consider this 
Costello's Sgt. Pepper. Resist this at all 
costs, for while it's true that Costello is 
aiming for a universality of sorts, there's 
none of the self-consciousness of Sgt. 
Pepper in Imperial Bedroom's diversity. 

If there are any parallels to be drawn 
at all, more likely candidates would 
include Cole Porter and George Gersh-
win, songwriters who understood the 
interplay between words and music, and 
who appreciated how borrowed styles. 
can pull extra mileage out of tired for-
mats. That's heady company, to be sure, 
but unusually appropriate in this case. 
Elvis Costello sounds right now like the 
most accomplished songwriter in rock; 
who's to say that's going to be any differ-
ent ten years from now? — J.D. 
Considine 

Peter Townshend 
All The Best Cowboys Have 
Chinese Eyes (ATCO) 

Who says 
books are 
good for you? 
Look what 
over - con-
sumption of 
"elevated" lit-
erature has 
done to Pete 
Townshend. 

On "Stop Hurting People," a track off his 
third solo album, All The Best Cowboys 
Have Chinese Eyes, we encounter the 
curious observation that "Love crushes 
angles into black," and, a bit farther on, 
this unedifying aesthetic comment: "For 
that is what true beauty is —time's gift to 
perfect humility." Say wha? Or how 
about this, from " Exquisitely Bored," a 
song about the laid-back life in California: 
"The peasants here are starving/They 
look like barrels out in space." Picture 
that. At times Townshend himself seems 
unsure of just what it is he's trying to say. 

On "Stardom In Acton," he sings: "Just 
like the stub of that long cigarette full of 
hash/ I'm the first to get booked." The 
lyric sheet has that line as "last to get 
booked," but it hardly matters. 

This sort of sub-sophomoric spew dis-
figures most of the album's eleven 
tracks, which is a shame. Because in 
some ways, Chinese Eyes is Town-
shend's most accomplished and admir-
able solo LP. He's the same talented 
songwriter he always was ( I count the 
Curtis Mayfield-ish "Stop Hurting Peo-
ple" and the compactly catchy "Face 
Dances Part 2" among the possible 
radio hits here, and the brutally brilliant 
"Communication" among his all-time 
masterpieces). And he's never sung bet-
ter, especially on the achingly evocative 
"North Country Girl" ( a traditional ballad 
drawn from the same source that 
inspired a similarly titled tune on Bob 
Dylan's second album) and the martially 
manic "Uniforms (Corps D'Esprit)," in 
which he deftly navigates a sea of ver-
biage so dense it might have daunted 
even Gilbert & Sullivan. But if his skills as 
a singer, composer and bandleader (the 
crack backup includes Simon Phillips, 
Chris Stainton, Polli Palmer and Pete's 
sister-in-law, keyboardist Virginia Astley 
of the Ravishing Beauties) remain intact, 
his lyrics have never been more apall-
ingly incoherent—or downright maudlin: 
"It's sympathy not tears people need 
when they're the front page sad news." 

Rock 'n' roll has less need of gratui-
tous high- culture flourishes than per-
haps any other artistic form—a lesson 
one might have thought we'd all learned 
back in the bad old art- rock days. 
Townshend is a gifted rocker, and that 
should be enough. That he apparently 
yearns for some higher form of quasi-
literary respectability is sad, not simply 
because he's so unsuited for it, but 
because his particular form of pop 
genius is direct observation. I can't 
recall any more telling comment on the 
waning of marital love than this couplet 
from the touching " Slit Skirts": "Once 
she awoke with untamed lover's face 
between her legs/ Now he's cool and 
stifled and it's she who has to beg." Pete 
Townshend still has plenty to say, if only 
he can relearn the language. — Kurt 
Loder 
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McCoy Tyner 
Looking Out (Columbia) 

Well, after 
years of being 
whined at by 
every do-
nothing with a 
typewriter and 
tin ears, Mc-
Coy Tyner has 
finally gone 
out and done 

something different. Looking Out is his 
first attempt at an MOR-pop album, 
black division, and of course I think he 
should be flayed alive in a public place 
for betraying holy jazz, or better yet sent 
out on the road with his regular working 
band with no breaks and no hope of 
reprieve so he can never even see his 
family again and if we're really lucky we 
might personally get to be there that 
glory night he finally drops dead from 
overwork. 
MOR-pop, black division, is aimed at 

the black middle class, from which I am 
excluded on two counts, so I am per-
haps not the best person to publicly 
decide whether the date succeeds 
according to the parameters of the 
genre—how am / to know if it has 
reached the ideal degree of material 
complacency and spiritual patness? 
The album does not thrill me in the way 

that good Tyner jazz albums always dc 
(as did for example The 13th House. 
Tyner's last set for Milestone and a 
great, Latinish brass-packed shouter); 
in fact, my enjoyment confines itself 
largely to " In Search Of My Heart," a 
near- ballad on side two with lovely part-
writing, some sharp adaptations of Stev-
ie Wonder, and a thoughtfully conceived, 
nicely sung vocal by Phyllis Hyman. 
The rest of the album heats up when-
ever Carlos Santana turns up—he's 
the most exciting soloist on the album 
and easily the most impassioned; Tyner 
and Gary Bartz seem not to know how to 
adapt themselves to a rhythm section 
that doesn't chase them bar by bar— 
and when he doesn't, it's all glossy, 
accomplished, well done, and not for 
me. 
By all accounts, Tyner, a musician sin-

cere to the point of self- immolation, was 
genuinely committed to the date; I 
assume he got what he wanted from it. 
My guess is that he made it with the part 
of himself that finally owns a nice home 
and drives a decent car and wonders 
wny he's supposed to destroy himself at 
the keyboard night after night while folks 
smile and whoop. " I wanted to show 
people another side of my personality," 
he says in the publicity handout that 
came with the album, and I believe him. 
"You can get pigeonholed to the point 
where you can't budge." True enough. 
It's not a bad album by any means, and I 
don't think it signifies a sellout that will 
end with a compromised Tyner compar-
ing wounds with Freddie Hubbard. It's 

more a matter of a major artist trying his 
hand at minor art to see if he can do it. I 
s'pose he can, but me, I'll be waiting 
around for the next installment of the 
same old good old driven monotonous 
beautiful thing. — Rail Zabor 

Fleetwood Mac 
Mirage (Warner Bros ) 

Musically as 
well as social-
ly, Fleetwood 
Mac thrives 
on contrast— 
the crisp for-
malism of the 
rhythm sec-
tion as bas-
relief for the 

bold impressionism of Lindsay Bucking-
nam and Stevie Nicks. This yin/yang of 
style and substance achieved heroic 
dimension on the Mac's great soap 
opera, Rumours, but began to rupture on 
Tusk, where Buckingham's raw adven-
turism upset not only the band's delicate 
balance of power but also their public 
image as elegant pop aristocrats. Mir-
age signals their intent to refurbish that 
veneer, and not simply because the 
more outrè sonic effects from Tusk—the 
marching banc, etc.—have been exor-
cised in favor of limpid instrumental tex-
tures and sha-la- la vocal harmonies. No 
doubt fatigued from slugging it out with 
each other's personal demons, each of 
the band's three resident songwriters 
here attempts to recapture their lost 
innocence or return to the womb of more 
comforting personas. Thus in " Book Of 
Love" and "Oh Dianne" does Lindsay 
Buckingham embrace the same naive 
romanticism of those songs' 50s name-
sakes, while "Gypsy" (guess who?) 
celebrates an idyllic rebirth of childlike 
wonder. Meanwhile Christine McVie, 
who in truth has been writing the same 
song over and oversince "Future Games" 
(albeit a very good song) reaffirms her 
time-honored position on modern ro-
mance, i.e. head over heeis. 
Of course there's nothing wrong with 

spinning such confection, especially 
when invested with the lean grace and 
melodic invent.on that have become this 
group's signature. God knows there are 
percussionists who could learn a thing 
or two about not playing from Mick Fleet-
wood — nas there ever been a drummer 
who shaped more by doing less? The 
lesson hasn't been lost on Buckingham, 
whose deceptively simple major-scale 
leads and chiming, decorous fills ( note 
the subtle varieties of color employed on 
"Gypsy") help revitalize the more hack-
neyed vehicles in the Mac fleet. Like its 
title implies, Mirage eschews the hard 
character and emotional intimacy which 
fueled its predecessors; but what it lacks 
in depth it recoups with taste, precision 
and a seductive "California dreamin'" 
esprit. Resist it at your peril. —Mark 
Roland 

Gary U.S. Bonds 
On The Line (EMI- America) 

Compared to 
most attempts 
at revitalizing 
lapsed careers, 
the albums 
Gary Bonds 
has made with 
Bruce Spring-
steen and Mi-
ami Steve Van 

Zardt are v•rtualiy miraculous. Their 
secret is ambition. Where most other 
comebacks ( even superior ones, like 
Del Shannon's Drop Down And Get Me) 
are content to be contemporary and 
entertaining, Bonds & company insist on 
more: the right to participate actively, 
comment upon and affect what's hap-
pering right now, without abandoning 
their roots. 
When it works, which is most of the 

time, On The Line is bolder and more 
cohesive than last year's Dedication. 
This is partly because Springsteen plays 
a much more prominent role, writing 
seven songs (Dedication had four) and 
adding a darker, weightier production 
atmosphere. It wasn't fair to consider 
Dedication a surrogate Springsteen 
album; its sensibility had much more to 
do with Bonds and Van Zandt. But On 
The Line stands as a kind of interim 
report from the Boss himself, with Bonds 
as willing vehicle. 

Consequently, even the album's most 
bouncy track, the Geils-like "Out Of 
Work," is full of barbs. Even though it's a 
bit of a shaggy dog story, in which the 
desperately unemployed laborer- vocal-
ist actually volunteers to serve as the 
Presidential chauffeur just to get a gig, 
"Out Of Work" is clearly taking sides on 
the major issue of Reaganomics. The 
farcical humor saves it from agit-prop, but 
not from deiivering a cutting, serious 
message about what is being done to 
the core rock audience (and not just in 
America). 

This soberness extends to the 
album's love songs, notably Van Zandt's 
"The Last Time" ( most notable, how-
ever, for Steve's brilliant, Robbie 
Robertson- like guitar solo), and Spring-
steen's "All I Need" and "Love's On The 
Line." These songs are masterly in the 
use of romantic language as veiled phi-
losophy. in the great Brill Building tradi-
tion, and "Love's On The Line," which is 
the story of a marriage at the end of its 
tether, the kids grown and neither party 
sure of wnether or how to proceed, is a 
perfect vehicle for the fortyish Bonds. 
The album's finest moment comes 

with " Club Soul City,' a brooding recap-
ituStion of the " Heartbreak Hotel" 
theme. Here, Bonds virtually duets with 
the great Chuck Jackson; the result is 
extraordinary soul music, torn as it is 
between hope and despair. Jackson's 
delivery of the punchline is as dramatic 
as anything Springsteen has recorded, 
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The US-22 Utility Stand 

which is saying something. 
On The Line is not without flaws. The 

two Bonds songs aren't as strong as the 
ones he contributed to Dedication; 
"Angelyne" is too obvious a "Joie Blon" 
pastiche; and "Rendezvous" suffers 
from both the fact that Bonds is too 
mature to make its teenage passion 
convincing and from the memory of 
Springsteen's epic live renditions of the 
tune. Yet the seriousness of intention 
here wipes away most of my reserva-
tions. This is music made to cut and to 
count, at a time when the vogue runs the 
other way (and not only in America). 
When Bonds sings that " love is a river 
running soul deep," you know that these 

men have waded those waters them-
selves — Dave Marsh 

X 
Under The Big Black Sun (Elektra) 

Exene Cer-
venka and 
John Doe, X's 
married cou-
ple, are rabid 
punk stylists 
who care about 
us. Anything 
from wolves to 
heroin that 

might be wild and dangerous enough to 
overcome them, seizes their imagina-

ULTIMATE SUPPORT SYSTEMS HAS THE 
CHOICE IN PORTABLE TABLES. 

For keyboards, mixing boards, lighting controllers, electronic consoles etc.. 

The VT-44 Versa Table 
The Versa Table is constructed of 
lightweight aluminum alloy tubing and a 
vinyl clad hardboard top to create a 
strong, yet portable table. Each of the 
Versa Table's legs are individually adjust-
able, allowing both height and tilt adjust-
ments. Its absence of long braces enable 
the table to straddle rows of seats or fit into 
tight quarters. Holds up to 250 pounds 
Weight: 15 pounds. 'RUN 

u 

The US-44 Utility Stand 
A truly innovative breakdown design allows 
the entire stand to fit into a slender 38" long 
bag when disassembled. Constructed of 
lightweight, but strong aluminum alloy tub-
ing the US-44 is extremely portable, yet can 
securely hold heavy loads. The support bars 
can be easily adjusted to accommodate 
various equipment widths. Height is 36". 
Holds up to 75 pounds. Weight: 61/2 pounds. 

Featuring identical breakdown features as 
the US-44, this versatile Utility Stand is con-
structed of super lightweight 1" aluminum 
alloy tubing. Though small in size, it's big in 
performance under the most demanding 
conditions. Its 30 inch height allows the 
US-22 to be used for either standing or sit-
ting positions. Holds up to 75 pounds. 
Weight: 41/2 pounds. 

141 
ULf1M41fE 
SUPPORF 
SYSFEMS 1331 Red Cedar Circle, Fort Collins, CO 80524 (303) 493-4488 

All portable tables come with a waterproof nylon tote bag. 
Stop by your local dealer for a personal introduction to the only 
sensible choice in portable tables. OR send $ 1.00 for a catalog 
of our full line of stands for musical and lighting products. 

tions because, as equally rabid huma-
nists, they want to affirm that nothing 
can—at least not without a good fight. 
This explains Cervenka and Doe's lean 
thirst for the most raw-boned, appar-
ently damaged rock ' n' roll they can wail 
out with a guitarist as rockabilly-hungry 
as Billy Zoom and a drummer as eerily 
accomplished as D.J. Bonebrake, and 
why they aren't just off somewhere writ-
ing New Worried West poetry. X has 
made two overwhelming records for the 
L.A. independent Slash, and Under The 
Big Black Sun, their Elektra debut, is no 
major- label disappointment: it's still hard 
to name a better American rock band. 
Less musically doctrinaire than 

1980's Los Angeles—"Come Back To 
Me," an R&B-flavored elegy to a dead 
sister, lovingly turns light horror into 
deep grief, and "The Have Nots" is a 
soi-disant country tune—and somehow 
less showy than 1981's sensational Wild 
Gift, the new record presents X at their 
most stylistically confident and suc-
cinct. Despite moves into different 
genres, what X really stalks here is the 
definition of their Ray Manzarek-
produced sound and synthesis; no one 
needs to wonder about the essential 
qualities of this great band again. From 
the bass-and-drums tribal pounce of 
"The Hungry Wolf," which sums up all 
their commitments, they go into the fast 
and funny ingeniousness of "Motel 
Room In My Bed"—sleep as escape. 
For an appropriate cover with winning X 
edges, they do 1930's "Dancing With 
Tears In My Eyes," and, amid all this 
nailing-down of themselves, the ambig-
uous shots of " Blue Spark" stand out as 
pure and lyrical trouble in a beach apart-
ment. To paraphrase Exene on her mar-
riage ("Because I Do"), X are the 
married kind—relentlessly faithful about 
stringing out punk with rockabilly, blues, 
country and anything else wild enough 
to get their attention— but they're always 
searching for something new. And they 
sound terrific and awful and concerned. 
— James Hunter 

Steel Pulse 
True Democracy (Elektra-Asylum) 

The daunting 
power of Bob 
Marley's leg-
end recently 
was brought 
home to me 
when a friend 
—one who I 
knew might 
buy only one 

record a month—asked me what new 
reggae LP was indispensible. "Well," I 
found myself replying, "do you have all 
the Marley albums yet?" I don't think that 
comment represents a unique attitude, 
nor a reprehensible one. But it is this 
kind of preconception that can add a 
chilling effect to the artistic and corn-
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Linn Drum 
The Ultimate Dr um Machine 

Studio quality digital recordings of 
real drums —crash and ride cymbals, 
bass, snare, sidestick snare, open and 
closed hi hat, cabasa, tambourine, 
3 toms, 2 congas, cowbell, and 
hand claps. 

49 rhythm patterns— all 
programmable in real time with 
adjustable error correction. 

Stereo mixer with volume and pan 
sliders, plus separate outputs. 

Dynamics, song structure, time 
signature and " human rhythm feel" 
are all programmable. 

Drums are tunable by front panel 
controls or by control voltage inputs. 

Drums may be externally triggered 
by drum synthesizer pads or any audio 
source. 
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Will sync to tape sequencers 
synthesizers. 

Programmed data is retained with 
power off, or may be off-loaded ta 
cassette. 

Drum sounds are user-changeable. 

Requires no technical knowledge. 

Compact size: 115/8 x 22" x 43/8 . 

Suggested retail price in USA: 

$2995. 

For a tree demo record and the name of your 
nearest dealer, call or write today: 

LINN ELECTRONICS, INC. 
18720 Oxnard Street, # 103 
Tarzana, California 91356 
(213) 708-8131 



Stuck in rock and roll traffic?*  

LU-,7 [AferifAir, ,,? 
@epjulup 

iL_Je F=e„.. 

-"V 

ECM 1-121,3 

*Take this Offramp. 

eemP) 
Featuring Metheny (guitars,), Lyle Mays ( keyboards), Dan Gottlieb (drums), Steve 
Rodby ( bass) and special guest Nana Vasconcelos ( percussion). 
On ECM Records & Tapes Manufactured and chstubuted by Warner Bros Records Inc 
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RV COODER • THE DOOBIE BROTHERS • DAVE MASON • JOE WALSH • ERIC CLAPTON • 

ARE YOU EXPERIENCED? 

If you haven't tried Groove Tubes, then you just 
can't imagine how much better your amp can 

sound and play. Groove Tubes are special— 
unlike any tubes ever offered. GTs are Perform-

ance Tested for all types of tube amps, then 

matched into specifically rated sets that guaran-
tee more punch, better tone, long sustain, and 
extended life. Groove Tubes do more to improve 

the sound of your amp and the range of your 
expression than any modification possible. The 
kind of improvement a premium speaker can 
make for less cost and no added weight. Get 

experienced on your amp at your closest 

N C Groove Tube dealer. 
'<<‘ 

Box 4753 Sylmar, CA 91342 

(213) 362-1551 

ALABAMA • TIM BOGART • THE JIMMY BUFFET BAND • PAUL JACKSON JR • AL STEWART • 
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mercial progress of living reggae artists. 
Such a bias doesn't come just from 

critics and people in the street. Reg-
gae's leading promoters and per-
formers, on the evidence of some recent 
releases, are themselves not done 
mourning Bob Marley. Reggae Sun-
splash '81 is billed as a tribute to him and 
suffused with acknowledgments of his 
preeminence. The Countryman movie 
soundtrack is almost half Marley songs. 
Black Uhuru, after including a version of 
Marley's " Natural Mystic" on their 1977 
Black Sounds Of Freedom, have 
charted their own course. But, like Steel 
Pulse, they represent a much-admired 
peak in a landscape still dominated by 
Marley. The late master built his own 
mountain step by step, assembling the 
finest band in reggae and a world follow-
ing. But in the last record of his career, 
Uprising, he showed he could bring it all 
down to the single acoustic guitar of 
"Redemption Song" with undiminished 
impact. Reggae, for some indefinite 
span of future years, seems likely to 
exist around and not over him. 

This is not to imply reggae's future is 
bleak; one potential powerhouse is Steel 
Pulse, with a fine new LP, True Demo-
cracy. Here is a band with the chops to 
rival the Wailers' stirring twin-guitar, key-
boards display of colors, but they play 
with different aims. The Wailers were a 
setting for a man possessed; Steel Pulse 
enfolds singer/songwriter Justin Hinds, 
whose every lyric and inflection be-
speaks a literate, contemporary com-
mentator. Artichoke haircut and all, 
Hinds is no bigger than life, but he's 
limber enough to keep pace with a 
slinky, danceable band-sound punctu-
ated by (the now-departed) Basil Gab-
bidons tangy, rockish guitar. There's an 
overall breeziness that never quite 
undercuts the politics. Hinds's focus is 
not global, but street- corner-- the 
cheating wife (" Leggo Beast'), the local 
drunk ("Man No Sober"), the marauding 
constabulary (" Blues Dance Raid"). 
Within that focus, he's often witty, and 
always keen-eyed. Such realism bodes 
well for them. —Fred Schruers 

Robert Plant 
Pictures At Eleven (Swan Song) 

How about 
Blame It On 
The Bonzo? 
Or The Song 
Still Remains 
The Same? 
Would you be-
lieve Soso? 
My typewriter 
doesn't. In all 

seriousness, Led Zep's leather lungs 
acquits himself rather well on this solo 

debut. Still, don't expect to hear his mar-
velous " Lucille" from last year's Concert 
For Bangladesh or, for that matter, too 
much other evidence of Plant's pro-
fessed love of bands like the Blasters or 
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the Stray Cats. Nor will you gain any 
insight into this superstar's private trau-
mas or innermost feelings about the 
tragedies and controversies which have 
dogged him. Pictures At Eleven is not 
quite ready to forsake the same musical 
turf that made Plant famous as a 
member of the band that put the 
"heeeeavy" into heavy metal. 

Like his band, Plant's musical contri-
butions have been consistently under-
rated. As evidence on the new LP's 
ballads like " Moonlight In Sarnosa" 
("Stairway To Heaven, Part 2") and 
"Like I've Never Been Gone" ("Stairway 
To Heaven, The Sequel"), Plant can 
really sing, using a seductive baritone to 
satisfying effect as he sets off his pat-
ented, full- throttled shriek. In a world that 
begat Ronnie James Dio and Joe Lynn 
Turner, Robert Plant is still the original 
and one of the best HM yelpers. 
Which is precisely what plagues Pic-

tures At Eleven: its lack of originality 
The bloated blooze jams of the two 
"Black Dog" attempts, "Slow Dancer'' 
and "Mystery Title," can't help but evoke 
that other band, and are doomed to 
come up wanting. That's why the cool 
sax break in the sprightly "Pledge Pin" 
manages to be so refreshing, just 
because it is so unexpected. Ditto 
Plant's seductive MOR croon on the 
poppy "Fat Lip." But someone should 
have told Phil Collins and Cozy Powe'l 
that John Bonham died months ago and 
went to that Great Thwack In The Sky. 
It's no wonder Led Zep called it quits 
after their drummer's death. They prob-
ably couldn't stand to listen to the imita-
tors in his wake. Robert Plant has a 
tough act to follow, but at least this is a 
better start than Death Wish, Part 2. — 
Roy Trakin 

Clifford Brown/Max Roach 
Pure Genius (Musician) 
Bud Powell 
Inner Fires (Musician) 

FES IPFFiFU 
Naturally I put 
all other rec-
ords aside this 
month for 
sweet Clifford 
Brown. The 
Brown and 
Roach quintet, 
in both its edi-
tions, was one 

of the most universally beloved of all 
modern jazz bands and any addition to 
its slim superb recorded legacy is at this 
point an unexpected blessing. Pure 
Genius is the first of three albums Ele-
tra will produce from club and concert 
tapes owned, I think, by Brownie's 
widow. The sound quality is variable and 
the music is a lot more than fine. I m 
particularly happy to have the two ballad 
features, "What's New" and "Lover 
Man," since the band recorded so few 
ballads in its studio sessions and Clifford 
was such a stunning ballad player—re-

KANSAS knocks out some blockbusting 
rock & roll on a new album that's hard to beat! 

Get it now and give it a good going over! 

"VINYL CONFESSIONS." 
The new KANSAS album. 
Featuring the single; 
"Play The Game Tonight" 

On Kirshner Records and Tapes. 
Witness the power of KANSAS 
live in concert this summer! 

mduczttlimtKANASe 3nd Ken.Scon, Management The Car- Company, Budd Can Distntuted by Ca; Recore. 0 P.82 CBS Inc 
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member "Once In Awhile"? Brown, mature musician at the age of twenty-
whose native subject was happiness six, and his music was so complete and 
and youth, was already a brilliantly perfect an expression of the man we 

GENUINE KEY CHIMES 

THE NEW 
DEAN BABY 

Dea, Quality Under $600 

Dean Guitars, Dept A 
6417 N. Ravenswood Avr: Chirmyo IL 60626, 312 - 743- 6115 

e.)1; Color Catalog S4-nd Si '_1( lour Baby" Poster Send $69 

never think to ask more of it than it has, 
or find ourselves able to imagine what 
he might have gone on to had he lived. 
One index of his stature is the degree to 
which he is still, twenty-six years later, a 
potent influence on everyone playing 
jazz trumpet. Ask Wynton, Woody, Fred-
die, Lester, Baikida.... Like Django, he 
sounds perpetually alive. As with Bird, 
every little turn of phrase seems to tell 
any number of stories, hold a definite 
world balanced on the upraised palm of 
its hand. Listen to " Daahoud," or 
"What's New," or even the tunes on 
which Brownie battles the impossible 
tempos set up by Roach, in which he 
may remind you of the brilliant over-
reaching he did in that 1953 Birdland 
session with Blakey. 

Not, of course, to overlook Sonny Rol-
who inserts his occasionally bizarre 

presence into the proceedings most 
effectively on " Lover Man" and finds 
ways of finessing Max's tempos with lay-
backs and lags while fool Brownie actu-
ally tries to play them—there's meta-
physics in the contrast. PolyGram has 
also this month reissued this band's Live 
At Basin Street (Mercury/Emarcy), 
which, oddly enough, was recorded 
neither live nor at Basin Street, and 
that's probably the album to get if you're 
new to Max and Brownie fetishism, or 
Three Giants (under Rollins's name, and 
the best of all this quintet's recordings), 
but this new find, and the prospect of two 
more to follow, makes my initiated heart 
go pitapat. 

Meanwhile, Musician has also made 
available, courtesy of the same Bill Potts 
who recorded last month's great Bird 
One Night In Washington, a tremendous 
trio date by Bud Powell, the greatest of 
all bop pianists, supported by no less 
than Charles Mingus and Roy Haynes. 
The date comes from 1953, catches 
Bud at the end of bop virtuosity and the 
beginning of Monk oddity, is perhaps a 
cut below the work Bud did in the same 
year at Toronto's Massey Hall but is 
bop-invaluable withal. I used up all my 
space on Brownie. Peace on earth and 
goodwill to Lundvall, who's doing a lot 
better with the archives than he is with 
the new releases this month. Time to 
sign a few oddballs or we'll be forced to 
take the straw Quixotes from his office. 
Like what is he trying to be, solvent? — 
Rail Zabor 

!RETAILERS, 
Looking for a profit- plus item that 
supports your product sales? Join 
the growing number of Musician 
dealers. Call Chip collect at 617-281-
3110 for more information. 
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A creative . . . learning opportunity for persons 
interested in RECORDING ENGINEERING, 
PRODUCTION, and o:her related professons. 

The results are in . . . 
Over two hundred and fifty Fut Sal graduates 
have landed jobs in music/recording, a dozen 
new studios have been started by Full Sail graduates. 
We rest our case! 

Additional Workshops . . . 
Full Sail also offers these additional workshops-
(7] Advanced Recording 
(11 Sound Reinforcement and Remote Recording 
D Studio Mantenance 
Call or write . . . today for our txochure and 
workshop schedules. 
Jon Phelps, Director 
(305) 788-2450 
Full Sail Recording Workshop 
660 Douglas Road 
Altamonte Springs (Orlando), FL 32701 

Exceptional accommodations at reasonable rates. 

Full Sail Recordirlg- Workshop 
Fm Larry Boden . . 

"I have been active in the recording industry 
for 15 years and a guest at over 20 sessions 
of the Full Sail reco7ding workshop. I'm 
convinced that this is an excepticnal way to 

get your foot in the door of this indus:ny. 
During the 4 weeks at Full Sail, you'll get 

practical experience on stare-of-the-art equipment and 
instruction from engineers and special guests who are 
tops in their_ fields. 

Full Sail offers remarkable qua:ity in its course arid in 
a day of rising educational costs, a real value for the 

money" Chief Engineer, JVC Cutting 
Center, Hollywood, CA 
13 Gold and Platinum LP's 

Licensed by the Florida State Board 
of Independent Postsecondary Vocational, 
Technical. Trade and Business Schools, 

Lcense No. 414. 

eTakeYour Dreams Serioust 



Art Pepper 1925-1982 
Because he was based in Los 

Angeles and white, alto saxophonist Art 
Pepper was associated with the cool 
and placid sounds of West Coast jazz 
throughout most of the 1950s. By the 
turn of the decade, however, it had 
become obvious that Pepper's fiery and 
angular style transcended such neat 
geographical and racial pigeonholing. 
He had established himself as one of the 
most distinctive soloists in modern jazz, 
but he had also become addicted to 
heroin, and his career subsequently had 
to endure several lengthy hiatuses— 

stretches in the L.A. County Jail, Chino 
and San Quentin; and periods of volun-
tary confinement in public and private 
hospitals and asylums, including the 
controversial Synanon. 

In his autobiography Straight Life— 
coauthored with Laurie Pepper, his third 
wife, and published by Shirmer / Macmil-
lan in 1979—Pepper gave a running 
account of his life in images as brutal 
and evocative in their own way as any in 
the novels of William Burroughs or Jean 
Genet. He confessed that he had been 
an alcoholic, a junkie, a thief, that he had 
contemplated murder and committed 
rape. Remembering his first fix, he was 

Power & Presence! 
THE BEYER M 500 RIBBON MIC 

BEYER DYNAMIC, INC. 

en you put everything you've 
got into a lead vocal, you want a mic 
able to handle high sound pressure 
levels, but with the presence to put 
you acoustically in front of the group. 

And you want the clarity and 
warmth only a ribbon can convey. 

You've just specified the Beyer 
M 500 " ribbon for the road:* 40-18kHz 
  frequency response 

< 
smoothly accents the 
presence range. True 
hypercardioid pattern 
gives more gain before 
feedback. Unique 
2-stage integral blast 
filter. And rock- solid 
construction with pro-

fessional Cannon XLR connector. 
Hearing is believing at your 

authorized Beyer dealer. 

beyer dynamic 
5-05 Burns Avenue, Hicksville, NY 11801 • ( 516) 935-8000 

not repentant, and he admitted that his 
hold on his demons was tenuous. "This 
is it," he wrote, ''this is the only answer 
for me. If this is what it takes. then this is 
what i'm going to do, no matter what 
dues 1 have to pay.... I realized from that 
moment that I would be, if you want to 
use the word, a junkie. That's what I 
practiced, and that's what I still am. And 
that's what I will die as... a junkie.' 
Rumor that he was writing the book 

awoke new interest in Pepper in the mid-
70s, and with the tireless Laurie dou-
bling as business manager and lover, he 
achieved his greatest popularity and 
made an effort to reclaim his soul. 
Pepper played like a man possessed 
during this period. The buoyancy and 
confidence of his early style was chas-
tened by an emotional fervor, a sense of 
mission. Everything unsavory about the 
man's character—his vanity, his self - 
pity, his absolute dependence upon and 
mistrust of women—passed through fire 
and was cleansed, made into the raw 
material of an all-forgiving art whenever 
he brought his horn to his lips ano blew 
the breath of life into it. 

Art Pepper: Notes from a Jazz Survi-
vor, a 1982 independent film proauced 
and directed by Don McGlynn, picks up 
Pepper's story where Straight Life left it 
off. It is a powerful and truly remarkable 
film which employs the special investi-
gative tools of cinema—voice-over, 
close-up, back Lghting —to locate the 
hopes and fears that can motivate an 
improvised solo. In one scene, Pepper 
stares into the camera and says that he 
wants each performance to be the best 
he has ever given, because he knows 
that each might be his last, given his age 
(56) and the abuse to which he has sJb-
jected his body. 

Pepper died June 15, after suffering a 
cerebral hemorrhage six days earlier. 
His last record (the last to be released 
during his life, at any rate) is not the best 
he ever made ( it is not as darkly lyrical 



The Gan-Tone Method described in this 

book revolutionizes the traditional beliefs for 

producing the singing voice by revealing the 

natural laws--henetofore unknown—that unify 

the body for the ultimate in singing energy 

through total body power! 

Awareness and mastery of the Gan-Tone 

laws in this book—which are simply and 

clearly described—will enable any sincere 

seeker to develop a beautiful singing voice, 

either for Rock and Roll or Opera, and will 

also enable the professional singer—popular 

or classical—to retain his voice for many 

years, since he will develop a thorough un-

derstanding of his instrument. 

In the Gan-Tone Method, Robert Gansert 
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each illustration. 
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King 
Crimson 

Beat 
Adrian Belew 
Robert Fripp 
limy Levin 
Bill Bruford 

eg 
New music from King Crimson available now on Warner Bros /EG Records & Cassettes 

as 1979's Art Pepper Today, for exam-
ple, nor as crisply brilliant as 1957's Art 
Pepper Meets The Rhythm Section), but 
it pulses with his determination to make 
it the best, and it suggests the high level 
of consistency and power he had 
reached in the last few years of his life. 
Recorded live in concert at an L.A. night-
club last summer, it finds Pepper in the 
company of a fluid rhythm section cap-
tained by George Cables, the pianist 
who best complemented him. There are 
four tracks, each about ten minutes 
long, and on one of them—the chestnut 
"When You're Smiling"—Pepper plays 
clarinet in a shy, pleasant manner 
reminiscent of Lester Young. But his 
best moments here come on the 
blues—the hard-swinging title cut; an 
edgy waltz; and, in particular, the 
nakedly honest reading of the ballad 
"Everything Happens To Me," which 
becomes a blues by twists of Pepper's 
expressive shadings. In his maturity, 
Pepper learned what only the greatest 
improvisers ever learn: that the blues 
are a sad song you play to make yourself 
feel better. "Everything Happens" 
smolders and shines with that deep 
wisdom. 
To have suffered for your art is noble, 

however needless, because to have 
suffered for nothing is to have wasted 
your life. Art Pepper sought confirmation 
that he had not suffered for nothing in 
every note he played. He will not soon be 
forgotten, and he will never be replaced. 

— By Francis Davis 

Steve Miller Band 
Abracadabra ( Capitol) 

Like a rabbit 
out of a hat, 
Steve Miller 
pulls his plat-
inum chops 
as a commer-
cial blues-
rock stylist 
out of tempo-
rary deep funk 

with Abracadabra, the very likeable fol-
lowup to last year's lightweight Circle Of 
Love. Having gotten the ninety- eight-
pound weakling rap and sound effects 
noodling of the lazy, overlong "Macho 
City" out of his system, Miller gets back 
to the business of constructing tight, 
smiley pop gems distinguished by the 
Texas shuffle oomph in the rhythms, the 
compound rippling and stinging fills of 
the guitars and those breezy wheatfield-
Beach Boy harmonies. 
Never mind that Miller only bothered 

to write two of the ten tracks here (the 
good life keeping him busy or was he out 
plowing his Oregon back forty?). 
Drummer and coproducer Gary Mal-
laber, who cowrote the rest with various 
Miller band members, has been playing 
with the Joker long enough to know all 
the cues. Hence, while Miller's own 
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We sell, service 
and stock: 

SEQUENTIAL 
CIRCUITS 
Prophet 5 & 10 
Pro- 1 

OBERHEIM 
OBXa, OBSX 
OB1A, DMX 
DSX 

CRUMAR 
Orchestrator 
Performer 

Stratus 
Trilogy 
T- 1C, T-2 
Toccata 
Roadrunner 

ROLAND 
Jupiter 
RS-09, SA-09 
SH-09, VK -09 

MTI 
Synergy 
Auto Orchestra 

KORG 
ES50 Lambda 
DL50 Delta 
CX3, BX3 
LP- 10 Piano 
MS10, 20 
X917 

HOHNER 
Clavinet E7 
Pianet 

WURLITZER 
EP200 

Agents For: 
Arp 
Casiotone 
Helpinstill 
Kustom Piano 
Octave-Plateau 
Multivox 
RM I 
Emulator 
Eventide 
Teac-Tascam 
Linn Drum 
General Devel. 

We're the biggest in the business, with six Sam Ash 
Stores in the New York area plus a huge warehouse. Our 
inventory also includes all instruments, amplifiers and 
sound reinforcement. For price quotes, information, or 
just plain advice, call the Sam Ash toll free Hot Line: 

OE CALL TOLL FREE: 

800-645-3518 
,N NEW YORK 
STATE CALL VISA 
212 347 7757 

rvvx •,• O 222 1630 SAM ASH HI 

Since 1924 
MUSIC STORES 
124 Fulton Avenue 

Hempstead, New York 11550 

"Abracadabra" mixes the hushed futur-
ist tones of " Fly Like An Eagle" and the 
heated strut of "Jet Airliner," " Keeps Me 
Wondering Why" moves to a similarly 
brash Mallaber beat punctuated by a 
thumping fuzz bass synth with an incan-
descent hook lit by a choir of Millers in 
harmonic cascade. Decorative synthes-
izers and spacey production are cer-
tainly not enough to disguise the 
"Swingtown" locomotion of "Something 
Special" or the hybrid "Take The Money 
And Run"/"Rock 'N' Me" hump of 
"Never Say No" with its sunny, slightly 
pleading chorus and discreet organ 
wash. 
Even when the songs reach a bit out-

side, the Miller imprint is uneraseable. A 
frisky Police- like romp and stark guitar-
synth arrangement spark "Things I Told 
You," and "Young Girl's Heart" has all 
the swirling synths and disco syncopa-
tion of Euro-romantic electro-pop. Yet 
those soaring harmonies and a powerful 
band attack shoot the former full of top 
forty charm while the crunching guitars 
and heavy- breathing sexuality in the 
chorus bring the latter crashing back to 
rock ' n' roll earth. 
Snobs will dismiss it as summer re-

runs, but Abracadabra is just Steve 
Miller in typical, sporting commercial 
form. And if Capitol plays its singles 
cards right, half of this album could end 
up on the next greatest hits album. — 
David Fricke 

Cotter.* ounb 

The finest audio cable built. 
Period. 

15524 South 70th Ct., Orland Park, Illinois 60462 

100 



PICK HI 
Pick Hits is a monthly survey of what our learned 
staff feels to be the cream of the current crop of 
album releases and concerts. Each critic is allow-

ed up to five " Hot" votes ( one of which can be an "oldie" that they've been listening to), and 
one "Cold" vote— plus one " Live Pick" concert vote. 

DAVID FRICKE Hot: R.E.M. Chronic Town ( IRS)—Pete Townshend All The Best 
Cowboys Have Chinese Eyes (Alco)—Men At Work Business As Usual 
(Columbia)—Richard Hell & the Voldolds Destiny Street (Red Star)—Deep 
Purple In Concert (Portrait) 
Cold: Stray Cats Built For Speed (EMI America) 
Live Pick: Richard and Linda Thompson at the Bottom Line, New York 

RAFI ZABOR Hot: Mike Westbrook The Westbrook Blake/Bright As Fire 
(Europa)—Clifford Brown/Max Roach Pure Genius (Elektra Musician)—Alr 80 
Below 82 ( Antilles)— Miles Davis We Want Miles (CBS)—Jean Sibelius Symphony 
#4, Ashkenazy/LSO (London Digital) 
Live Pick: Cecil Taylor Unit. Lush Life, New York 

VIC GARBARINI: Hot: Steel Pulse True Democracy (Elektra)—Human League 
•• AM.:I .38 Special Special Forces (A&M)—Richard Greene Blue Rondo— 

The Rolling Stones S,' . .fe (Rolling Stones) 
Live Pick: Marshall Crenshaw— Anyday, Anyway, U.S.A. 

J.D. CONSIDINE: Hot: Elvis Costello Imperial Bedroom (CBS)—Pete Townshend 
All The Best Cowboys Have Chinese Eyes (Atco)—David Johansen Live It Up 
(Blue Sky)—The Coasters Youngblood (Atlantic Deluxe) Claudio Abbado Mahler 
Symphony # 1 (DG Digital) 
Cold: The Cure Pornography (A&M) 
Live Pick: Squeeze and Marshall Crenshaw, Painters Mill, Baltimore 

MUSICIAN OFFICE: Hot: ( No particular order) B-52's Mesopotamia (Warners)--
Thomas Leer Letter From America (Jem)—Peter Townshend All The Best 
Cowboys Have Chinese Eyes (Atco) Men At Work Business As Usual (CBS)— 
Squeeze Sweets For A Stranger (A&M)—Talking Heads The Name Of This Band 
Is Talking Heads (Sire)—Shalamar Friends (Solar) 
Cold: The Rolling Stones Still Life (Rolling Stones) 
Live Pick: The Motels at Hampton Beach 

VORTEC 
ENERGIZED 
SYSTEM Self Powered. Compact, Near-Field 
Monitor. Perfect Practice Speaker. Accepts Tape/or Mixer Outputs. 

Utilizing Vortec 5250 IL " 5' Driver High Energy Rare Earth Magnet 
with Vented Pole Piece. Vortec HF 301 Radial Tweeter. 
Delivers Reliable, Ac-
curate Response with 
an Efficiency of 91 db 
1 Watt / 1 Meter. The 
Internal Amplifier is 
Rated at 30 Watts into 
4 OHMS. Handles, 

Covers, Corners, of 
Course! VORTEC 

ALL THE WAY. 

SRS 25E 

INTEGRATED SOUND SYSTEMS, INC. 
29-50 Northern Blvd., Long Island City, N.Y. 11101 
(212) 729-8400 Telex: 968020 
A SubsIchary of The VSC Cofporahon 
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By J.D. Considine 

SHORT TAKE 

Gang Of Four Pete Shelley 

Gang Of Four — Songs Of The Free 
(Warner Bros.) This is more than just 
another dose of the dialectic you can 
dance to—the jagged funk and class-
conscious slogans are now aided and 
abetted by a sturdy sense of melody and 
even some occasional harmony vocals. 
Some songs, like the opening "Call Me 
Up," even smack of Motown. Giving 
credit where due, it's nice to see singer 
Jon King and guitarist Andy Gill writing 
songs instead of just riffs- plus-vocals, 
but the most telling change is bassist 
Sara Lee, who simplifies the bottom line 
to leave more room for Gill's guitar anti-
heroics, and provides a durable har-
mony voice. Dialectic was never this 
listenable. 
Pete Shelley — Homosapien (Arista) 
Forget the synthesizers and the 
sequencer- based pulse that give the 
title track its trendy gloss, because all 
the hooks are really left to the guitars 
and the garage- band din of the mix. Yep, 
this isn't dance- floor drivel, but an 
honest-to-God rock record. To be fair, I 
should mention that Arista has stacked 
the deck slightly, slipping in three guitar-
based songs that weren't on the import, 
but what the hell! Just because Pete 
Shelley has left the Buzzcocks doesn't 
mean we should have to give up the 
jangly, slightly-warped pop sense that 
made the 'Cocks such good clean fun. 
Glenn Frey — No Fun Aloud (Asylum) 
In which the former Eagle tries to con-
vince us that he's not just another whin-
ing wimp from L.A. but a hard rockh. 
good-time- Charlie, and damn near suc-
ceeds. The rockers take a goofy 
swagger borrowed from Joe Walsh and 
the crooners all wear their harmonies on 
their sleeves, both with no complaints. 
But the covers, in particular "Sea 
Cruise," are handled with a tidy rever-

Kid Creole & the Coconuts 

ence that leaves me skeptical of just 
how deep Frey's rock roots run. 
Kid Creole & the Coconuts — Wise 
Guy (Sire/Ze) Still further adventures of 
New York's new wave Ricky Ricardo 
and his ship of fools. Is it full of droll 
social commentary and romantic 
comedy? Of course. Does it pulsate with 
the vibrancy of salsa and funk? Yowsah, 
yowsah, yowsah. In short, does it end up 
sounding more or less exactly like its 
predecessors? You betcha. 
The Odessa Balalaikas — The Art Of 
The Balalaika (Nonesuch digital) Toss 
away those preconceptions about senti-
mental Cossacks and smoking samo-
vars—this is the bluegrass that came in 
from the cold. Although the Odessa 
Balalaikas are just a quintet, prodigious 
doubling and the remarkable timbrai 
range of the Russian folk instruments 
they play gives their music an almost 
orchestral sweep while maintaining a 
surprisingly folky sense of dynamics. 
The material is richly melodic and 
swings like crazy, while the recording is 
remarkably deft, giving the music a pal-
pable presence. Also, the album 
includes the original Russian version of 
"Those Were The Days." 
David Johansen — Live It Up (Blue 
Sky) Even if this didn't feature the hottest 
live version of "Reach Out, I'll Be There" 
ever committed to vinyl, this would still 
be something to rave about. Johansen 
has never sounded better, from his rich, 
dark crooning on "We Gotta Get Out Of 
This Place" to his full-tilt screaming 
through "Personality Crisis," and his 
band is sharper than razor blades, com-
bining the energy of the New York Dolls 
with the finesse of his studio help. Add in 
a song list where the hits just keep on 
coming, and you've got an album so 
exciting you may have to be hosed down 

Rosanne Cash 

after each hstening. 
Greg Copeland — Revenge Will Come 
(Geffen) A truly auspicious debut. Greg 
Copeland steps onto vinyl more fully 
formed than Warren Zevon and with a 
sharper edge than Jackson Browne (to 
make a couple of obvious compari-
sons), bristling with roots and pos-
sessed of a startlingly powerful way with 
words. In fact, Copeland comes on so 
strong he seemes to overshoot the 
mainstream, ending up instead in a bru-
tally abstracted version of the L.A. rock 
dream. Scary, compelling and strangely 
original, this is an album likely to sound 
better in five years than it does now. 
Rosanne Cash — Somewhere In the 
Stars (Columbia) Another good one 
from everybody's sweetheart of the 
rodeo. How's she do it? Maybe it's the 
way she sings the pop numbers with a 
straight-from-the- heart country sincer-
ity; then again, maybe its the obliging 
pop treatment she gives her lilting coun-
try melodies. More likely it's both, partic-
ularly when backed by a sense of 
personality as strong as hers. ' Course, 
having producer/hubby Rodney Cro-
well on hand doesn't hurt, nor does the 
cameo from dear ol' dad, Johnny Cash. 
Did I mention the tunes are great, too? 
Ashford & Simpson — Street Opera 
(Capitol) I suppose if somebody's got to 
write a "street opera" about ghetto life 
and love, better Ashford & Simpson 
than, say, Rick James. But to be honest, 
the only time the concept adds anything 
to the music is when the "Working Man" 
theme kicks in for a glorious reprise; 
otherwise, it's just more of the same 
classy, sinuous love-and-dance music 
from the sexiest couple in R&B, both of 
whom are singing better than ever. 
Richard Hell & the Voidoids — Destiny 

continued on page 106 
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By Don Palmer 

SHOR T TA KES 
After making the last trip to my P.O. par-
cel pick-up window (for some time I 
hope), I'm gonna adjust my straw-
basket ears, turn over this bushel-
basket of records and try to winnow the 
wheat from the chaff. 

Big Jazz, in the guise of Elektra Musi-
cian, is on the prowl with a mixed- bag of 
releases. Pianist David Sanclous— The 
Bridge—was given free reign on his solo 
outing. Initially his gospel, soulful noo-
dlings were engaging. But, the heart 
turned to cerebral, sacred studies of 
silence and repetition. No salvation here 
from the fires of hell or even the tedium 
of daily life. Praise the Lord but, please, 
pass the ammunition. Bud Powell's 
Inner Fires and Clifford Brown and 
Max Roach's Pure Genius do just that, 
providing historically significant, not to 
mention terrific, jazz from the early 50s. 
Dexter Gordon serves up meat and 
potatoes on American Classic but the 
gravy is corn- starch thick and flavor-
less. With accompaniment by Shirley 
Scott, whose organ always made me 
weak in the knees, and Grover Washing-
ton, Jr., whose soprano always made me 
weak in the head, I thought Gordon 
would go for the jugular. Instead he lan-
guishes in shopworn cliches and senti-
ment. Even the dependable drummer 
Eddie Gladden and underrated pianist 
Kirk Lightsey are unable to light a spark 
under this session. I fully expected 
Woody Shaw to offer the most soporific 
release of the month, but Master Of The 
Art is definitely the sleeper. Bobby Hut-
cherson is strong and bluesy and keeps 
Shaw from resting on his laurels, which 
he is wont to do when leading his own 
band. The tunes, especially Walter 
Davis's "400 Years Ago Tomorrow," are 
melodic and intriguing, as the shifting 
meters, of which Shaw is so fond, main-
tain a delicate momentum. 
The E/M list goes on with a disap-

pointing debut album by pop/jazz vocal-
ist Bobby McFerrin—Bobby McFerrin— 
and some proficient jazz oriented rock 
by Billy Cobham—Observations &. For 
all you aging hipsters who keep a bottle 
of cheap wine hidden in your sock 
drawer next to your collected works of 
early Norman Mailer, Mose Allison is 
back on wax for the first time in five 
years. Middle Class White Boy is the 
basics- 50s-style Mississippi-to- Chi-
cago blues shuffles on drums, funk on 

bass and straight- ahead mid- range 
tenor. Surprisingly, Mose plays electric 
piano. At best it sounds like a muted 
steel drum or a mandolin, but otherwise 
it's just tonally dead. Vocally he's still 
throw-away cool and genuine, but I'll 
take the early Lou Rawls, thank you. 

Alto saxophonist Phil Woods delivers 
more Bird lore with Birds Of A Feather 
(Antilles). I refuse to revive the local 
debate that found Woods's rhythm sec-
tion both deplorable and excellent, but I 
will say Woods plays with an edge and 
conviction I never knew he had. Ditto for 
Anthony Braxton's Six Compositions: 
Quartet (Antilles). This is almost bop and 
it even swings because drummer Eddie 
Blackwell defines the term. But despite 
these accolades, Braxton himself is not 
tuneful, swinging or bluesy. His con-
trasts of timbre, pitch and meter are like 
geometric and cyclical dream sequen-
ces rather than the startling deep-down-
under imagery of the blues. 

Happily, Sweet Honey in the Rock has 
a new live album, Good News (Flying 
Fish). These four women compose one 
of the few political/cultural groups with 
an awareness that music possesses its 
own elemental truths, divorced from and 
more powerful than even the most lucid 
political commentary. Sweet Honey 
focuses the life- affirming tradition of a 
cappella spirituals on contemporary 
issues. Good News is laden with the 
solemn congregational sway of redemption. 
The folks at Galaxy were kind enough 

to release the best Red Garland— 
Strike Up The Band—I've heard in 
years. This quintet won't rival early 
Miles—nor does it play the Trane/Gar-
land blues I prefer, but it's not romantic 
tripe either. The tune selection could've 
been more original—" Straight No 
Chaser" and " In A Sentimental Mood" 
are hardly undiscovered gems. How-
ever, with George Coleman's harmonics 
and fluttering flurries of notes, Julian 
Priester's burr-edged tone and sculpted 
solos and Ron Carter's uncanny knack 
for playing appropriately, old tunes 
quickly acquire new faces. Johnny 
Griffin's To The Ladies (Galaxy) is a bit 
too suave for my taste. Griff's tone is more 
complimentary than braggadocious and 
without his fire the band settles into a 
smooth groove ( i.e., rut). It's only after 
the suite of "Soft And Furry, Parts 1, 2 & 
3," on which chicken-crazy bassist Ray 

Drummond and pianist Ron Matthews 
produce fine solos, that the band stops 
its idle chatter to say, " Let's git down 
tonight." 

There were a handful of worthy blues 
releases in the past few months. The 
best is Magic Sam's Magic Sam Live 
(Delmark). This double album features 
the hard blues, Chicago style, from a 
club and a festival. Sam's sharp- as- a-
rat's-tooth freewheeling guitar is superb 
whether playing piercing leads or slash-
ing one-chord hitch-and- ride boogies. 
His vocals are equally intense on what is 
perhaps the best live blues album ever 
recorded. Hound Dog Taylor provides 
more roof- raising plum-black blues on 
Genuine Houserocking Music (Alliga-
tor). Taylor's sandpaper-rough vocals, 
distorted, deafening slide guitar and 
pocket-full of guitar figures are as urgent 
as always. The problem with House-
rocking is that the music, not the lyrics, is 
often interchangeable with that on Tay-
lor's previous albums. 
Some late arrivals this month include 

the excellent Easy To Love (Steeple-
chase) by Buck Hill. The stentorian, 
long-winded, muscular tenorman swoops, 
spins and batters his way through the 
rhythm section, without shaking his 
everpresent drummer, Billy Hart. 

There's Good Newton, James that is, 
from India Navigation (NMDS). On Por-
traits, especially "David Murray," James 
Newton probes into the heart of the riff, 
displaying its internal character—swing 
and blues feeling—without the superfi-
cial trappings. He plays one or two notes 
where others would play more. Philip 
Wilson offers the drummers' equivalent 
of soft shoe accompaniment and Cecil 
McBee shadows Newton's every move. 
Pianist Bob Nelons is a perspicacious 
yet modest accompanist throughout his 
duet with Newton. In Concert (India Nav-
igation via NMDS) features Chet Baker 
and Lee Konitz live at Omettes Prince 
Street loft. Needless to say, this is a bop 
session with a twist of Omette and a 
dash of cool. 

In closing I'd like to mention a non-
jazz, non blues album—Africa Dances 
(Authentic, Original Music, 123 Con-
gress Street, Brooklyn, NY 11201). This 
anthology, compiled by John Storm 
Roberts, is better than the recently 
released Sound D'Afrique (Mango) if 

continued on next page 
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PROGRAMMABILITY, THE POWER OF THE 80's! 

In the last 10 years, the advantages gained by using instruments that remember and act upon stored 
information have become so apparent (and practical in terms of cost) that today it's tough to find a 
newly engineered product that doesn't feature programmability, particularly in industries with strin-
gent specifications and performance requirements. 

So . . . what about audio processing systems? Wouldn't delay lines, equalizers, phase shifters, and all 
other sound coloring devices do a better job for you in the studio and on stage if you had much more 
control (programmable control!) over them? A programmable system will remember your custom 
sounds, for instant recall, at any moment. Complex sound changes, using any combination of effects, 
can be accomplished at the touch of a footswitch! 

The PRO-FX 
AUDIO SIGNAL PROCESSING SYSTEM by 

Obviously, the benefits of a fully pro-
grammable signal processing system are 
enormous. Add to this the advantages that 
are inherent in an integrated, modular pack-
aging concept (such as expandability and the 
ability of the user to custom-configure a sys-
tem to individual needs) and you begin to ap-
preciate the power and flexibility of the PRO-
FX programmable processing system. 

• The PRO-FX Mainframe will control up to 30 
individual effects modules. 

• Every knob and switch setting on each mod-
ule is completely programmable and can be 
recalled at one touch. 

• The PRO-FX Mainframe will store 64 custom 
sounds (programs). 

• These custom sounds can be grouped into 64 
program sequences. 

• The PRO-FX can be activated by a syn-
chronized tape pulse. 

• All programs can be easily edited while in use. 
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FOR THOSE WHO 
SEEK PERFECTION 

WIRELESS 
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SYSTEM 
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Samson's new dual antenna "Diversity" 
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The approach is practical and down-to-earth. Regardless of 
your previous experience, all studio classes start with the 
basics " 

LEARN- Sound/Recording Engineering 
The Business at Musk 
Record Production (How to produce records) 

• Seminars taught by top Music/Recording Pros 
• 4-week classes held year round In a relaxed country setting 
• Otters the '' Souneillecortling Engineer Apprentice's Gallium 
• Approved and licensed by the Stele el Ohio 

(Fiewsuakon »80-07-0696T) 

EARLY FALL '82 Sept. 20 - Oct. 15 
LATE FALL '82 Oct. 25 - Nov 19 
WINTER '83 Begins Jan. 10th 
EARLY SPRING '83 Begins Feb 28th 
LATE SPRING 83 Begins Apr 18th 

140 PREVIOUS EXPERIENCE NECESSARY 
Limited Enrollment - Wale or Call Immediately 

THE RECORDING 
WORKSHOP 

, 11(1 • CHlt ICOTHE. OH 05601 

For Brochure: 

Name 

Address  

Call Toll Free: Ohio 8 Outside USA 

(800) 848-9900 (614) 663-2544 

'CLASH* 
The only books that matter on 
"the only band that matters" 
from Rock Read, where rock'n'roll 
is more than meets the ear 

The Clash: Illustrated Biography 
by Miles Import $5.95 
Their complete history, including 
discography and band autobiographies. 

The Clash: Before & After 
Photographs by Pennie Smith 
With passing comments by Joe Strummer. 
Mick Jones. Paul Simonon & Topper 
Headon $8.95 
Black & white Clash Classics you just 
have to see— the band on stage, off 
stage, back stage, on the bus. in the pool 
at breakfast, and just hangin. OUI. 

The Clash Songbook 
Import $9.95 
Great graphics highlight the words and 
music to 20 Clash songs (first UK album + 
singles) in the only book guaranteed to 
start a "White Riot. -

The Clash: 2nd Songbook 
Import $9.95 
Seventeen morel 

Clash Complete Special: Order all four 
hooks and we'll pay shipping! 

or ask for our FREE catalog 
of over 100 best books on rock'n'roll!!! 

Rock Read 799 Broadway New York, N.Y. 10003 

rF.nclosed is my check/ m.o. to Rock Read. Please send 
the Clash books checked below. I am adding SI, shipping 
cost for one book; SOC for each additional book. (N.Y. 
residents please add sales tax.) 

._Before & After _Songbook 1 _Songbook 2 

_catalog 

Name   

Address  

Total $ 

City  State  Zip  
Please allow up to 3 weeks for delivery 

Lrock Read 799 Broadway New York, N.Y. 10003 M1.1.1 

only for the liner notes. But the music is 
top-notch African pop on both. Africa 
Dances delineates the diversity of Afri-
can music from the late 50s to the early 
70s and its ability to assimilate Carib-
bean, jazz, soul and Arab musics. Check 
out the Ethiopian rock. You may never 
hear another song like it. El 

Rock Shorts, from pg. 102 
Street (Red Star) It sounds a bit exces-
sive to say that somebody's second 
album in five years is worth the wait, but 
in this case it is. For one thing, time has 
given Hell the opportunity to mature, 
both as a singer and a writer, so that 
instead of awkwardly energetic riffs and 
rants what we find on Destiny Street are 
well- articulated melodies and deftly 
drawn images pulsing to the ebb and 
flow of punk's last waves. Think of it as a 
promise well-kept, then turn it up real loud. 
Joe Cocker — Sheffield Steel (Island) 
It's nice to hear that Joe Cocker has 
finally realized that the key to sounding 
truly soulful has nothing to do with vocal 
mannerisms or backup singers— it's all 
in the rhythm section. Here, Cocker 
uses pretty much the same crew who 
helped Grace Jones pull up to the 
bumper, and with generally equivalent 
results, so the funky ones kick while the 
slow ones drag. Even that's okay, except 
for Randy Newman's "Marie" which 
turns terminally maudlin, because on 
the whole Cocker can handle empty 
space better than most. In 

FPrE! 

1982 Pro-Line Guide 
* Before you buy a Guitar, Amplifier, Mixer, 
Speaker or P.A. System, get the FREE 80 page 
CARVIN Color Catalog! 

* Compare Carvin's exceptional values and 
see the latest pro equipment. Buy DIRECT at 
Pro-Net prices — saving you hundreds of 
dollars. 

* Components include JBL, Renkus-Heinz, 
Electro-Voice, Celestion, etc. Also, a com-
plete line of replacement parts for your guitar. 
Find out about Carvin's new Tri-Amped 
Sound Systems. 

Write or Call now! 
CARVIN, Dept. MP90 1155 Industrial Ave. 
Escondido, CA 92025. PH 714-7421710 

CARVIN FREE CATALOG 
H Enclosed $1 for Rush First Class Mail. 

Name   

Address 

City 

btate  
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Some of the hundreds of interviews and articles coming 
your way in the next 12 issues of GUITAR PLAYER — o 
America's # 1 guitar magazine for over 15 years. 

Save $5.05 off the newsstand price by subscribing right 
now. A savings of 21% for over 80 behind-the-scenes guitar 
articles, and more than 150 how-to columns by Frank Zappa, 
Howard Roberts, Jeff Berlin, Lenny Breau, Larry Coryell, 
and other greats. 

All guitar, only guitar. ° 
Just $ 18.95 (save $5.05) 

Guitar Player Maga/irle. Dept. 15. 20605 Lazaneo. Cupertino, CA 95014. 

If you're serious about gùitar, get serious about Guitar Player. 

bi 
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Rhythm Tech Incorporated 511 M Center Avenue Mamaroneck, NY 10543 

The Rhythm Tech Shaker 
in 2 sizes, 5" & 9". Perfect 
for stage and studio. You 
know our tambourine— now 
discover our shakers. Write 
for further information. 

Your future 
may hinge on 
this decision! 
...if you have been thinking about your future, and have decided on a career in 
the recording and music industry, then you owe it to yourself to investigate the 
career opportunities that are open to you through the: 

College for 
Recording Arts 

In the course of one year and up to 800 hours of concentrated study and 
hands-on experience, you will learn about the business, the laws, ethics and 
economics of the industry. You will learn about recording, engineering, elec-
tronics, studio maintenance, synthesizers, audio/visual production techniques, 
and much more! ... No wonder, 80% of our graduates have found jobs within 
the industry! Call or write for full information to: 

COLLEGE FOR RECORDING ARTS 
665 Harrison Str., San Francisco, Calif. 94107; Tel.: (415) 781-6306 

SEMESTER STARTS 
FEBRUARY, JUNE AND OCTOBER 
The school is accredited by the Accredition Commission of the National Association of Trade and 
Technical School, ( NATTS), approved by the Calif. Superintendent of Public instruction. approved for 
Veteran Training, and authorized under Federal law to enroll non-immigrant alien students. It is also en-
dorsed by the National Academy for Recording Arts and Sciences Training Institute. 

Tibbetts, from pg. 84 
When we were finished, I didn't like the 
album. There was too much tension in 
the recording session, I was tired, 
thought I hadn't done that well, I just 
wanted to leave. When I got the test 
pressings I understood what we had 
done, what I was trying to do. Then I 
heard it on a radio show and I liked it. 
Now I'm not going to listen to it any more, 
because I have a very special memory 
when I hear it. I'm back in the control 
room, and there are the big monitors, 
and it's very dark, and we're listening to 
the playback. It's a good memory now." 

At home in Minneapolis, Steve is 
going back to " layering like a fool," 
working on new music which he says 
will take him at least the next six months 
to complete. But "as soon as the music 
stops coming, I'll work full-time in a rec-
ord store and a radio station. Then 
maybe it'll come again." Whatever the 
muse dictates, you can be sure it will be 
recorded with a sound that very few 
engineers could get from the equipment 
Tibbetts uses. The components of his 
home studio include a TASCAM 80-8 
recorder, two AKG 501-E Electret micro-
phones (a discontinued model), Bang & 
Olufsen monitor speakers, a mixer, two 
sets of headphones, a Lexicon Digital 
Delay and an EML-101 synthesizer 
which has been "customized" to stay in 
tune. Steve says his tools are " not great, 
but I know what they can do. That's 
important." 
One of Tibbetts's favorite methods for 

getting a big sound out of a little studio 
involves subliminal mixing effects, such 
as extending the sound of a conga 
synthesizer, or this way to get a big 
sound on 12- string: "Sometimes I'll play 
a part with a capo. Then I'll drop the 
capo two frets, and speed up the tape a 
bit, so the guitar has more resonance. 
The combination of the big guitar and 
the little guitar sounds like an.immense 
guitar." 
The hero of the classic American suc-

cess story needs resourcefulness and 
inventiveness, both of which Steve Tib-
betts has in abundance. Although he's 
had to take the long way around, he's 
always been able to turn financial con-
straints into aesthetic advantages. " If I 
had a million dollars," he says, " I'd have 
eq's, flangers, compressors, just toys 
stacked everywhere. Luckily, because I 
don't have that money, I have to work at 
mike placement to get the sound that I 
want, and that works in my favor now. I 
don't equalize going in or going out, 
hardly at all. I mean, the instrument 
sounds good, you know? All I want it to 
do is reflect the way it sounds when I 
play it. I think that's something you'll 
hear more of as musicians get their own 
studios. As they start engineering, they 
will be able to have a sound come out of 
the speakers that they hear resonating 
in their cranium." El 
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Van Halen from pg. 64 
that's the way it's easiest for me. Why 
make it hard on yourself? I mean, who is 
the God of Guitars who says it has to be 
held this way or that way? If in the end 
result you get the same noises and the 
same whatever, do it however you have 
to do it. Instead of following the book, I just 
stumble on things. It's not like I'm creat-
ing anything—just through mistakes I 
come up with things, I guess. And then I 
like it. 
Musician: Much of what you play 
seems classically derived. Like the gui-
tar stuff reminds me of Bach harmony 
studies. 
Van Halen:1 love classical progres-
sions, like Bach, that kinda stuff, so I 
guess that's what comes out. Just 
'cause that's what I want to hear. I defi-
nitely don't know what I'm doing, if that's 
what you're getting to. ( laughs) It's by 
ear. I always tend to lean towards those 
types of progressions because that's 
what I like, I guess. The sound, the mood 
it sets. I like it. 
Musician: What about the jazzy chords 
you did on "Big Bad Bill"? 
Van Halen: Those I read. You know. 
just.... I couldn't play that song right now 
if you held a gun to my head. (grabs 
guitar and demonstrates) Something 
like that. It was so quick moving ' 
couldn't remember it.... 

It looked so neat, though, I wish I had a 
picture of it 'cause there was my father 
and me and Mike, and we're all sitting 
down with sheet music in front of us in 
the studio. It looked like an old 40s thing, 
you know? I wish I had a picture of that 
Musician:How do you prepare to 
record? 1 assume you rehearse the 
songs first. 
Van Helen: Oh, yeah. We know the 
basic structure of the song, what we're 
going to do. Like how many bars will go 
here, how many choruses we're going to 
do, whether we're going to fade out. But 
when it comes to solos, I never work 'em 
out. I think there's only been one ever, 
and that was on "Push Comes To 
Shove," cause I wanted it...1 liked the 
solo, too. It doesn't sound worked out, 
even though it is. 
Musician: Are the fills done off the top of 
your head? 
Van Helen: Oh, yeah. They're done 
playing live, except for Fair Warning. Fair 
Warning I did most overdubs, as 
opposed to every other album where I 
played live. Actually, I prefer it that way 
more, to play live, because I know tie 
songs, and I'll put in fills where trley 
sound real, as opposed to on top of 
what's already been done. If that makes 
sense. 
Musician: Almost all rock guitar soios 
run the same way—they start out low 
and end high, and about two thirds of the 
way through there's all this fast stuff and 
then they go out on long notes. But your 
solos.... 

Van Helen: ... are just everywhere. I 
guess maybe 'cause I don't structure 
'em. 
Musician: / take it you're fairly uncons-
cious of that sort of thing'? 
Van Halen: Uh huh. I'm unconscious of 
a lot of things ( laughs). 
Musician: The reason I ask is that a lot 
of rock playing is so blunt, but yours is 
pretty well articulated. 
Van Halen: I like doing that, like muffling 
with the palm of my hand, for dynamics. 
As opposed to using a volume pedal or 
stuff like that. 
Musician: With all the things you do to 
your strings, are you ever worried about 
breaking one onstage? 
Van Halen: If I break a string, Dave will 

IT'S TIME TO 
UPGRADE YOUR AMP WITH MESA 

just talk a little longer and I'll change it 
real quick. Dave's very good at talking. 
Musician: / know. He gave me a dem-
onstration last night. 
Van Helen: Oh, you did an interview 
with him? You actually listened to him? 
What did he say? 
Musician: He was explaining Van Halen 
in terms of Bauhaus architecture. 
Van Halen: (laughing) Hoo-kay! 

Do you have friends who care as much 
about music as you do? 
Send us their name, address and zip code and 
well see that they receive a sample copy of 

Musicii:n Send to 
MUSICIAN, Box 701, Dept. #1 
Gloucester, MA 01930 

Boogie SPECIAL DESIGN COMPONENTS 
WITH THE BED.," 

Your amp will run quieter, produce more power and sound better with tubes and speak-
ers from MESA. Each of our specially constructed 12AX7/7025 type has been carefully 
selected for long lasting quietness—to rid your amp of ringing and microphonics. And 
each of our 6L6 power tubes is precision matched to MESA STR 415. Our thoroughness 
in producing the Boogie Amplifier has enabled us to perform years of research and eval-
uation leading to the production of a power tube so good it's become the world-wide 
best seller. First, we made several structural improvements to build a 6L6 which is more 

sensitive yet able to handle higher power. Extremely rugged, quiet and 
long lasting. Second. every STR 415 must individually match MESA/ 

Boogie's proprietary specs for optimum 
performance—or it is not an STR 415 
and MESA won't sell it. Weak ones 
have been rejected entirely, not 

"matched" (as some vendors do) to 
others equally weak then recommended to 
"weak" amps. (A weak tube is one where 
misalignment in the internal geometry 

causes low efficiency. The drain on your 

amp may be just as great but less of that current 
drain is converted into output power.) 

And for ccnverting output power into musical sound, the MESA 
Black Shadow is the outstanding value among twelve-inch speakers. Its con-
servative 150 watt rating means it's reliable ... guaranteed for at least six 
months under heavy operating conditions. And since this speaker has 
been developed especially for the MESA/Boogie, you'll love its crisp, fat 
sound—actually find it preferable to many speakers costing 2 to 3 
times as much. It sounds slightly warmer than the superlative EVM-
121_ is almost as effic ient, and has just the right combination of 
punch, clarity, and rcundness to sound beautifully precise and 
detailed, yet be able to crank out heavy metal rawness without 
straining or sounding tubby. 

Ask your local music dealer for MESA components or order 
direct from us: MESA/Boogie. We ship within 24 hours 
and offer a six-month warranty plus a money-back guar-
antee of satisfaction. We pay shipping throughout the 
U.S. and Canada on all prepaid tube orders. For over-
seas or foreign shipping, contact us for charges. 

1WMSeiENGINEERING 

1317 Ross Srreet 

Petaluma, CA 94952 

Call (707) 778-TUBE 
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BOOKINGS 

OVER 1,000 GIGS AVAILABLE NATIONWIDE. 
Stamped self-addressed business envelope brings 
details: NATURAL ACTS UNLIMITED, Box 162-1, 
Skippack, PA 19474. 

COUNTRY ENTERTAINERS: Rook gigs through 
Texas. Save agent's fees. Send $10.00 for club list-
ings. STONE COUNTRY TALENT, Central Park 
Contract Station, P.O. Box 213, San Antonio, TX 78216. 

BOOKS a PUBLICATIONS 

ROCK MUSIC BOOKS AT DISCOUNT PRICES. 
Judas Priest Anthology $7.95. Van Halen I & 11 
$10.95. Van Halen's Fair Warning $9.95. Zeppelin 
Complete Guitar $9.95. AC/DC Back in Black 
$7.95. AC/DC High Energy Hits $7.95. AC/DC For 
Those About To Rock $7.95. Black Sabbath Shat-
tering Sounds $7.95. Hendrix Note For Note $5.95. 
Who Anthology $10.95. Rush Anthology $12.95. Yes 
Complete Deluxe $16.95. Send check or money 
order. 50¢ for catalog. DISCOUNT MUSIC WARE-
HOUSE, P.O. Box 212M, Lindenhurst, NJ 11757. 

NEW ORLEANS MUSIC MAGAZINE. Wave-
length. 12 issues a year from the home of the blues. 
Send $10 to WL, Box 15667, New Orleans, LA 70175 
(Foreign $20.00) Send $2.00 for sample copy. 

MUSICIANS - Jazz Music Books for all instru-
ments. Catalog' Dick Short Music. Jazz, Books, 
1503 East Cedar, South Bend, IN 46617. 

NEW FOR GUITARISTS 

This book contains the hardcore musical sense that 
gives you control of the fretboard. Clearly illustrated 
diagrams reveal the position of all notes and chords 
in each key. Easy to read and applies to any style of 
music. Please send $6 to: JULIUS PUBLICATIONS, 
P.O. BOX 455, CANFIELD, OHIO 44406. 

NEW MUSIC 2 IS HERE - Articles on Eno, 
Genesis, phasing, digital audio, and how to make 
new.music, plus record and concert reviews. Send 
$2.00 to NEW MUSIC MAGAZINE, 39-72 47th 
Street, LIC., NY 11104. 

EMPLOYMENT 

JOBS FOR MUSICIANS. For information write 
Musicians National Hot Line Association, 277 East 
6100 South, Murray, UT 84107. Phone 1-801-268-2000. 

INSTRUCTIONS 

YOUR DRUMMING CAN SOUND BETTER 
within six weeks through my drum set study course 
on cassettes. Improve your Time. Swing, relaxation, 
concentration, memory, hearing. Better than the 
local teacher or College of Music. Not for beginners. 
How can you qualify? For a one hour lesson 
cassette, a 20-minute recording with proof of si..c-
cess, 24- page discussion, send $10 to Stan:ey 
Spector School of Drumming, 200 West 58th St.. 
Dept ML- 10, New York, NY 10019. 

NOTATION GUIDE Theory Outlines, Music His-
tory Charts enhance your understanding of music 
and its performance. For more information, send 
$1.00 to: JFO ENTERPRISES, P.O. Box 818, Pam 
Springs, CA 92263. 

PLAY HOT LEAD GUITAR in one week guaran-
teedll Without reading music! Booklet includes over 
70 rock licks, plus tricks, scales, theory, techniques, 
more. Send $4.95 to HOTL1CKS, Box 270C, San 
Geronimo, CA 94963. 

The Music Business Institute 

A CAREER PROGRAM IN MUSIC course includes 
recording, studio, concert and video production, artist 
representation and management. retailing and whole-
saling. record promotion and marketing, copyright and 
music industry law: songwriters and music publishing, 
and more Employment assistance Write for free bro-
chure and career guide MBI, Suite 400M, 2970 Peach-
tree Rd., NW, Atlanta. GA 30305 (404) 231-3303. 

OPENING-UP VOCALLY CASSETTE TAPE. 
Guided relaxation/singing session using imagery, 
affirmations, breathing and YOUR creativity. $12.50, 
VOICETAPES, Box 10689-M, Chicago, IL 60610. 

SEVEN STEP SUCCESS FORMULA for pro-
fessional songwriting career: $1.00 pius FREE 
SONG EVALUATION. Send to: EXPRESSION 
MUSIC GROUP, 652 Hilary Dr., Tiburon, CA 94920. 

GUITARISTS DIG! Progress like you've never 
had before. Study with Tony DeCaprlo (master of 
modern guitar playing who has played with James 
Moody, Carl Fontana, Doc Severinsen, Mel Torme, 
Diana Ross and many others including Elvis Pres-
ley)* Learn to improvise like no one else through 
Tony's course using cassette tapes and written lite-
rature* Learn to become a great sight reader 
* Learn how to accompany a good singer. Lessons 
are designed specifically for your personal needs 
so write and enquire now! 347 West 55th Street, Apt. 
8-1, New York City, NY 10019 or call (212) 757-2064. 

NEW-INSTANT TRANSPOSER & SCALE 
indicator presenting basic elements of major, har-
monic and melodic minor scales in graphic form. 
Transposes given music notes from any key to 
another quickly. Send $12.95 to: FT. McGRATH & 
CO., 37 Zephyr Drive, Westfield, MA 01085. 

MUSICIANS - Need inspiration? Give yourself 
"The Creative Edge" Special Personal Programming 
Cassette-created just for YOU! Details. ( S.A.S.E.) 
Box 111-M, Newburgh, IN 47630. 

THE ATLANTA SCHOOL OF ROCK 
Our Rock Soloist Program is designed to teach 
beginning guitarists to become professional rock 
players. Send $15.00 for booklet and first cassette or 
$59.00 for entire program. ASR, P.O. Box 5284, 
Atlanta, GA 30307. 

INSTRUMENTS 

DRUMMERS! Drum Recovering Kits are avail-
able! Over 30 choices for Pearls, Sparkles, Flames 
and Woodgrains.Send $1.00 for full info and sam-
ples (refundable on first purchase). Precision Drum 
Company, 151 California Rd., Yorktown Heights, NY 
10598. 

STRINGS, PICKS, PICKUPSat Discount Prices! 
We carry only high quality name brand merchan-
dise. FREE price list. Mail America, P.O. Box 8939, 
Baltimore, MD 21222. 

ELECTRONIC KEYBOARDS. Write for a price 
on your choice! New Equipment! DICK SHORT 
MUSIC, 1503 Cedar, South Bend, IN 46617. 

LEFT-HAND GUITAR SHOP. New, Used and 
vintage; complete access. Write 6615 Backlick Rd., 
Springfield, VA 22150. ( 703) 451-0752. 

FANTASTIC DISCOUNT ON STRINGS, 
reeds, etc for free catalog write: RITCHIE'S 
MUSIC, 50 West Main St., Rockaway, NJ 07866. 

MISCELLANEOUS 

SATIN PANTS, etc. for entertainers, etc.Write/ 
call for catalog; enclose $1.00, refundable with 
order. SATIN SALES; Dept. 34: 7 South 5th Street, 
Minneapolis, MN 55402. ( 612) 333-5045. 

SIMPLY STRINGS and all name brand guitar 
strings. Send for our free complete catalog. PO Box 
86. Bradley, IL 60915. 

MUSICIANS 

MUSICIANS - GET WITH IT! Why wait for the 
right group or right musicians to find you You can 
find them! Call us-the music industry's largest na-
tionwide referral and GET THINGS ROLLING NOW. 
Professional Musicians' Referral, Toll Free 800 
328-8660, (612) 825-6848. Or East Coast Of C. 
(609) 547-7096. Or West Coast Of c. ( 714) 527-5611. 

THE MUSICIANS REFERRAL CENTER OF 
Houston has helped thousands of bands and indi-
vidual musicians get together since 1977. Looking? 
(713) 660-7500, 5301 Bissonnet, Belaire TX 77401. 

SINGERS, WRITERS, GROUPS. MusiCable is a 
television program that plays demos on an L.A. pay 
TV channel. If accepted your tape can be heard by 
hundreds of producers, publishers and labels. Send 
cassette or call: ( 714) 639-0331. TAKE TWO PRO-
DUCTIONS 421 North Tustin, Orange, CA 92667. 

OVER 500,000 PEOPLE COULD BE 
READING YOUR AD. FOR AS LITTLE AS 
$25 YOU CAN HAVE THIS SPACE. CON-
TACT: MUSICIAN CLASSIFIEDS, (617) 
281-3110. 

LUG LOCKTM 
DRUMMERS!!! 

• Don't lose that sound it took you so long to find. 

• Stop retuning between songs. 

• Avoid delays in your show. 

New LUG LOCK' will slop those toublesome 
lugs from loosening. This patent-pending device 
is simple to install and remove, and requires no 
tools-not even a drum key! Just press it on. Fits 
all makes (exc. Premier). 

Send $2.95 and SAS .E for a set of four to: 

L.T. LUG LOCK Inc. 
122 Dexter Street 

Tonawanda, NY 14150 

MUSICIANS! SHOW OFF YOUR TALENT 
bumper stickers! " Musicians Do It With Rhythm" 
$2.50 ppd. Also " 1 Love My VCR" $2.00. Specify. 
Both $3.50 ppd. THE VID1OT BOX. P.O. Box 64M, 
Holbrook, MA 02343. 

PHOTOS & POSTERS 

FOTO-ROCK 
DIRECT FROM ENGLAND!! 

Vast range of colour Rock Photos 

covering all major Pop, Heavy Metal 

and Punk bands. 

Send Si today for a full colour 

catalogue and poster, a free sample 

photo, and exciting new fan mail 

information! Please name your fase 

artist too! 

FOTO-ROCK 
P.O. Box 1000N Dept. MU 6 
Berkeley. California 91701 

COLOR CONCERT PHOTOS! Huge selection 
hundreds of rock, country, southern bands includ 
ing new and many older established performers 
Send $1.00 for beautiful illustrated photo catalog. 
Mention your favorite. "SMILE," Box 15293-M, 
Chesapeake, VA 23320-0293. 

FRONT ROW & OFFSTAGE 

COLOR PHOTOS 
Stone, Spengsteen Dead Bosnee Hendra, Zeppelln Clash, 
Sex Pistols Who Costello Zappa Kinks Blondie Pretenders 
Petty AC DC. & 400 other Rock. Heavy Metal. and Progressive 
bands Longest in the photo business largest selection highest 
quality by far Send St for Sample Catalog Indicate favorite 
bandls) for sample photo 

PINES PHOTOS LTD., DEPT. MPL 
P 0 BOX 1122 MADISON SO STA. NEW YORK CITY 10159 

RECORDS a TAPES 

$1.49 8i UP! Cutouts/Overpressings / Rare/ im-
ports/ Independent Labels/450+ pages. If you buy 
by mail, try us! Send for FREE information. SQUARE 
DEAL RECORDS, Box 1002, Dept. B, San Luis 
Obispo, CA 93406. Dealer inquiries invited. 

WORLD'S LARGEST RECORD COLLECTORS 
magazine - Goldmine. Over 50,000 records 
offered each monthly issue. Sample $3.00 ( U.S.). 
Free music book catalog - rock, jazz. oldies. 
GOLDMINE. Box 187- MU, Fraser, Mt 48206. 

MOBY MUSIC 
RECORDS*TAPES*IMPORTS 

Send for your complete Import 8 Domestic NEW 48- page 
Moby Music Catalog- St 00 ( Refundable on first order) 
We offer an extensive selection of European and Japanese 
imports, domestic records, tapes and up-to-date new 
releases at super discount prices Fast efficient mail and 
phone order service. If you're serious about records. send 
for your catalog now 
14410-M Ventura Blvd., Sherman Oaks, CA 91423 

MORE CLASSIFIEDS ON NEXT PAGE! 
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PHASOR 595 The DOD Performer 
500 Series employs the 
latest technology and 
brings together many 
innovative and previously 
unavailable features. 

Our constant research 
allows us to incorporate 
new ideas, materials and 
techniques in producing 
the best performance and 
finest products available. 

Each Performer has a 
solid die cast metal case. 
modular design with 
plug-in circuit card, AC 
adapter included (USA 
models), heavy duty 
power connector,, active 
switching. exceptionally 
long battery life and 
newly designed circuitry. 

All Perfbrmer 500 
Series effects are backed 
with a three-year limited 
factory warranty. 
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DELAY 585 

The DOD Delay 585 
uses the latest bucket 
brigade technology to 
electronically simulate 
echo and reverberation. 
The Delay 585 is com-
pletely electronic and 
requires no mechanical 
or moving parts, making 
it totally maintenance 
free. The Delay 585 pro-
vides oontinuous delay 
times iron? 60 to 300 ms 
(milliseconds) with a 
dynamic range greater 
than 90 db. 

DOD ELECTRONICS 
CORPORATION 
2953 South 300 West 
Salt Lake City, Utah 84115 
Telephone (801)485-8534 

The DOD 595 Phasor 
is a six stage regeneration 
phase unit with up to 
1080° degrees of phase 
shift. The DOD 595 pro-
duces all the classic 
phase shift effects, along 
with a broad spectrum of 
regeneration phase 
shifting. Three controls 
are provided on the 
DOD 595 Phasor allowing 
a wide range of colorful 
sounds. 
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STEREO CHORUS 565 

The DOD Stereo 
Chorus 565 is a time 
delay effect. The chorus 
effect of the 565 is 
accomplished by mixing 
the original voice with a 
delayed voice whose 
pitch varies slightly from 
!he original' The DOD 565 
also includes a synthe-
sized stereo output allow-
ing the use of two ampli-
fiers to produce a realistic 
stereo presence. Because 
of the tonal characteristics 
produced by the 565 its 
applications are many. 

WAH FILTER 545 

The DOD Wah Filter 
545 is a bandpass filter 
that can be swept across 
a portion of the audio 
range. The peak frequency 
of the 545 is determined 
by the level of the input, 
the stronger or louder the 
signal, the higher the wah 
effect. By varying playing 
techniques the 545 will 
act as a touch controlled 
wah—wah adding expres-
sion to all types of instru-
ments. 
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FLANGER 375 

Performer • 

F LANGER 575 

The DOD Flanger 575 
produces its comb filter 
type of effects through 
the use of time delay 
circuitry. Using short 
delay times, tne 575 can 
produce a wide range of 
effects from regeneration 
flanging and chorus to 
quivering vibrato, and 
many melodic effects in 
between. The 575 has a 
dynamic range greater 
than 90 db with a very 
wide frequency respcnse, 
making the 575 a natural 
for studio or stage. 

DISTORTION 555 

The DOD Distortion 
555 delivers a wide range 
of useful effects from a 
warm tube type overdrive 
effect to a hard driving 
distortion or fuzz sound 
with. a long sustain. The 
555 can give the presence 
of a powerful sound 
without loud volumes, 
making the 555 a useful 
effect for all types of per-
formances. 
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.. -CÓMPRESSOR 
LIMITER 525 

Perfcurner gib 

COMPRESSOR LIMITER 525 

The DOD 525 Compres-
sor Limiter makes ali 
signals which pass 
th-rough it have the same 
average output level, 
regardless of the original 
input level. In other words, 
the 525 squeezes a wide 
dynamic range into a 
much smaller one. This 
gives an instrument more 
sustain by increaung the 
gain as a note decays, 
adding a more even, 
unbroken professional 
sound 



LATIN AMERICAN RECORDS. All styles. Brazil, 
Andes, Cuba, Mexico, Argentina, etc. Popular, folk, 
jazz, salsa, reggae, more! Free catalog. IPANEMA 
RECORDS, Box 49452M, Austin, TX 78765. 

COLLECTORS-For the records you'd love to 
have (and some you'd have to love) our selection of 
quality rock obscurities and established out- of- print 
finding service is hard to equal. For info/price lists 
send wants and $1.00 (refundable) to: DISQUE DU 
MONDE, Box 836M, MSS, New York, NY 10010. 

GET A CATALOG OF RECORDS you've never 
heard, but should. European, Japanese and 
Domestic Pressings. ILLUMINATEAR, Dept. MU, 
229A Pearl Street, Essex Junction, VT 05452. 

FREE CATALOG-PUNK, 50s, electronic, reg-
gae, new wave records by mail. Write: INFRINGE 
RECORDS, P.O. BOX 836A, Downey, CA 90241. 

RARE 60s- 80s ROCK RECORDS. Send 
requests and for catalog to: ADLIBITUM 
RECORDS, P.O. Box 103, Tappan, NY 10983. 

MESSAGE OF IMPORT(S) 
Paradox Mailorder imports records from over 30 
countries. Since 1978. Japanese, British, French, 
German, Dutch, Icelandic and More. Also, complete 
selection of American- Manufactured music. Write 
or call for a Free Catalogue. Charge-card orders 
welcomed. Paradox Music Mailorder, P.O. Box 2896, 
Dept. MP. Torrance, CA 90509 ( 213) 320-1331. 

MUSICIAN T-SHIRTS 
Your choice of black regular or fancy French 
cut. All with a bright blue Musician logo 
emblazoned shamelessly across the chest. 

Please send me shirts. 

Blk Regular OS DM DL D XL '“ $5.95 
Blk French DS DM DL o XL ii $7.95 

French shirts run small, order one size up. 
Please add 756 postage each. 

Total $  

Detach and mall with your name, address, 
and check to MUSICIAN, P.O. Box 701, 
Gloucester, MA 01930 

SONGWRITERS 

BEAUTIFUL SHEET MUSIC OF YOUR SONGS. 
Typed with printed graphics. Recordings and 
demos available. Free Info. EGI, P.O. Box 166. 
Kearny, NJ 07032. 

SONGWRITER'S WORLD MAGAZINE. Going 
Strong! Subscription $9.25 (Or Sample 1.25) Infor-
mation for stamp. S.W.M., 2035 Summit Boulevard 
Pensacola, FL 32503. 

SERVICES 

IS YOUR NAME HOLDING YOU BACK? 
California & Oregon Residents 

Change your name legally without an attorney' 
WHY PAY MORE, Our complete legal name change 

rfi includes simple instructions and all required tour 

$15.95 
Immediate delivery- Guaranteed legal 

BACKSTREET SERVICES, Suite 1124 
10149 SW Barbur Blvd. • Portland, Or. 97219 

ARE YOU A MUSICIAN, SONGWRITER 
OR MAIL-ORDER ADVERTISER? 

Do you have a music- related product or service. or clas-
sic instrument for sale or trade? Place your classified 
advertising in MUSICIAN $1 25 per word. $25.00 min-
imum. Display $100.00 per column inch Enclose pay-
ment, street address and phone number. Send to Cindy 
MUSICIAN Classifieds, Box 701, Gloucester, MA 01930 
(617) 281-3110. MasterCard/Visa/American Express 
accepted. 

PRODUCE YOUR OWN 12" ALBUM! Pay as 
you sell plan! 12" records from your tapes, album 
covers of your own design! Call JSR RECORDS 
MANUFACTURING SERVICE. Toll free 800-631 
2292, in NJ ( 201) 870-2843. 

DON'T REPLACE THAT BLOWN SPEAKER!!! 
Recone it for as little as $2.00/inch Guaranteed 
work. Call ( 315) 468-4031 or write A&TRC 527 
Charles Avenue, Solvay, NY 13209 

CLASSIFIED: $1.25 per word, $25.00 min. DIS-
PLAY $100 per column inch. Please enclose 
payment, your street address and phone 
number. MasterCard/Visa/American Express 
accepted. Call Cindy at ( 617)281-3110. 

BACK ISSUES 
No l r, Pat Metheny, Jazz Organ. Dire Straits 
No.20 Steely Dan, Session Players, Jeff Lorber 
No 21 Brian Eno. Reggae Festival, The Bear I 
No 22.. Stevie Wonder, Rock and Jazz in the 70s 
No.23 Sonny Rollins, Townshend, Bonnie Raitt 
No.24 Bob Marley, Sun Ra, Free Jazz & Punk 
No.25 Bob Seger. Julius Hemphill, Tom Petty 
No.28 Mark Knopfler, Roxy Music, DeJohnette 
No 29.. Mike McDonald Capt. Beefheart, Oregon 
No 30... Bruce Springsteen. Best in Rock & Jazz 
No.31. Steely Dan .! ohn Lennon, Steve Winwood 
No 32 Talking Heads. Brian Eno, Air 
No. 33.. The Clash. Lindsey Buckingham, RS. Jackson 
No 34 Tom Petty. Wayne Shorter, L.A. Punk 
No.35, The Doors David Lindley, Carla Bley 
No 36 Grateful Dead. Koolathon, Skunk Baxter 
No.37. Reggae. The Rolling Stones, Rickie Lee Jones 
No 38 Police. Bassists, Pretenders, David Murray 
No.39. Cars Keyboardists, Earth, Wind & Fire 
No 40 Ringo, Drummers, Devo, Rossington-Collins 
No 41 Mlles, Genesis, Lowell George 
No 42. Hall & Oates, Zappa, Jaki Byard 
No 43 Clapton, Adrian Belew, Robbie Robertson 
No 44., Graham Parker, Nick Lowe, Lester Bowie 
No.45. Willie Nelson, John McLaughlin, the Motels 
No. 46...Pete Townshend, Squeeze, Warren Zevon 

I have marked the issues I'd like to have. Please send 
me_ magazines at $3.00 each (4.50 for each copy 
mailed outside the U.S.) 

I have enclosed $  U.S. funds only 

Name   

Street 

City 

State   Zip   

MUSICIAN, P.O. Box 701, Gloucester, MA 01930 

Can you 
be a 
Recording 
Engineer? 

Learn via 
Audio Fundamentals Labs 

Control Room & Console Labs 

Studio Synthesizer Lab 

Digital Logic Lab 

Disc Cutting Lab 

Obtain jour Diploma in 
MuRii-track Recording Technology 

or credit toward a 
B.S. Degree in Music Technology 

Fall ' 82 Quarter starts 
Thursday. September 30th. 

Winter ' 83 Quarter starts 
Monday. January 3rd. 

Call or write for 24-pg. Illustrated brochure 

212/677-7580 or 
1-800/847-4187 

(Toll free outside of N Y State) 

Institute 
nor of Audio 

Research 
64 University Place 
Greenwich Village 

New York, N Y 10003 
(212) 677-7580 Established 

1969 

Licensed by N Y State Dept of Education 
Approved for Veterans Training 



HOMIER'S 125m 
ANNIVERSARY 
HARMONICA. 
TO CELEBRATE 
125 YEARS 
OF KEEPING 
AMERICA'S 
SPIRITS U 

The Hohner harmonica. Since before the Civil War, it 
America has marched and sung and danced to. 

Now, to celebrate Hohner's 125th anniversary, there's a special, limited 
edition Hohner harmonica you can own. With " 125th Anniversary" 
embossed on its gold finished covers. Pocket-sized to let you take 
music with you anywhere, this is an especially air tight instrumem with 

quality brass reeds and plates, and a strong, full- bodied sound. 
Best of all, this collector's item comes in a presentation case at the 

suggested price of only $22.50. But get to your music dealer soon for only P. a limited quantity has been made. 
NY 11802. 
M. Hohner, Inc., Andrews Road, Hicksville. ()MINER 

has played the tunes 



Clash, from pg. 44 
mean the end of the Clash?" 

"I felt a bit guilty, but...." Joe pauses 
and looks towards the bartender for one 
more round. It's already well past clos-
ing hour, Strummer and I are the last 
customers in the bar, but the barkeep 
shrugs off the rules and obliges. " I felt 
guilty," Strummer resumes, "but I was 
also excited, feeling I was bringing 
everything to a head. I just contrasted all 
those pressing business commitments 
with that idea that I used to be a bum — 
that's why I'd started to play music, 
because I was a bum—and I decided to 
blow, maybe just for a day or two. 

"But once I was in Paris, I was excited 
by the feeling that I could just walk down 
the street, go in a bar and play pinball, or 
sit in a park by myself, unrecognized. It 
was a way of proving that I existed—that 
I really existed for once for me. This was 
one trip for me. We make a lot of trips, but 
that one was for me." 
The liquor's run out and so have the 

bar's good graces. We gather our 
jackets and get ready to leave. " I'll tell 
you this," Joe adds as a parting thought, 
"I really enjoyed being a bum again. I 
wish I could do it every day, really. But I 
can't disappear anymore. Time to face 
up to what we're on about." 

The $10,000 guitar sound 
that fits in your hand. 

Tom Scholz' 
ROCKMAN-

custom EQ 
heavy sustain 

clean/distortion control 
'chamber echo 
stereo chorus 

folding headphones 
tape recorder input 

Plug in and experience a fully produced guitar sound you cannot get with your amp. 
You'd need $ 10.000 of studio gear with Tom Scholz at the controls ro duplicate the Rockman. 

Rock, blues, country, jazz-
You won't believe your ears. 

Scholz Research & Development. PO. Box 191. Lincoln Center. MA 01773 

THE LAST ANTI-HEROES 

So, withdrawal from the world as a 
means towards reclamation? 

Well, why not. While punk, and maybe 
post- punk too, has already fought all the 
meaningful battles it's ever going to— 
and won most of them by confounding 
rock ' n' roll forms and themes, then for-
feited a good part of it by reducing cul-
tural rage and aesthetic upheaval to 
stylized mannerisms—the Clash have 
gone on to fight more battles on more 
fronts ( cultural, aesthetic, personal, 
commercial, ideological) than any other 
American or British band since the 60s 
and fought them with better inventive-
ness and tougher idealism. 

But we're not really talking about with-
drawal here, because, after all, the 
Clash are still out there, making rock 'n' 
roll live up to its weight and its liability, 
and Joe Strummer's still in front, facing 
up to the hard-earned lesson that saving 
the world is not quite the same thing as 
saving your own life—that once you lose 
hold on your life, you also lose your 
claim on the world. 

Instead, the concern here is whether 
a band that meant to assault rock 'n' roll 
can also embody it—give renewal to its 
greatest meanings—or whether that 
band is merely out to make a vocation of 
artful revolt. One friend of mine answers 
that concern by suggesting that we owe 
the Clash at least a small share of our 
loyalty, that they've already given us far 
more than we can ever return. That 
seems fair enough, but I also think we 
owe them at least a small share of hard 
questions. Because with the Clash, we 
do have to decide if we're buying a 
statement, or a band. And no matter how 
good the band is, we have to decide if the 
statement lives up to its own bombast. 

But in the end, the Clash don't neces-
sarily rank according to pat questions 
about revolt, commodity and bravado. 
That's because they aren't merely Rock 
'n' Roll's Last Greatest Band, but just 
maybe the idiom's last possible culture 
heroes. That's a romantic and easy 
enough notion to offer, of course, but the 
Clash have proven worthy of it in the 
uneasiest ways: they've helped create 
the sensibilities and conditions of a pop 
culture that, if it proves true to the 
Clash's ethos of skepticism, could well 
refuse or disown them as heroes. In 
other words, the Clash might find them-
selves the victims of a pop conscious-
ness that would never have been 
possible without their efforts, but also 
wouldn't be meaningful if it accepted 
their heroism at face value. 

Yet, where would be the adventure if 
the Clash weren't willing to risk every-
thing, just to lose it to the fires of victory? 
And the Clash, after all, are nothing if 
they are not men fit for adventure. lJ 
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Seven little boxes... 
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Hundreds of new sounds. t,) 

It's the 80s. And you're going back to the 
basics— more emphasis on the rhythm and 
tight, detailed solos with extra punch and 
intensity shaping every note. The way you use 
effects changes too. Hot and dramatically 
charged effects with more extreme sound 
shaping to match the knife-edged intensity of 
your performance. 
These seven little boxes aren't just sound 

modifiers, they're sound expanders designed 
to open a new universe of tonal possibilities. 
MXR is the acknowledged effects leader 
because our design expertise in music tech-

nology is constantly evolving and redefining 
the art of effects. Our products have always 
survived the test of time and Commande 
effects in super-tough Lexarrcases are also 
designed to keep up with you as you move 
tnrough the eighties. 

Start your music off with the effects of the 
future today. Each Commande effect is both 
the cleanest and most intense sound effect for 
the money. if your ears are 
ready for hundreds of new 
sounds, see your MXR 
dealer or Commande. 

Musical 
Products Group 

MXR Innovations, Inc. 740 Driving Park Avenue, Rochester; New York '14613 (T6) 254-2910 

Lexarr is a metered trademark of the General Electric Company. 



Bill Kam•In 
Vice Prestdent, Ovation Instruments. Inc 

THE 
OVATION 
COLLECTORS' 
SERIES 

"As a collector of rare and unique 
guitars, I've always been fascinated 
by one-off and limited production 
models. 

"That's why I'm proud to introduce 
the first instrument in a new line of Col-
lectors' Series Round backs from Ova-
tion. Uniaue in both features and 
cosmetics, the 1982 Collectors' Series 
Guitar is a deep bowl round back with 
a blue sunburst top, natural neck and 
dark blue peghead face. Accented by 
an abalone rosette and fingerboard 
inlays, plus 24K gold plated machines 
with pearloid buttons, the 1982 has 
built-in stereo electronics like those 
found on our top-of-the- line Adamas 
models. This particular configuration/ 
color combination will never be made 

. again after this summer. 
Each 1982 Roundback 

will come with a special 
bowl label and serially 
numbered Certificate of 
Authenticity individually 
signed by me. 

"See your nearest 
Authorized Ovation 
Dealer about the 1982 
Collectors' Series 
Round back. It could 
become one of the 
most desirable instru-
ments produced this 

year." 

Ovation 
Ovation Instruments, Inc. 
A KAMAN Company 
Blue Hills Ave. Ext. 
Bloomfield, CT 06002-0004 




