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"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 

4 raete. 

ere 

KORE 
.we put it all together 

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

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

4 VCOs (Each with separate 
Octave. Waveform and Level 
Controls)—for fat 4-oscillator 

s CO I 

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

3 Keyboard Assign Modes— 
Microcomputer controlled 
keyboard provides effortless 

KEY e..SS ,C•14 1.10, 

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. 

410 go. 

covering 1 or 2 octaves or the 
full keyboard. Latch mode 
instantly memorizes and con-
tinuously arpeggiates 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 

0 10 

a combination. 
for the most 

dynamic sounds. Exclusive 
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 Poly 
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. 

c Unicord 1982 



They told us if we made 
a 6-voice Programmable 

Polyphonic Synthesizer 
with outrageous sounds 

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

Introducing Korg's new 

Pc 
A synthesizer 

you can believe in! 

e 
• 

Amigh, 

The new Polysix is. admittedly. very low 
priced. But its 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 
tat 6-voice 
soloing play- KEY ISSIGU MODE 

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 

II II II II II II Mil 
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 

retrievable program libraries. Verify mode 
ensures accurate recording. 

Full Featured Arpeggiator-Creates excit-

SPEED «NOE MOM 

AI1PEGGIATOM 

ing note 
sequences in 
one of 3 pat-
terns. at any 

in 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 
orchestral effects. 

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. Its enough to make a be-
liever out of anyone. Cat toll- free today for 
the name of the Korg dealer nearest you. 
(800) 645-3188. In N.Y. ( 516t 333-9100. 
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KMIRG ...we put it all together 

Exclusively distributed by Unicord. 
Westbury. N.Y. 11590 
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Steve Miller has been -knockin. ' ern on 
their ear" for fifteen years now with his 
tight, boogie, rock "n" blues and 
blockbuster LPs. with his new 
"Abracadabra" and a hot. updated 
Steve Miller Band, the man of many 
masks is up to his old tricks again Dan 
Forte observes the Space Cowboy 
slipping into the future Page 48 

Brian Eno, the ambient Brainiac of 
avant pop. has never stopped 
reinventing his music: his work with Row 
Music, David Byrne and Talking Heads, 
Robert Fripp and others spawned whole 
movements, but by the time 
acceptability set it. Eno had moved on. 
Kristine McKenna talks to him about his 
recent musical insights and his new "On 
Land." Page 64 

Steve WInwood ornains one of the most 
important and original artists of the last 
two decades. from his breakout with 
Spencer Davis and the seminal Traffic to 
Blind Faith and his 1981 comeback 
triumph, "Arc Of A Diver." Timothy White 
visits the Berkshire manor of the 
unflappable gentleman of British rock 
(')‘,/alty. Page 54 
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The new Santana album is 
"Shangó." Featuring the hit 
single, "Hold on." 
On Columbia Records 
and Tapes. 
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WHEN STEVE SMITH RIDES 
HIS ZILDJIANSNOU'RE IN 
FOR AN EXCITING JOURNEY. 

Steve grew up just 
around the corner from 
The Zildjian factory Of 
course, for the past few 
years he hasn't been 
around all that much, 
what with his touring 
with Jean Luc Ponty, 
Ronnie Montrose and 
of course the enor-
mously successful 
group, Journey. How-
ever, recently Steve 
took a break in his 
wild schedule and had 
a chance to sit down 
and talk with us. 
On Starting Out. 

"I started out playing in 
the fourth grade when 
I was nine years old 
and had a really good 
teacher. When I was in 
high school I got serious 
about playing and I 
got a job as a paper boy 
to save money to buy 
cymbals. My teacher 
used to bring me to the 
Zildjian factory so I could go in and pick out my 
own set of cymbals:' 
On Rock and Roll. "After college I had a lot of 
experience playing jazz and fusion and I had vir-
tually no experience playing rock and roll profes-
sionally except for some high school rock things. 
I really wanted to follow that direction, because 

nowadays a drummer has 
to play rock and roll as well 
as jazz in order to be well-
rounded as a musician:' 
On Zikijians. "The kind of 
music we play with Journey 
demands a lot of power. I've 
found that the cymbals in 
the Zildjian rock line are 
the only ones that can 

Flying high with the success of Journey, Steve Smith is one 
of the most versatile and talented drummers in music today. 

really do the job for me — 
that can carry the big 
halls and not sound thin. 
Zildjian cymbals have 
extraordinary projec-
tion but at the same 
time they have this 
wonderful, full musical 
tone. I also particularly 
like the Ping Ride — 
I got my first one back 
in the eighth grade and 
I've been playing one 
ever since:' 
On Career. "You know 
if you should get into 
music. It's something 
you can just feel. If you 
have to ask yourself the 
question, then don't 
bother. Being a musi-
cian isn't just a career 
it's a way of life. 
"I find that most suc-

cessful musicians don't 
think about success as 
much as they think 
about being a good 
player or songwriter. 

To try to focus on success is a little too contrived 
and usually just doesn't work:' 

If you're a serious drummer, chances are over-
whelming that you, like Steve, are already play-
ing Zildjians. Zildjian: a line of cymbals played by 
drummers on six continents— a line of cymbal-
makers that spans three centuries. 

For your copy of the full color Zildjian Cymbals and Accessories 
Catalog and Cymbal Set-Up Book of famous drummers see 
your Zildjian dealer or send $4.00 to Zildjian, Dept. 12. 
Avedis Zildjian Company, Cymbal Makers Since 1623. 
Longwater Drive, Norwell, Mass. 02061, USA 

Name 

Street  

City   State zip 

/1 

The only serious choice. 



LETTERS 
THE CARROT & THE STICK 
Of the many opinionated letters you 
must receive every month, it appears 
that only the gratuitously favorable 
specimens are preserved in your cor-
respondence museum. It is my sincere 
desire to make a moderately negative 
comment, but first I shall pay a few dues 
in the flattery forum in the hope of having 
my editorial published. Yes, your maga-
zine is excellent. I buy it regularly for 
entertainment and education. Musician 
outclasses all competitors, giving me a 
legitimate reason not to read Rolling 
Rock, (or whatever it's called). Can I 
make a nasty remark now? 
The next time Musician puts someone 

on a plane to interview John McLaugh-
lin, for reader's sake—chain Robert 
Fripp to the nearest Mutual of Omaha 
flight insurance machine! I appreciate 
Mr. Fripp's excursions into the amelodic 
cosmos and I admire his willingness to 
make contributions in music journalism, 
but I didn't expect to read his diary on 
pages supposedly devoted to John 
McLaughlin. "Coffee and chocolates for 
two guitars" is all fine and good but I 
guess you had to be there. The beauty 
and intelligence of John McLaughlin's 
music deserves honest curiosity and 
respect, not the self-indulgent intrusion 
of Robert Fripp. 
Benjamin Livant 
Edmonton, Alberta 

THE FACTS CLASHED 
It was patently obvious from Roy Trak-
in's review of Combat Rock (the Clash) 
in the August issue that not only had he 
not listened to the LP, he hadn't even 
seen the cover. If he had he would not 
have described it as blurred or located 
the band at a crossroads (they are sit-
ting on a railway line). As to his review of 
the record itself— splutter, choke! To 
suggest that the ordinary "Should I Stay 
Or Should I Go?" (Clash sell out?) is 
comparable to "Train In Vain" is mortify-
ing. How could Trakin like "Ghetto 
Defendent" yet be deluded into thinking 
it has a reggae beat? Not only should 
you let him have a copy of the album he 
is reviewing, you should lend him a reg-
gae album— he's obviously never had 
one. He seems to enjoy "Straight To 
Hell," truly the standout track but doesn't 
know what it's about. I know we British, 
as the Liverpudlian folk song says, 
"Speak with an accent exceedingly 
rare," but clearly the song is a commen-
tary on one of Vietnam's lasting trage-
dies, the Amerasian offspring of 
American soldiers. Of course if you'd 
given him an inner sleeve, he could have 
read this himself. 
The Clash are probably the most con-

sistent, original, intelligent, melodious 

and innovative rock band since the 
demise of the Beatles and Creedence 
Clearwater. As such they deserve to 
have their latest album reviewed by 
someone who has actually seen and 
heard it. Don't jeopardize your credibility 
by cheapness or the laziness of an 
amateur—you tell me which it was. 
Michael Aidan 
Martinez, CA 

WE DON'T NEED NO EDUCATION 
Your recent interview with Pete Town-
shend was great. The man is the master 
of rock guitar. He also is a fine composer 
as well as singer. The article was great 
except for one thing! The writer Vic Gar-
banni and Townshend are both so full of 
bullshit it's not funny. It takes a while to 
read the article, and then extra time to 
figure out what the hell he was talking 
about. If I want religion or philosophy, I'll 
take a course. Why can't your reporters 
write in plain English? One question that 
really killed me, "What kind of line do you 
have to walk to grow old in rock and still 
be creative and contemporary, as 
you've managed to be?" Who the hell 
cares how old he is? He still rocks his 
ass off! 
Rick Clarke 
Rockford, IL 

OUT OF HIS DEPTH 
If the "depth" of Pete Townshend's 
music matched that of his prolific inter-
views, perhaps rock ' n' roll would be in 
better shape. 
Jin Scnillat 
King of Prussia, PA 

JORDACHE JOURNALISM 
All right gentlemen (and ladies), enough 
is enough. Your article "Rock Fashion" 
made this reader cringe. What's next? 
"Rock Footwear: Blue suede boots," or 
better still " Designer Jeans and Rock ' n' 
Roll: Do the Jordache Brothers give the 
music 'the Look'?" How about an article 
on the Go-Go's hairstylist? How could 
you even give the article so much 
(wasted) space??!! 
On the whole you put out an intelligent 

magazine on music: must we suffer filler 
articles such as this? ( If it wasn't a filler, 
then woe's to the world!) Hats off to Rick 
Smith of Lansing, Michigan in your 
August letters column. Let's get serious 
and keep Musician a magazine about 
music, not material more suited for 
Cream or Teen Idol. Shape up or lose out! 
Jay L. Mazur 
Brooklyn, NY 

UNPLANNED OBSOLESCENCE 
Gee, I'm embarrassed. I've wasted 
years of my life learning to play a real 
instrument ( bass) in real time, only to 
discover they're obsolete. Once, I even 
wanted to exhibit "virtuoso musician-

ship, linked not to artistic concepts but to 
musical gymnastics." I guess "purely 
human playing" is out of vogue—maybe 
I should join the " new synth- pop rage." 

Synthesizers will figure in the future of 
music, there's no question. But to claim 
that musicianship is obsolete is as silly 
as any other claim I've heard by British 
fad bands. When somebody comes 
along who can do more than "turn a few 
knobs and play it with one finger," the 
Human League will look as mediocre as 
they are. 
When I listen to Hendrix, Knopfler, Ent-

wistle or any other virtuoso, I say, 
"How'd he do that?" When "Don't You 
Want Me" invades my airwaves, I say, 
"Why'd they do that?" 
R.E. Somers 
Columbia, MO 

ÉCLAT FALLS FLAT 
Alas, Mark Rowland's review of 
Squeeze's Sweets From A Stranger is a 
showcase of ignorance. Rowland's first 
mistake was writing, "Sheer precocity 
does not the new Lennon and McCart-
ney make." This he might be forgiven, as 
it is a common error. Read any other 
piece on Squeeze (as I've done) and it is 
only in the author's own words that Len-
non and McCartney appear. Rowland 
also misidentified the LP's producers: in 
addition to Elvis Costello, they included 
Dave Edmunds and Roger Bechirian. 
The unforgivable blunder, though, 

was Rowland's assumption that the lyr-
ics are Glenn Tilbrook's. Tilbrook writes 
the music, to fit the lyrics written by Chris 
Difford, whom Rowland barely men-
tioned. That information was in the piece 
by Geoffrey Himes in the same issue, 
but Rowland had only to read the cover 
flap of the album to learn that. See what 
happens when you assume? 

It is this mixing up of what are now 
well-known facts by a sadly misin-
formed, self-proclaimed critic in a once-
respected magazine that shoots down 
its credibility. So much for media éclat. 
Aimy Amoon 
Nyack, NY 

POLKAHOLICS MONOGAMOUS 
It was with great appreciation that we 
read Wayne Cresser's excellent story 
on Brave Combo in your August issue. 
Cresser managed to capture the 
essence of " nuclear polka" in a few brief 
paragraphs. 

However, we must take exception to 
his comment that Brave Combo might 
not be a hit at a wedding reception. The 
band played our wedding reception over 
two years ago. Even my grandparents 
danced! The music was a bigger hit than 
the Lowenbrau ... and we are still mar-
ried. Polkaholics, unite! 
David & Jennifer Bennett 
Austin, TX 
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THE PRO FX 
Programmable Signal Processing System 

4 

No matter how you mix your effects, the PRO-FX 
audio signal processing system will recall your cus-
tom sounds instantly, exactly. 

• Flanger/Doubler/Chorus 

• 4-stage Phase Shifter 

• 4 x 2 Expandable Mixer 

• Digital Delay 

• Transpose/Sync 

• Reverb 

• Distortion/Sustain 

• Parametric Equalizer 

I. em Przo-ex ›iouinzim. caaso ac 

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

• Every knob and switch setting on each module is completely pro-
grammable and can be recalled at one touch. 

• The PRO-FX Mainframe will store 64 custom sounds (programs) and allow 
you to preset sequences of program changes. 

• All programs can be easily edited while in use, and activated by a footswitch, or by 
a synchronized tape pulse. 

CRCUiZ inc 
For a complete SCI product catalog, including decals, send $2.00 to Seauential Circuits, 3051 N. First St., San Jose, CA 95134. 



music 

industry 

news 

Megabusiness Tips for Superstars 
You say you're the world's richest 
rock n' roll band and don't know how 
to set up your business? Take a 
lesson from the Rolling Stones. A 
leading Dutch newspaper, De 
Volkskrant, has done some extensive 
digging into the Stones' labyrinthian 
financial network, headquartered in 
the "fiscal paradise" of Holland. Out of 
one cluster of Amsterdam offices, the 
glimmer twins & band run ten 
separate "limited liability" companies 
with Wall Street names like Promotour 
By, Musifilm, Promobill and Musidor. 
Each of these is in reality a holding 
company which owns large amounts 
of stock in foreign firms doing 
business for the Stones. firms which, 
not surprisingly, pay a large 
percentage of their profits to the 
stockholders. Because the Amsterdam 
companies' fixed assets ( buildings 
and equipment) are low and their 
employees are few, the Dutch taxes 
are minimal and there is no public 
scrutiny of their profits. The system 
was set up by a London tax wizard, 
Prince Rupert, (who once directed a 
prestigious banking house) and is so 
well-constructed that it is used as an 
example to train Dutch tax inspectors. 

Copyright Infighting 
The U.S. Senate jolted the industry-

wide coalition to tighten up copyright 
protection when it passed by voice 
vote an amendment to a 
"housekeeping" copyright office bill 
that would exempt non-profit veterans' 
and other fraternal organizations 
(American Legionaires, Elks, 
Groundhogs) from paying 
performance royalties to ASCAP and 
BMI. The copyright owners, hanging 
around Washington to lobby for the 
home taping levy, were outraged, 
charging that all exemptions erode the 
value of an owner's work and that 
they way would be cleared for new 

exemptions by dance studios, country 
clubs and educational institutions. The 
sneak passage was engineered by a 
former juke box operator, Senator 
Edward Zorinsky ( D.-Neb.). ASCAP 
and BMI are going head-to-head with 
the American Legion to stop the bill in 
the House. 

The Wall, a cinematic adaptation of 
Pink Floyd's 1980 opus opened in 
London to mixed reviews and some 
outright pans. The film's director, Alan 
Parker (Fame, Bugsy Malone) said, 
"What we're showing is the effect of 
rock music on a mindless audience. I 
honestly believe that a rock 'n' roll 
Nurenberg could happen." Said the 
film's star, Boomtown Rat Bob Geldof. 
"It all had an amazing impact on me. 
And I'm rarely shocked into silence." 
The fusion of live action, animation 
and the Pink Floyd soundtrack 
reportedly led to some acrimonious 
disagreements between director 
Parker, cartoonist Gerald Scarfe and 
Floyd bassist Roger Waters. The Wall 
will have come to America by the time 
you read this. 
Arbitrary Arbitrons 
A renegade ratings service is giving 

Arbitron a bit of soul-searching and 
some low-key competition. There had 
already been grumbling within the 
industry about steady price hikes by 
the Ma Bell of ratings and an All-
Industry Radio Committee was 
recently formed to roll back some of 
the new rates. Now entrepreneur Tom 
Birch and his Birch Report is claiming 
that sampling techniques used by 
Arbitron have built-in prejudices. He 
notes that Arbitrons use of listening 
diaries favor listeners who are 
cooperators who like adult 
contemporary and " beautiful music" 
stations while Birch's use of telephone 
interviews get the listening habits of 
people wto aren t interested in 
religiously filling out a daily diary. 

Birch's ratings for AOR and urban 
contemporary stations show stronger 
figures than the Arbitrons do. 
Ratings are never that simple 

however. Arbitron until recently used 
Birch's phone sampling techniques to 
poll black listeners and just went to a 
diary system (paying black families a 
few dollars more than usual). The 
result was not lower urban 
contemporary numbers, as Birch's 
hypothesis would dictate, but higher 
ones. Expect more from this 
debate.. .. Two issues ago, we 
incorrectly reported Boston's WCOZ 
had its ratings fall from 12.8 to 4.7; the 
actual drop was only to 6.7. WCOZ 
fought back to 7.4 in the newest 
figures. 

Joni Mitchell has finished her long-
awaited new album, produced by Joni 
and Henry Lewy and described as 
closer to Court And Spark than some 
of her more recent jazz-fused stylings. 
Winners in the bidding to market the 
LP: Geffen Records.... Elvis Costello 
interrupted his Australian tour to 
produce a single for Aussie comers, 
Mental As Anything, entitled " I Didn't 
Mean To Be Mean" .... Bryan Ferry 
of Roxy Music got married. Bruce 
Springsteen is about to release a 
solo album, entitled Nebraska, done 
entirely by himself on a 4-track with 
just guitar and piano. Not to worry, 
though, a new LP with the E Streeters 
will follow in the spring....The Andy 
Summers-Robert Fripp collaboration, 
Advance Mask, will be out soon, but a 
fall tour was canceled owing to 
schedule conflicts. 

Chart Action 
A triple juggernaut of Fleetwood Mac 
(Mirage), Robert Plant (Pictures At 
Eleven) and Crosby, Stills & Nash 
(Daylight Again) entered the charts 
four weeks ago and ravaged the big 
boys, leaving the Mac numero uno for 
two weeks and the others at # 5 and 
#8 respectively. Asia lumbered on 
near the top, as Survivor's Eye Of The 
Tiger punched its way to # 2. John 
Cougar's American Fool took the 
revenge of the suburbs to # 4. Steve 
Miller (featured elsewhere in this ish) 
leapfrogged up twelve places to # 6 
while REO did the same to get to # 7. 
Dizzied but still tough were Willie 
Nelson, Toto and Loverboy (after only 
39 weeks). Less fortunate casualties 
included the Stones' live LP and .38 
Special, both of whom plunged from 
the top ten into the twenties, and 
tailspins by Van Halen and Rick 
James. Tough teenagers like Genesis, 
Chicago and the Human League 
gained some hard-won ground while 
the Clash grimly hung on to chart 
respectability at # 20. Adrian Belew's 
Lone Rhino made it to # 82, no doubt 
on the strength of Musician's hearty 
endorsement. 
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FROM OUR HANDS 
TO YOUR HANDS 

The Otan i Eiht Channel- MARK ////8 & 
01" Four Channel' 5050 BQ-,H 

At Otani, we focus everything we do on innovation, quality and staying close 
to your music. These priorities are values that are interwoven into every tape 

recorder we offer the recording professional and serious musician. 
The cornmitment to step-up to the level of professional perfor-

z- mance in an Otani recorder is a decision that only the successful 
and knowledgeable musician/engineer can make. Our MARKIII and 

5050BQ-II are for those fortunate feu' who are achieving their musical 
and artistic goals. 

Both recorders are designed with microprocessor circuitry for smooth, responsive transport control 
and precise electronic counting with L.E.D. display. True, three head design, selectable +4 or -10dBm 
input and output levels, 15/7.5 ips with continuously variable speed control and full remote 
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Add to all this the ability to interface both recorders to SMPTE time code 
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with dbx* and Dolby** noise reduction. 
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the 5050BQ-II professional recorders are engineered like no other tape machines in the world; 
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GANG OF FOUR: 
THE REVOWTION 
LIGHTENS UP 
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Clockwise from top left: Sara Lee, Hugo Burnham, Andy Gill and Jon King. 

cert and said, 'That was a surprise— it 
was such fun, we had such a good time! 
We expected to see four guys in grey 
raincoats with long, dour faces.'" 

There were no raincoats in sight in the 
group's New York hotel room, either, 
although the sweltering July weather 
probably had as much to do with that as 
anything else. Nor do the Gang— 
drummer Burnham, guitarist Andy Gill, 
singer Jon King and newly- recruited 
bassist Sara Lee—seem anything less 

BY J. D. CONSIDINE 

Hugo Burnham leaned forward with a 
look of exasperation on his face, and 
tried to explain the Gang of Four's image 
problem. " It's difficult," he said, 
"because your image in people's eyes is 
going to depend on what those people 
expect of you. I mean, how many 
hundreds of times in the last four years 
have people approached us after a con-

While their political passion 
remains undimmed, these 
post-punk party comrades 
are now using heinous 
capitalist tactics like great 
melodies, gang vocals 
and good humor, 

than jovial. In fact, when the conversa-
tion periodically dips into politics, the 
Gang's combination of earnest ideology 
and irreverent wit leaves them sounding 
more like a Monty Python cross-talk act 
than a Marxist colloquium. 
So why the image problem? Because 

the Gang of Four isn't just another post-
punk dance band—it's a post-punk 
dance band with an acute political con-
sciousness. Take "To Hell With Pov-
erty," a dance-floor smash in new wave 
clubs across the country. Over throb-
bing bass and drums and feedback-
laden guitar, King sings, " In this land, 
right now/ Some are insane, and they're 
in charge." The flip side is the slower, but 
no less funky, "Capital ( It Fails Us 
Now)," the chorus of which urges, 
"Comrades, let us seize the time." 
No wonder people get ideas. Even the 

band's name has political overtones, 
deriving as it does from the tag given to 
the widow of Mao Tse-tung and three 
other Chinese government officials 
accused of counter-revolutionary activ-
ities by Hua Kua Feng and the post- Mao 
government. The question is, though, 
just how deep do the Gang's politics 
run? " I don't know that much about 
Maoism," King admitted. " I know that it's 
a branch of Chinese communism...." 
As it turns out, the name was chosen 

as much for laughs as anything else. 
"We knew exactly who they were," King 
said, "but it was suggested because it 
was a good name for a band." 

"Obviously, it was chosen in the first 
place because it was naming what we 
were," said Gill, "and in the second 
place because it had associations with a 
radical group. It was a joke in a sense, 
and serious in a sense." 

"The irony of it now," added King, " is 
that in England, the people who are 
called the Gang of Four in the papers are 
the Social Democrats, the right-wirg 
pull-offs from the Labour Party. So now 
we're asked, 'Did you name yourself 
after the Social Democratic Party?" 

"And they're three years our junior," 
snorted Burnham. 

Although the Gang confess that the 
leftist sensibility of their lyrics accurately 
reflects their political views, the Gang of 
Four, as King put it, "are not politicians, 
we're not like evangelists spreading cor-
rect ideology." In fact, the only aspect of 
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AN ALBUM NAMED 

DESIRE 

OM SCOTT'S 

new album contains everything 
you ever wanted to hear from a 
saxophonist. 
Pure, crystalline notes that 
evoke a myriad of responses 
and establish a blissful dialogue 
between player and listener. 
The sweet passion of the deli-
cate alto is reverently shared 
until the demonstrative and 
erotic tenor changes the mood 
to one of impulsive abandon. 
Inevitably the listener develops 
a magnetic attraction for the 
entire album. Quite naturally 
the title is DESIRE. • DESIRE 
was produced by Jeffrey Weber, 
and features the superb vocals 
of Stephanie Spruill and Rich-
ard Page with the new Tom Scott 
band including Buzzy Feiten, 
Victor Feldman, Chuck Findley 
and Michael Boddiker • • • 
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the band that was intentionally revolu-
tionary was the music. 

With songs like "At Home He's A 
Tourist" and "Damaged Goods," where 
brittle, noisy guitar and flat vocals are 
played off against an assertive, disco-
inflected rhythm section, the Gang of 
Four seemed to anticipate much of the 
current Brit-funk craze. But where 
bands like Positive Noise or Haircut 100 
copied American R&B devices, the 
Gang of Four took only the momentum 
and drive; their concept of funk's "how 
to" was purely their own. 

"I think that's because it was a quite 
thought-out approach," Gill offered, 
"thought-out almost before we even 
picked up the instruments, in a sense. 
We did have a more rudimentary talent 
than we do now, but that was unimpor-
tant because we had quite ambitious 
ideas. We spent a lot of time thinking out 
the drum beats before we actually sat 
down and jammed together." Gill felt that 
it was this conceptualization that gave 
the rhythmic crosscurrents in songs like 
"Natural's Not In It" their urgency. 
These days, though, there is less dis-

cussion. "We've less to talk about," Gill 
said flatly. "Then we were very con-
cerned with making different drum pat-
terns. It wasn't straight 4/4, but was 
dynamic and changing, as interesting as 
a traditional lead instrument. I think 
we've probably changed our approach 
somewhat in that we now see the drums 
as being a very necessary rock to tie the 

it> 

-,00.10• 

whole thing to, in terms of feel. We're 
trying to go for a more epic beat." 

"On Songs Of The Free," said King of 
the Gang's latest album, "the drums 
were put down with quite an elaborately 
worked-out computer drum machine. 
Hugo was absolutely, totally screwed 
down in time." 

"It's great," confided the screwed-
down Burnham, "because unless you're 
playing a song that you've played and 
played until you know it in your sleep, it's 
real difficult when you come to record it 
to keep the tempo right as well as the 
feel. We used it as a sophisticated click 
track so that I didn't have to worry about 
the time, I could just concentrate on the 
feel of the beat." 

Aside from a more direct beat, the 
newer songs are noteworthy for their 
greater emphasis on vocals and har-
mony. Compared to their severely struc-
tured forebears, these new songs sound 
positively lush, with "Call Me Up" and " I 
Love A Man In A Uniform" almost recal-
ling the energetic pop of Motown. Why 
the change? "There's no point in repeat-
ing," shrugged King. "Also, we definitely 
wanted to move towards using melody 
more in the songs. We ended up spend-
ing a lot more time in the writing and the 
production, working particularly on 
vocals, so that we'd be putting vocals 
down very early on." 

It was in this that Sara Lee proved 
especially valuable. After David Allen, 
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Stevie's cassette is SA-X 
for all the keys he plays in. 

Stevie's a wonder in any key he plays in. And so is 
TDK's newly reformulated SA-X high bias cassette. 
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and the high MOL he demands. All this without 

distortion or over-saturation. SA-X. To Stevie 
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FROM MONK TO FUNK! 
Our August release covers a broad musical Turf and offers some 
musical surprises and a few discoveries as well. Surprises like the 
recent phone call I received from George Benson: "... I'm going to 
make a straight ahead Jazz album with my old friend Jimmy Smith. 
How wouid you like it on your label?" Some question! Within two 
weeks we had a super session because Stanley Turrentine, Grady 
Tate and Ron Carter all wanted to play on Jimmy's album as well. 
Surprises like drummer Jack DeJohnette playmg piano on Chico 
Freeman's trailblazing album. 
Discoveries like hearing Nancy Wilson sing for the first time in the 

JIMMY SMITH 
Off The Top 

ymmp tant. 
e  

Jimmy Smith/Off The Top 
Featuring: Endless Love. Thy/ne , From. 
MASH.. I'll Drink To That 

JOE ALBANY 
Portrait of an Artist 

I-".vr50 45* 040vTEARS 

Joe Albany Portrait Of An Artist 
Featuring: Guess I'll Hang My Tears Out 
To Dry, Autumn In New York 

Billy Cobham's 
Glass Menagene Observations 8, 

/ride. Gordon! 
Amen. an Classic 

Most Allison/ 
Middle Class White Boy 

company of such contemporary star players as Chick Corea, Joe 
Henderson, Stanley Clarke and Lenny White. Or re-discovering 
the depth and originality of Monk's music on the recording debut of 
Sphere. In August we also present the passionately eloquent ballad 
side of piano legend Joe Albany. I think it's his finest bout on records. 
Or the funky new album by popular saxophone wizard Tom Scott with 
his hot new hand featuring Buzzy Feiten and Victor Feldman. 
From Monk To Funk and beyond. It's all on the new label dedicated 
to the creative statements of the musician. 

Musically, Bruce Lundvall 

SPHERE 
Four In One 

Sphere/Four In One 
With: Charlie Rouse. Ben Riley, Buste7 
Williams, Kenny Barron 

Chico Freeman/ 
Tradition In Transition 
With: Jack DeJohnette. Cecil McBee. 
Clyde Cuter, Wallace Roney. Billy Hart 

OUR MAY RELIASI 

Woody Sha e,:er of the Art 

Bed Powell/Inner Fires 

.!.1982 Elektra/Asylum Records. 0 A division of Warner Communicaliens 

WILSON, HENDERSON, COREA, 
CLARKE, WHITE 
Echoes 01 An Era Il—The Concert 
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Echoes Of An Era 2/The Concert 
Featuring: I Get A Kick Out Of Thu. 
'Round Midnight' 
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Tom Scott,Desire 
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The America Series 
by Epiphone USA. 
It's happening. The re-
union of two famous 
names in one fabled fac-
tory to produce a fabulous 
new series of guitars made 
in America. 

It's the America Series by 
Epiphone USA. A new 
breed of fretted instru-
ments not only designed 
and backed by Gibson, but 
now built by Gibson. 
Epiphone has been laying 
milestones for musicians 
since 1874. Now we're 
creating guitars that take 
the next step toward 
legend. 

The America Series al-
ready has players talking. 
And they're saying that it 
plays good, feels good and 
it's priced right. 
Epiphone USA and Gib-
son. We're making music 
together. Again. 

R.O. Box 100087 
Nashville, TN 37210 

Distributed in canada by NUCO. 161 
Alden Rd.. Markham. Ontario. Canada, 
L3R3W7. European. Middle East 
and African Offices: Waalhaven 
ZUID ZIJDE 48. 3088 HJ Rotterdam 
Nederland. 
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Win a Trip-For-Two to Kalamazoo and Nashville. 

If you love making music with a guitar, here's 
your ticket to Mecca — to the two homes of 
Gibson/Epiphone U.S.A., America's premier 
guitar maker. 

You and a friend will get the VIP tour of 
Gibson/Epiphone's famous guitar 
works in Kalamazoo. You'll spend 
some time with Gibson's research 
and development team and see how 
the new America Series of Epiphone 
guitars is being made. 

Then it's on to three days in Nashville, 
Music City U.S.A. You'll spend a night 
at the Grand Ole Opry and meet the 
stars backstage, get an inside look at 
Gibson's impressive new facilities, 
and even sit in on a Music Row record-
ing session. 

But hey. That's just the Grand Prize. If 
you're the second name out of the hat. 
you'll win two of rock's most electrify-
ing new guitars—the Epiphone Spirit 
and the Epiphone Special, plus a 
pair of 100-watt amps to put you in 
business. 

Third prize? Your choice of either a Spirit 
or a Special with a 100-watt amp included. 

And 50 more winners will be wearing our 
Fourth Prize, official Epiphone U.S.A. Touring 
Jackets. 

Stop by your local Epiphone dealer and try one of 
Epiphone's incredible new America Series 
guitars. While you're there, pick up an official 
"Epiphone U.S.A. Contest" entry form. Just fill it 
out and mail it in before January 31, 1983. 

CRAVD PRIZE 
1 Day in Kalamazoo, Michigan, the 
"All-American City." 
• Tour the Gibson/Epiphone factory. 
• See how the Epiphone America 

Series is made. 
• Spend a half-day with Gibson's 

Research and Development team. 
3 Days in Nashville, Tennessee, 
"Music City U.S.A." 
• Tour the new Gibson factory. 
• Sit in on a professional recording 

session on Music Row. 
• See the Grand Ole Opry. 
• Meet the stars backstage. 
• Enjoy the sounds and sights of 
America's recording capital. 

stroito PRIZE 
Two Epiphone U.S.A. guitars— 
the Spirit and the Special, plus two 
100-watt amps. 

TI/IR!? PRIZE 
Either an Epiphone Spirit or a 
Special, plus a 100-watt amp. 

FOURTIf 
PRIZE 

50 Official Epiphone 
U.S.A. Touring 

Jackets. 

No purchase necessary. Void where prohibited by law. 



E-H IS BACK! 

MINISYNTHESIZER 
LPB-1 & LPB-2 Power Boosters 
SCREAMING TREE Treble Booster 
SWITCHBLADE Channel Selector 
MUFF FUZZ Distortion with edge 
5X JUNCTION MIXER 
BIG MUFF Pl Distortion. Sweet violin- like sustaining sound 
used by Jimi Hendrix 
GRAPHIC FUZZ Noiseless, dynamically sensitive distortion 
combined with 6 band graphic EQ. 
HOT TUBES Vacuum tube overdrive simulator. 
DOCTOR Q Envelope Follower 
BASSBALLS Twin Dynamic Envelope Follower for Bass Guitar 
SOUL PREACHER Sustainer-Compressor 
SMALL CLONE Shimmering Chorus effect. 
SMALL STONE Phase Shifter. 
AC/DC 9 VOLT BATTERY ELIMINATOR 
ELECTRIC MISTRESS Flanger 
DELUXE ELECTRIC MISTRESS Flanger Used by Pink Floyd 
SPACE DRUM 
SUPER SPACE DRUM Space Drum with modulation capa-
bilities, used by the Clash. 
CRASH PAD Variety of pink noise sweeps. 
CLAP TRACK Hand clapping 
GOLDEN THROAT VOICE BOX 
DRM-15 E-H Digital Rhythm Units 
DRM-32 with 15 and 32 beats respectively, programmed by the 
slickest, most soulful Motown and NYC R&B musicians in hun-
dreds of studio hours 
10 BAND GRAPHIC EQUALIZER with Footswitch 
POLYCHORUS with Flanging, Chorus, Slap-Back Echo Modes 
and Companding 
MEMORY MAN Stereo Chorus & echo with ambitron exciter. 
DELUXE MEMORY MAN Echo with Chorus, Vibrato. 
MICROSYNTHESIZER A sensational multiprocessor for guitar, 
outselling all other brands of guitar synthesizer combined'' , 
BASS MICROSYNTHESIZER Designed specifically for bass 
2 SECOND DIGITAL DELAY 
16 SECOND DIGITAL DELAY Infinite recording tracks and 
ability to play music backwards. 

• 
ALL ELECTRO-HARMONIX PRODUCTS ARE ON SALE NOW 

AT WHOLESALE PRICES AT LEADING MUSIC STORES 
THROUGHOUT THE WORLD 

ELECTRO-HARMONIX • 27 W. 23rd Street, New York 10010 • 212 741-1770 

the original bassist with the Gang, bailed 
out midway through the band's last 
North American tour, the Gang of Four 
filled in with substitute players like Busta 
Cherry Jones before hiring Lee, whose 
prior experience included stints with the 
League of Gentlemen and Jane Aire & 
the Belvederes. King openly admitted, 
"We did want a woman"—"Call it politi-
cal credibility," interjected Gill—but said 
that Lee got the job on her ability, and 
that her vocal abilities were a surprise. 
"We didn't know she could sing," he 

said. "You hadn't sung, had you?" 
"Well," she said, " I did a bit in the one 

previous to this, Jane Aire. And the 
League of Gentlemen were heavy on 
vocals," she added sarcastically. 

"Robert Fripp has got a fantastic 
voice," laughed King. 
"We actually got Robert singing 

'Great Balls Of Fire' once at a sound-
check," she added, laughing harder. " It 
was great! With a Dorset accent...." 
When the laughter died down, King 

continued. "When Sara joined the 
band," he said, "there was the possibility 
of a third voice, because Dave couldn't 
sing. Actually, we wrote songs with an 
eye to women coming in to sing them, 
session singers. There's a woman 
called Edi Reader playing with us live." 

"I think another reason for that sort of 
change," said Gill, " is that there is a kind 
of belief that inaccessible music, or 
music that refers to avant-garde struc-
tures, or conceptually based music, is 
necessarily a better carrier of radical 
ideology. I think we came to see that as 
being an erroneous idea," he continued, 
looking as if he were about to come to 
some sort of theoretical conclusion. " I 
think we felt a need to use more of the 
stylistic devices of popular commercial 
music to...... 
He paused for effect, then quickly 

concluded, "... make more money." 
The rest of the band broke into a mix-

ture of laughter and sarcastic coughing, 
while Gill feigned a flustered recovery. 
"Uh, so we can make more money for 
the Cambodian refugees," he blurted, 
sounding like one of Michael Palin's low-
budget con men, and the laughter got 
louder. 

Capital, it failed them then. E] 

Carrack from pg. 12 
tin Belmont gets a credit for helping out 
with the "middle eight" in a hotel room 
one night) their "fifty-fifty" brainstorming 
of such lyrics as " I need you like a fly 
needs a plate/I need you like a bull 
needs a gate" produced many an ob-
scene couplet. 

While the record reflects Carrack's 
steeping in Motown and Memphis tradi-
tions, his own "Always Better With You" 
is a virtual country-rocker. More R&B, 
but still the album's most idiosyncratic 
song, is Chris Difford and Glenn Til-
brook's "Out Of Touch"—for which Car-
rack asked the blessing of his old 
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A guitar player needs to understand 2 
different kinds of pitch—the kind you 
can hear and the kind that you can feel. 
Let's talk about the kind you can feel. 

1 Gibson pitches the peghead 14 to 17 
degrees, causing the strings to bear 
down on the nut. You get: 

• Extremely efficient string vibra-
tion, which gives you... 
• better sustain and tuning stability, 
so you don't need... 
• string retainers, to keep the strings 

in their slots 

14.11MM.  

2. Gibson breaks the string line between 
the bridge and the tailpiece with up 
to 7 degrees of pitch. You get... 

• The flexibility of adjusting string 
tension to suit your playing by 
simply raising or lowering the tail-
piece. 

3 

3 In between the peghead and the 
tailpiece, Gibson uses pitch to your 
advantage again—where the neck 
joins the body. By pitching the neck 
an average of 4 degrees, you get... 
• Maximum flexibility in adjustment 
of your string action height, which 
lets you ... 

• play comfortably, with incredible... 
• clarity and sustain. 

Sure it's easier to build without these 
features and less money out of your 
pocket. 

But then, it wouldn't be a Gibson. 

fdso 
PO. Box 100087, Nashville, TN 37210 

A Division 
of Norlin Industries 

mates before including the song on Voodoo. 
Squeeze's version, on their current 
Sweets From A Stranger, sounds almost 
decadently Euro-pop next to Carrack's 
straightforward, piano-pumping treat-
ment. " I just thought the song suited me 
well," he says, " It's like an R&B groove, 
but the lyrics have that Chris Difford 
magic. lam a big fan of his, you know." 

Carrack takes pains to point out his 
solo move is not a case of arrant ego-
tism. " I don't like to make things sound 
larger than life. Music is something we 
really like to do—it's not like I'm carving 
a huge legend." Still, his solo spots dur-
ing Carlene and Nick's road shows have 
gone down very well. Does he feel ready 
to carry a whole set alone, as front man 
on his upcoming tour? Carrack's wary 
smile inches wider as he contemplates 
it. "Although I'm very introverted in many 
respects—very unshowbusiness—I 
think I might find it easy if the album 
makes a big splash. I might rise to the 
bait, you know?" a 

Rosanne from pg. 42 
know what to do." 

Last year's Seven Year Ache was a 
definite leap forward. "Between those 
two albums," Cash explains, " I got mar-
ried and had a baby. I grew up a whole 
lot, and I learned to sing better. With 
maturity, you've got a wider variety of 
expression, more colors to choose from, 
just because you've experienced more. 
There's no way 'Seven Year Ache' could 
have been on Right Or Wrong—not any 
of it, the arrangement, the lyrics, the 
interpretation, even the melody. I 
couldn't have sung it technically 
because it crams a lot of words into 
each phrase. I couldn't have written it, 
because I wouldn't have known how. 

"Songwriting is a real elusive process. 
In most songs, it's just finding a new 
twist, a new way to say the same old 
thing. I usually sit down with a pencil and 
paper and start messing around with 
lyrics— not singing them, just writing 
them. I almost always write lyrics first. In 
my journal the other day, 1 came across 
pages of verses and lyrics for 'Blue 
Moon With Heartache.' Some of them 
have lines that are in the finished prod-
uct. I just wrote and wrote and then 
refined. I'd take a line here and twist it 
and stick it in another verse to see how it 
fit there. 
"Seven Year Ache was conceived as 

a concept album. When we started gath-
ering material, we were conscious of 
what the songs were saying about this 
woman's relationship. There were some 
songs we threw out because they didn't 
fit. It was a progression of what was 
happening in her relationship; the story 
is the album." 
The story describes a woman who 

tries to maintain both love and self-
respect when her man treats her badly. 
Steve Forbert's "What Kind Of Girl Am 
1?" and Asleep at the Wheel's "My Baby 

Thinks He's A Train" are both swagger-
ing, funny assertions that she can make 
it on her own. Her own "Blue Moon With 
Heartache" and Glen D. Hardin & Sonny 
Curtis's "Where Will The Words Come 
From" both ponder the possibility of say-
ing goodbye for good. The story has a 
happy ending, though, as she falls in 
love again with him on Crowell's " I Can't 
Resist." The lush arrangement, sensual 
saxophone and Judy Garland vocal on 
this last song prefigured the next leap 
forward on her newest album, Some-
where In The Stars. 
The new album presents a wider mus-

ical range. Crowell's "Ain't No Money," 
Cash's "Somewhere In The Stars," and 
the couple's first songwriting collabora-
tion, " Looking For A Corner," all feature 
the progressive country sound they per-
fected on Seven Year Ache. Cash is in 
better control than ever as her voice 
judiciously balances the songs' con-
flicts between the private love of mar-
riage and the public pressures of a 
career. John Hiatt's " It Hasn't Happened 
Yet" is a proud boast to an ex-lover that 
she's getting along quite well, thank you. 
Cash's voice weaves through the song's 
slow, confident soul groove with a tone 
as deep and grainy as the tenor saxo-
phone behind her. Susanna Clark's "Oh 
Yes I Can" is a woman's defiant crow 
that she can not only survive but will 
actually thrive on her own. This cut is the 
closest Cash has ever come to main-
stream rock ' n' roll, and she romps. 
Asleep at the Wheel's " I Wonder" 
sounds like a vintage swing vocal by 
contrast. Cash displays an appropriately 
light touch, breathily whispering the 
words with the same understatement as 
the brushes circling the drumheads and 
the fingertips tickling the ivories. The 
eclectic material is unified by Cash's 
consistent confessional persona. 
"The vocal comes from my mood," 

she explains. "I create the mood, and 
the vocal comes naturally. I'm more 
interested in creating atmospheres than 
in doing an absolutely perfect interpreta-
tion—perfect in the sense of technical 
singing or perfect in what the song is 
talking about. 1 can add to a song by 
creating a slightly different mood. That's 
my talent. 

"I create a mental state by drawing on 
my past experiences. On 'Third Rate 
Romance,' I imagined an experience I 
had with Rodney. I tried to daydream 
about it. I try to conjure up those old 
feelings and emotions and put myself 
into that and then put a vocal through it. 
It's like a mist. It's like what I went 
through to prepare for a scene in acting 
school. It's exactly analogous. 

"It's not a matter of interpretation. 
Everybody understands what a song is 
about. So if I want to get more nuances 
into a song, 1 have to add my own. You 
find something inside yourself and you 
express it, either through acting or sing-

continued on page 108 
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A creative . . . learning opportunity for persons 

interested in RECORDING ENGINEEING. 
PRODUCTION, and ether related professions. 

The results are in . . . 

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

Additional Workshops. 

Full Sail also offers these additional workshops: 
E Advanced Recording 
El Sound Reinforcement and Remote Recording 
[] Studio Maintenance 

Call or write. . today or our brochure and 
workshop schedules. 
Jon Phelps, Director 
(305) 788-2450 
Rill Sail Recording Workshop 
660 Douglas Road 
Altamonte Springs (Orlando), FL 3270! 

Exceptionaf accommodations at reasonan- rëies 
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FULL SAIL STAFF 

Full Sail Recording orkshop 
Hi, I'm Larry Boden 
"I have been active in the recording industry 

for 15 years and a guest at over 20 sessions 
of the Full Sail recording workshop. I'm 

convinced that this is an exceptional way to 
get your foot in the door of this industry. 
During the 4 weeks at Full Sail, you'll get 

practical experience on state-of-the-art equipment and 
instruction from engineers and special guests who are 
tops ,n their. fields. 

Full Sail offers remarkable quality in its course and 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, 

License No. 414. 
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JAll'S EUROPEAN BASS 

BY DAVID GRISMAN 

It used to be that all the legendary jazz 
figures came from places like New 
Orleans, Kansas City and Harlem—but 
not anymore. Today, jazz is an interna-
tional living art form with itsown comple-
ment of international legends- in-the-
making; Joe Zawinul from Vienna, 
Toshiko Akiyoshi from Tokyo, Jean-Luc 
Ponty from Paris and a musician from ' 
Copenhagen who has quietly set a new 
level of artistic achievement on the 
acoustic bass, of which he is today's 
leading exponent: Niels- Henning Ors-
ted Pedersen. 

At the age of thirty-five, Niels- Henning 
has already played and recorded with 
nearly all the great jazz players of our 
time, from the mainstream ( Ben Web-
ster, Dexter Gordon, Bud Powell, Sonny 
Rollins, Bill Evans, Dizzy Gillespie. 
George Shearing, Roy Eldridge, Teddy 
Wilson) to the avant-garde (Albert Ayler, 
Roland Kirk, Lee Konitz, Martial Solal, 
Paul Bley, Anthony Braxton). The amaz-
ing versatility that NHOP has attained in 
order to accommodate the musical 
needs of so many diverse stylists is 
largely attributable to his wide-open out-
look on music and life itself. His talent is 
immense. Complex bebop seems to 
flow effortlessly from his rolling fingers, 
as do dazzling improvisations of great 

ANDY FREEBERG 
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The Ultimate Drum 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 hy front panel 
controls or by control voltage inputs. 

Drums may be externally triggered 
by drum synthesizer pads or any audio 
source. 

Will sync to tape/sequencers/ 
synthesizers. 

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

Drum sounds are user-changeable. 

Requires no technical knowledge. 

Compact size: 11%" x 22" x43/4 ". 

Suggested retail price in USA: 

$2995. 

For a free demo record and the name of your 
nearest dealer cal or write today: 

LINN ELECTRONICS, INC. 

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



complexity and simple lines of sheer 
poignancy— all with a rich, clear, warm 
tone and a level of intonation that sets a 
new standard for the bass. Even more 
important, his work in a rhythm section is 
particularly supportive; he cooks his ass 
off, yet with invention, subtlety and taste. 

Although he lives in Denmark with his 
wife and three daughters, NHOP does a 
lot of traveling ( mostly in Europe) and 
most frequently may be heard these 
days with Oscar Peterson and/or Joe 
Pass. He has recorded four solo albums 
for Steeplechase (the wonderful Danish 
jazz label), and occasionally leads his 
own trio which usually includes Belgian 
guitarist Philip Catherine and American 
Billy Hart on drums. His most recent solo 
effort, Dancing On The Tables (Steeple-
chase), was recorded in America with 
reed player Dave Liebman, guitarist 
John Scofield and Billy Hart. According 
to Niels- Henning, the record empha-
sizes "the way I play when I'm playing for 
other people, rather than the bass fea-
tured out in front all the time." NHOP is 
also a prolific composer whose tunes 
have appeared on recordings by Kenny 
Drew and George Shearing, as well as 
on his own. 

I first met NHOP in Edinburgh, Scot-
land at the first gig of a brief tour cele-
brating Stephane Grappelli's seventieth 
birthday. I was immediately impressed 
not only by the musician but also by the 
man, for Niels- Henning is an exceed-

ingly warm and human person, with 
down-to-earth sincerity that reaches out 
and communicates. NHOP played four 
concerts at San Francisco's Great 
American Music Hall with Oscar Peter-
son in March 1981, his only appearance 
in this country last year, en route from 
Australia back home to Denmark. This 
conversation was recorded as we drove 
through the scenic hills north of the 
Golden Gate Bridge. 

Grisman: I read that the reason you 
took up the bass was because you were 
in a musical family and you were left with 
that instrument. 
Pedersen: Yes, I was the youngest. My 
mother is an organ player in a church— 
so is my sister. We all had classical train-
ing as piano players. I had played piano 
since I was six, but we all did, so that was 
too many piano players for one band. It 
was no big deal. I've never been deter-
mined to become a musician. It was just 
like, why not? So that's how it came 
about. 
Grisman: What were your earliest musi-
cal memories? 
Pedersen: I was four or five years old. 
My older brothers had the Count Basie 
records from '39, like " Sent For You Yes-
terday, Here You Come Today" with 
Jimmy Rushing singing, and "Swinging 
The Blues"—those kinds of things. We 
also listened to a ragtime piano player 
named Winifred Atwell, just by accident. 

Somebody just went and bought the 
record. I also listened to a lot of classical 
music like my sister was playing. Han-
del's " Largo" was one of the first things I 
remember. Every Sunday we used to 
play from these books—my sister would 
play the piano part, which more or less 
would be the orchestra part, and one of 
my brothers would play the trumpet. I 
started taking classical bass lessons 
from a very good teacher when I was 
twelve, and continued for five years. 
Gasman: What was your first expe-
rience playing jazz? 
Pedersen: I have a friend named Ole 
Kock Hansen. We grew up together; I've 
known him as long as I've lived. He's one 
of the reasons I play bass, because he 
was a piano player. We were two pairs of 
brothers that played together. We 
couldn't have two piano players, so I 
played bass. Later, he recorded with me 
on my first solo album, Jaywalkin' (Inner 
City). As you can hear on that album, 
he's a very good piano player, and 
already then was very good. 
Grisman: Is it true that you played with 
Bud Powell when you were only fifteen? 
Pedersen: Yes, that was a fantastic 
experience. I was very young at the time, 
and he was about the first real great 
player I worked with. He was ill, so we 
couldn't rehearse, but he was ever so 
nice. Here I am fifteen years old, not 
knowing that many famous songs. I 
mean, what can I tell you, I had no expe-

The Joy of Sax. 
There's no other instrument that can evoke the 
passions quite like the saxophone. Especially one in 
the hands of the formidable Michael Brecker. 

Brecker has teamed with veteran arranger Claus 
Ogerman for an epic adventure into the world of the 
tenor saxophone. It's a haunting, sensual trip, one 
of the most sweeping sax showcases you've 
ever heard. 

Everything you always 
wanted to know about sax. 

Cityscape. 
Claus Ogerman 
Michael Brecker 
Composed. Arranged and Conducted by Claus Ogerman 

Produced by Tommy LiPtuna 
On Warner Bros Records & Cassettes 
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A Divison of Norlin Industries, Inc. 

P.O. Box 100087, Nashville, TN 37210 

Precision Performers 
Larry Carlton doesn't settle for anything less than the 
very best And you shouldn't either. The Gibson TP-6 
line tuning tailpiece gives you performance perfection, 
in concert or in the studio, with fingertip ease. 
For the first time, you can fine tune with one hand while 
you're playing. And you don't have to own a Gibson to 
get the benefit of precision tuning at the touch of your 
fingers as you play. Because Gibson designed it to fit 
most instruments with a stop- bar tailpiece. 
See your authorized Gibson dealer and check out the 
Gibson TP-6. It's available in both Chrome and Gold. 
For precision tuning and top performance—Gibson is 
the only name in genuine Replacement Parts. And only 
authorized Gibson parts dealers carry them. 

For Replacement Parts/Pick Ups brochure send OD *.o cover postage and handling to Gipson Literature Departrrent 



The Country Music Foundation, Nashville, Tennessee, 

is proud to announce its Official Archive Collection 

THE GREATEST COUNTRY MUSIC 
RECORDINGS OF ALL TIME 

Unprecedented and unequaled in our time — 

the complete and definitive collection of America's 

country and western music. 

• The best of 75,000 records from the foundation archives 

and the vaults of every country music label. 

• The first collection to include all the great country artists. 

• Featuring all the great hits, the milestone performances, 

out-of-issue pressings and unreleased recordings. 

L1 or the first time in history, the 
greatest recorded performances 

of country music's greatest artists will 
be brought together in a single, defini-
tive collection. It will include the most 
important recordings by the leading 
country artists of today ... landmark 
performances by legendary greats 
and all the diverse and varied musical 
styles that have enriched America's 
country music. 

This remarkable collection is the 
official issue of the Country Music 
Foundation — home of the Country 
Music Hall of fame and Museum, and 
the world's largest library of recorded 
country music. And it is the first com-
plete collection that the Foundation 

has ever issued honoring The Greatest 
Country Music Recordings of AU Time. 

A unique collection that 
only the Country Music Foundation 

could assemble 
To assemble this collection, the staff of 
the Country Music Foundation carefully 
reviewed the Foundation's own ar-
chives of 75,000 records. In addition, 
they enlisted the support of all the 
country music record companies — 
whose vaults hold many of the master 
recordings selected for this collection. 
And they were able to obtain rare re-
cordings from private collectors and 
country music artists themselves. 
As a result, the Country Music 

Foundation Official Archive 

• Country is the music of the 
people Songs of the soil. 
forsaken and fulfilled love 
Story songs whose MUSIC is both 
contemporary and timeless 
1 love it. and 1 am proud to be 
pan of the first collection to tell 
the whole country music story 

—Johnny Cash 
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Collection is unique both in scope and 
importance. A collection that would be 
difficult — or impossible — for any indi-
vidual to duplicate. 

All the great performers 
The collection will feature milestone 
recordings from the careers of country 
music's most important artists. Such 
great contemporaries as Loretta Lynn, 
with ' Blue Kentucky Girl' and 'Coal 
Miner's Daughter.' Kenny Rogers and 
The First Edition, with ' Ruby, Don't 

Take Your Love to Town.' Johnny Cash 
with ' I Walk The Line' and 'Sunday Morn-
ing Coming Down.' Dolly Parton, with 
'Coat Of Many Colors' and 'My Tennes-
see Mountain home.' The "outlaw" 
music of Willie Nelson. The Nashville 
sound of Chet Atkins and Eddy Arnold. 
Country rock, with The Charlie Daniels 

Band. And country classics by popular 
music artists Linda Ronstadt, Glen 
Campbell and Anne Murray. 

Also included will be the unforgetta-
ble recordings of such long-time fa-
vorites as hank Snow, Ernest Tubb and 
Merle Travis. The legendary giants: 
Flank Williams, Patsy Cline, Jim Reeves, 
Flatt and Scruggs, and Jimmie Rod-
gers. And recordings that reflect re-
gional influences and evolving musical 
styles — bluegrass, Cajun, country 

gospel, western swing, honky tonk 
and rockabilly. 

The collection will include such rare 
recordings as Vernon Dalhart's 1924 
recording of 'The Prisoner's Song' — 
country music's first million selling 
record, and Loretta Lynn's early classic 
'tionky Tonk Girl' — now out of issue. 
And from the Foundation's archives 

will come previously unreleased re-
cordings — studio "takes" never before 
made generally available. 

Records of superior quality 
Every step has been taken to ensure the 
technical excellence of the collection. 
Thus, all of the early recordings will 
first undergo a painstaking restoration 
process in the Country Music Founda-
tion's newly opened Audio Restoration 
Laboratory. here, recordings of classic 
performances will be electronically 
"cleaned" groove-by-groove to elimi-
nate extraneous surface noise and pre-
serve the original sound. 
To produce the records, the Founda-

tion has appointed The Franklin Mint 
Record Society —judged by audio ex-
perts to be a leader in producing rec-
ords of superior quality. The vinyl used 
will be of a special formula containing 
its own anti-static element. This mate-
rial, together with the careful process 
by which the pressing is made, results 
in a record that is more rigid, durable 
and resistant to dust. A true proof-
quality record — providing exceptional 

In the Foundation s audio laboratory, the latest 

electronic techniques are used to restore the 
original sound quality of early recordings. 
Then, the records are pressed in a dust-free 

"clean room,'' where strict production 

standards, and audio and visual inspection, 
assure high quality. 

tonal fidelity and clear, clean sound 
when played through any of today's 
audio systems. 

Fascinating musical "program" 
in each album 

Custom hardbound albums have been 
designed to house and protect all 100 
proof-quality records in this collection. 
Each album will contain four long-

playing records, presenting a program 
of artists and recordings carefully 
selected by the foundation, and 
unique to this collection. And each 
album will be accompanied by specially 
prepared program notes, illustra:ed 
with photographs from the founda-
tion's permanent collection 

Available by subscription only 
If you have a long-standing interest in 
America's country music... or are jast 
discovering its rich and exciting sound 
... this Official Archive Collection is an 

indispensable treasure. A complete, 
comprehensive and authoritative 
collection of the greatest recordings 
in country music — on records of ex-
ceptional fidelity. 

The collection may be acquired only 
by direct subscription to The Franklin 
Mint Recorc Society, Franklin Center, 
Pennsylvania 19091. It will not be sold 
through record stores. To enter your 

subscription, simply complete and re-
turn the accornpanyirg application. 
Please note it should be mailed by 
October 31, 1982. 



How Now oinw ththeapt ryoowu'roerlcdomgimveitted to making 
yourself some 

TO BE professional advantages. Like dbx 
noise reduction. The new dbx Model 

150 gives your tape machine 
the dynamic range of digital. QUIETLY 

SUCCESSFUL Pines fanect dluncted hed 
FOR $350 * monitoring without 

• special switching. In a 
slim-line, rack mountable 13/4" package, it fits in easily 
with other studio equipment. And, it's expandable to 
grow as you grow. Professionally. See your dbx Pro 
dealer, or write for complete technical information. 
•Manufacturers suggested retail price. 

Model 150 Type 1 Tape Noise Reduction System 

dbx, Incorporated, Professional Products Division, 
71 Chapel St., Newton, Mass. 02195 U.S.A. 
Tel. (617)964-3210, Telex: 92-2522. Distributed in 
Canada by BSR (Canada) Ltd., Rexdale, Ontario. dbx® 
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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. GT's 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 

‘,/\ANCE• Groove Tube dealer. 
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Box 4753 Sylmar, CA 91342 

(213) 362-1551 
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hence! The first night he just looks at me, 
smiles, and starts playing, and I'm just 
standing there not knowing what's com-
ing up! I couldn't even see the keyboard. 
You learn by ear of course. I think that 
one of the most important things is not to 
try to make too many excuses for your-
self. Perfect opportunities don't exist. 
Here I can't even see the keyboard, he 
doesn't want to rehearse. I don't know 
the tunes—plenty of excuses for not 
making it. But if you look at the positive 
effects, here I am having the opportunity 
to play with one of the greatest of all 
times. We'd play one song, and I'd make 
a little sketch and make sure that the 
next night I'd know a little more about 
that song. That was fantastic for me. 
Gasman: Who were some of the other 
jazz greats you played with during those 
early years? 
Pedersen: Oh, there was Kenny Dor-
ham, Roland Kirk, of course Dexter 
(Gordon) came up, Don Byes, Lucky 
Thompson- 1 can't remember, there 
were so many. This was a time when the 
Montmarte Jazzhus in Copenhagen was 
really booming, and we were the house 
trio; Tete Montoliu, Alex Riel and myself. 
Tete—now here's a guy, blind, from 
Spain. I don't think you can name 
another Spanish jazz musician. I don't 
know any, and I live in Europe. Here's a 
guy that comes out with the freshest 
approach you can imagine. It was tre-
mendous. It was like giving you a kick 
every night— ridiculous! There were so 
many people coming up at that time, it 
was like a treat. You always think that 
everything is happening in America, and 
to an extent, of course, it is. But you miss 
a lot in the standard situations, because 
in America you're a member of the Stan 
Getz Quartet period. You don't get to 
play with that many other people. Our lot 
was we were located there. It was too 
expensive to bring the whole group from 
the States to Copenhagen, so the leader 
would go alone. Consequently, we were 
members of everybody's group. The list 
of names is endless. We had a chance 
to play with Albert Ayler, Don Cherry, 
Archie Shepp, and also Stuff Smith, 
Harry Edison and Roy Eldridge. That 
kind of situation gives a totally different 
perspective to music. The conditions of 
a trio like that would be that you just had 
to play with everybody. Completely dif-
ferent than saying, "Hey man, I'm hip... I 
can't play this kind of music." 
Grisman: Let's talk about some of the 
early horn players like Ben Webster. 
What was that like? 
Pedersen: Absolutely fantastic. At the 
age that I worked with him, you're 
embarrassed of showing your feelings. I 
mean that happens to a lot of us, right? 
People would rather keep that sort of a 
straight image like, " I'm cool, man," you 
know. But when you stand behind Ben 
Webster on a Saturday night in a joint 
filled with people who are drinking and 
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With all the potential problems in performing 
why make power one of them! 

iminate the power problem with Pearl's four iew Phantom pow-
ered electret condenser microphones. They're designed to be 

used we an 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 concenser cou-
pling for leakage free operation. 

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

at maximum SPL 
-.14:1141-• current drain less than 

CR55 3ma • 0.5% total harmonic 
distortion at high levels e n-

ternal attenuator switch 
increases maximum level 
allowing you to mike brass and 
percussion instruments cleanly 

• supply voltage is 12VDC to LJ CR45 

48VDC (006P 9V battery with CR57-

CR55) • CR45 with nternai pop filter 
included • CR57 right ange unid,rec-
tional cardioid polar pattern • CR55 

unidirectional cardioid polar pattern. 
Both CR55 - CR57 have a condenser 
element isolation system minimizing CR25 

both stand and hand held noise. 

The sound procuced is both wide range and 
musical extending from 30 to 20,000 HZ, cou plec 
with tne quality and durability you have come to • CR57 

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

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

A product of 
Pearl International, Inc. 
408 Harding Irdus:rial Dr. 
Nashville, Tennessee 37211 

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



having a good time, and all of a sudden 
he plays " My Romance" and you can 
hear a pin drop, then it takes you right by 
the heart, I mean, there's no way you 
can say you're not touched. And actu-
ally Ben sometimes would wipe a tear off 
from himself, playing, and you're just sit-
ting there and you see this whole room 
so involved in it. 
Grisman: Were you guys jamming or 
did you have arrangements? 
Pedersen: Well, Ben had some very 
peculiar material. Ben liked to play 
"Danny Boy" in the key of D, which is 
unusual for jazz players. The sharp keys 
have never been jazz players' keys. Ben 
would play " Danny Boy" in D, another 
tune in maybe E. The sound of the 
instrument in those keys was amazing! 
Now, Dexter was one of the major influ-
ences, because Dexter stayed there so 
long we actually rehearsed sometimes. I 
used to laugh at it at that time, because 
he would literally be giving drum lessons 
while the piano player had a solo! I 
worked a lot with Dexter; I learned a lot 
from him. I have to think of Dexter with 
gratitude because there are all kinds of 
prejudices— in this case I can say that I 
was blushing being white and European, 
just the opposite situation. In other 
words, you had to really prove yourself. 
Grisman: You did a lot of playing with 
Dexter and Kenny Drew. 
Pedersen: Kenny is another major influ-
ence from that time, because we worked 
together for many, many years. Kenny 
didn't try to run the trio. He didn't say, 

"Listen, this is what we do. We do this. 
You play this." He was completely open. 
Anything you played ..."Oh yeah, that's 
a good change." So consequently, I 
guess we both developed, whereas 
other people could have been more re-
strictive. So I was lucky that I can look 
back working with a guy who never had 
that attitude. He always said yeah. 
Gasman: I'm sure you've had to play 
many different ways for all these people. 
Pedersen: Yes, and that's the nice part 
about it. I remember years ago, some-
body couldn't understand that I would 
want to play with Paul Bley. I did an 
album with Paul Bley, which was one of 
the greatest experiences of my life, 
because it was completely different. 
There are so many other possibilities, 
and that's one of the ways that you wake 
up and learn about it. You don't have to 
"cook" all the time or play really hot. All 
of a sudden you have to find a different 
approach. I think that's maybe the best 
education you can get—to play with all 
these people. 
Grisman: You've done an immense 
amount of recording. Any favorite 
sessions? 
Pedersen: I made a record for Steeple-
chase with a piano player named Kenny 
Knudsen (Pictures), who is actually an 
architect. I heard Kenneth play and I 
thought, "Here's a guy that has an abso-
lutely different approach to anything." 
It's one of the albums that I like the most 
because I think it doesn't force the issue. 
I mean, it doesn't sound like a duo with a 

drummer who isn't there. It uses the fact 
that there are two instruments. I like it 
very much. Have you heard the album of 
Dexter's with Philip Catherine and Billy 
Higgins (Something Different)? On 
"Freddie Freeloader," Philip's swinging 
so hard, man, and Dexter's playing is so 
mature! The actual reason for that 
recording was that I was doing my first 
album, and I wanted to use Billy Higgins. 
So since he was in town anyway, and 
since Philip was in town, that's when Nils 
Winther (Steeplechase producer) got 
that brilliant idea to use Dexter with a 
guitar player. That's really my favorite 
Dexter album. There's another one 
coming out—a trio with only Alex ( Riel), 
myself and Dexter. Wait till you hear that, 
because I mean Dexter's really playing 
on that! Also, things I did with Joe Pass, 
like with Svend Asmussen. I like it, we 
just play, and all of a sudden, it is a 
record. If there is any art form called 
"jazz," which I think there is, then that's 
maybe what that is all about. It isn't 
something you work on, it's something 
you have inside you. 
Grisman: Who are some of your favorite 
bassists? 
Pedersen: I've listened to a lot of peo-
ple. One of the first ones I listened to was 
Walter Page from Count Basie's orches-
tra of 1939, because he was swingin', 
that's all! Freddy Greene and him, Jo 
Jones, Count at the piano—great music! 
Then later on, the guy who really was my 
main influence was Paul Chambers. He 
was just a revolution for me, the way he 
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Four leading drummers, four different styles. 
Four more reasons for playing Yamaha System Drums. 

Because I've always been 
very concerned with the 
quality of sound in a drum, 
I use the Recording Custom 
Series drums, with these 
beautiful all-birch shells 
and a black piano finish. 
They give me a very con-
trolled resonance with a lot 
of tone. They let me relax 
with the music, so I can 
adjust my touch to any vol-
ume requirements. Yamaha 
drums are very sensitive, 
and there's always a reserve 
of sound. 

I've always tended to go 
for simple equipment like 
the Tour Series snare 
drum with eight lugs, be-
cause it's easier for me to 
get the sound. Same thing 
goes for my hardware, which 
is why I like the 7 Series 
hardware. I don't require 
really heavy leg bracing so 
the lightweight stands are 
just fine; very quiet, too. 

With some drums, there 
isn't too much you can do 
to alter the sound. Some 
will give you a real deep 
thud, and others are real 
bright. With Yamaha, I can 
get both sounds, they're just 
very versatile. Mostly I like 
a deep round sound with 
tight definition, since my 
concept is that a drum is a 
melodic instrument like 
anything else. I can hear 
drum pitches, and Yamaha 
lets me achieve that without 
a lot of constant re-tuning. 
As far as their hardware, 

the snare drum stand and 
boom stands are very well 
thought-out They feel like 
they were designed b.v a 
drummer, and they're not 
limited at all. The 9 Series 
snare drum stand's ball tilt-
er is fantastic; you can get 
the perfect angle for your 
playing posture. And the 
boom stand tilter can double 
as two stands because it 
doesn't have a long handle. 
So the boom slides right in-
side the rest of the stand if 
you don't need it. All in all, 
Yamaha is the perfect set 
of drums for tone quality. 
sound, and ease of set-up. 

I'd been playing the same 
set of drums for ten years 
when I met up with the 
Yamaha people during a 
tour of Japan with Rainbow. 
I told them that if they 
could come up with a kit 
that was stronger, louder 
and more playable than 
what I had, I'd play it. So 
they came up with this 
incredible heavy rock kit 
with eight ply birch shells, 
heavy-duty machined hoops 
and a pair of 26 bass 
drums that are like bloody 
cannons. And since I'm a 
very heavy player who 
needs a lot of volume, 
Yarnahas are perfect for me. 
And the sound just takes 
off— the projection is fan-
tastic so I can get a lot of 
volume without straining. 
There isn't an electric 

guitarist in the world who 
can intimidate me, and I've 
played with the loudest. 
Yamaha drums just cut 
through better, like a good 
stiletto. They have the fat-
test, warmest, most power-
ful sound of any kit I've 
played and they can really 
take it. For my style. 
Yamaha is the perfect all-
around rock kit. 

Peter Erskine 

Yamaha makes profes-
sional equipment with the 
professional player in mind. 
They're just amazing-
sounding drums, and the 
fact that their shells are per-
fectly in-round has a lot to 
do with it. The head-to-hoop 
alignment is consistent; the 
nylon bushing inside the 
lugs are quiet and stable so 
Yamahas tune real easy and 
stay in tune, too. I have a 
51/2 " snare and it's good as 
anything out there. It speaks 
fast, with a really brilliant 
sound and a lot of power. 
When you hit it hard, the 
drum just pops. And the 
throw-off mechanism is 
quick and agile, with good 
snare adjustment— it's a 
basic design that works. 
And Yamaha hardware is 

really ingenious, every bit 
as good as the drums. -I like 
the 7 Series hardware be-
cause it's light and strong. 
especially the bass drum 
pedal, which has a fast, nat-
ural feel. What can I say? 
Everything in the Yamaha 
drum's system is so well 
designed. you want for noth-
ing. Once you hook up with 
them, you'll stay with them. 

Yamaha Musical Products • A Division of Yamaha International Corporation • Box 7271, Grand Rapids, MI 49510 
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The Viking's Weapons 

I play an old German bass, probably a 
Mittenwald without the typical features, 
made between 1830 and 1840. I don't 
have a particularly low action, like a lot of 
people think. I use Thomastic strings on 
the three lower strings, and a Piastro on 
the top string because it sustains long-
est. I like the lower strings to have a short 
decay. 
My amplification system is really 

great; it actually consists of two sys-
tems. The first is a system that I came up 
with the idea for. It utilizes two modules 
wired into the sides of the bridge with a 
great deal of tension, so you get the 
tension of the bridge. It was built by a 
friend of mine from Holland, Henk Van 
Zalinge, a racing car mechanic who just 

By Bill Amatreek 

loves to play the bass. The other system 
complements the first and was built in 
Denmark by Elkit. It consists of a metal 
bar placed behind the saddle (nut), with 
the string knobs on metal also, so there's 
power going through the strings, in con-
junction with four pickups mounted 
about an inch from the end of the finger-
board, one under each string, which I 
use with a mixer. So if I find that the bass 
is not being amplified evenly enough, I 
can turn up a little more of the G string or 
A, or E, D, and bring out my high register 
with all the clarity. That allows me to play 
all the way up to high F. Elkit invented 
and installed that system. For an ampli-
fier, I think the Polytone Mini Brute Ill is 
about the best. 

built lines away from the tonic and the 
fifth. He stretched it out and used a lot of 
chromatics. His timing was great, and of 
course the group he was working with 
... Miles Davis, he knows about that stuff. 
Right now, one that I like very much is 
Jaco Pastorius. Before Jaco, nobody 
was thinking that much about harmon-
ics. Mind you, I was, which is not to say 
anything, but all of a sudden, he brings 
out a totally different aspect of that 
instrument. I think he's one of the very 
good ones. 
Grisman: Do you have a philosophy of 
bass playing or about music in general? 
Pedersen: Yes, maybe not a philo-

sophy, that sounds heavy. The way I 
look at it is almost like you should disre-
gard the instrument. You should think 
about what you want to play and use the 
instrument to play it, not the other way 
around. There's always people who 
have the ability to find the obvious things 
for an instrument and for making it 
sound right. I think that's very fine, but 
that will only take you to a degree. If you 
want to go beyond that, then you should 
think of the music, not of the instrument. 
If you look at the history of the bass, it 
was always linked with, " It's amazing 
that he can do it!"—which didn't say 
much about what it actually sounded 

11111110.1110,V11110€11,13 
The Memorymoog is a 6-voice programmable 

synthesizer. The signal path of each voice is 
modeled after the Minimoog. The Memorymoog 
self-contained microprocessor will store up to 
75 programs (front panel settings) for recall at 
any time. 

Performance functions of the Memorymoog 
include programmable footpedal inputs, real-time 
arpeggiator, and footswitch control of final 

like. It was more like a phenomenon that 
someone was able to do something on 
this big instrument, which is a bit of a 
poor musical attitude. 
The other thing is, the only way I feel 

you can survive—and I'm not talking 
about any kind of money or commercial-
ism—is by having an open mind. Go out 
and see what it's all about. I mean, Duke 
Ellington once said there's only two 
kinds of music; good and bad music. I'll 
leave it right there, because everything 
else is not important. I will never use the 
label "the world's greatest," because I 
think that's a big mistake. One of the 
things we have to learn in this art form is 
that that kind of thinking belongs in the 
sports world, for heaven's sake. One of 
the great things about music today is 
that there's so many different musicians 
and kinds of music—all good. I mean, 
you're playing with Stephane (Grap-
pelli); Chick Corea and Gary Burton get 
together—that's fantastic! There are so 
many good players, you should appre-
ciate them for what they play. That's the 
great thing about the art form, that it's 
individuals. In 

David Grisman is probably the world's 
leading jazz mandolinist and exponent 
of "Dawg" music, a blend of bluegrass, 
jazz, classical and Middle-Eastern 
styles. His latest Warner Bros. album is 
entitled Mondo Mando and his Stephane 
Grappelli/David Grisman—Live LP is 
still on the jazz charts. 

release, chord hold, and program chain advance 
and backstep. 

The Memorymoog has been designed to be 
the base of any keyboard player's setup. 

The Memorymoog. 
From Moog. 
The people who 
started it all. 

Moog Music Inc., 2500 Walden Avenue, Buffalo, NY 14225/Moog Music, Waalhaven Z.Z. 48, Rotterdam 3088 N.J., Holland- The Netherlands 
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Your authorized Peavey Dealer now has in stock a complete kne of 
necessities designed for the working musician. Hardware, tools, patchcords, 
connectors, adaptors...virtually everything you'll need to repair, adjust, or 
customize your equipment. 

You'll also discover many of those " hard to find" items and some unique 
Peavey exclusives such as the EDI" equalized direct interface that synthesizes 
your amp's speaker response curve for direct hook-up to the main PA system. 
Also available is our new CDP — multi- flare high frequency horn for enhancing the 
treble response of PA and monitor enclosures. 

Over the years, Peavey has been dedicated to filling the needs of musicians 
with state-of-the-art equipment at affordable prices. Our new and growing line of 
quality accessories is a continuation of that successful program. 

"Peavey Makes It Possible." 

PEAVEY ELECTRONICS CORP. 
711 A Street Meridian. MS 39301 
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BY GEOFFREY I II \ 

Romance, rock and realism 
in the new Country 

The enduring appeal of country 
music has been its ability to 
describe the messy problems 
between men and women with 
accuracy and poignancy. For 
years, country has offered clean-
cut- moral answers to these 
problems for its rural, Bible Belt 
audience. But now a new 
generation of country listeners 
has grown up in a world in 
which relatioriships between 
men and women have changed 
drastically—in which 
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Take a look behind the scenes at 
today's hottest concerts and you'll find 
some legendary names in sound 
equipment. From compact, combo 
twins to massive sound reinforcement 
arrays. And if you could look inside 
these systems you'd probably find 
another name— JBL. Because for over 
30 years professiona: musicians have 
been depending on JBI, loudspeakers 
to deliver the performance and sound 
quality they demand. 

At JBL we're very proud of this 
reputation. And we're constantly work-
ing to maintain it through product 
improvements and innovations. 

Case in point: the new JI3L 
E Series. Designed with advanced 
transducer technologies and materials 
to achieve a higher leve: of perfor-

JBL 
Professional 
Products 
Division 

The world's most 
popular 
backup 
group. 

mance than any other loudspeakers 
on the market. 

Power capacity, for instance, has 
been increased substantially through 
the use of new high-temperature 
adhesives and optimally constructed 
voice coil formers. We've also engi-
neered the E Series to be the most 
efficient musical instrument loud-
speakers we've ever produced. This 
combination of high power capacity 
and efficiency gives the speakers 
outstanding dynamic range as well 
as significantly higher maximum 
act ii output. 
And the improvements aren't 

limited to just power capacity and 
efficiency. The E Series also features 
our unique Symmetrical Field 
Geometry ISEG1 magnetic structure. 

This new magnet design provides 
extremely high accuracy with mini-
mum speaker distortion. 
Of course, the one thing we would 

never change is the unmistakable 
sound quality of our speakers. So the 
E Series maintains the distinctive 
time character that has made JBI, 
loudspeakers an industry standard. 

But don't just take our word for it. 
Ask your local JBI, dealer for a 
demonstration. And find out why the 
top performers in the music business 
have made JBI, loudspeakers the 
%vorld's most popular backup group. 

James B. Lansing Sound, Inc. 
8500 Balboa Boulevard, 
Northridge, California 91329 U.S.A. 

Specifications 

Primary 
Application 

E110 ( 10 in) E120 ( 12 in) E130 (15 in) E140 (15 in) E145 (15 in) E155 ( 18 in) 

Lead or Lead or Lead or Electric Organ. 
rhythm rhythm rhythm bass. synthe-
guitar, guitar, guitar, low sizer, 
piano, electric electric frequency low 
vocals, piano, piano, reinforce- frequency 
line organ. organ, ment reinforce-
array vocals vocals ment 

Electric 
bass, 
subwoofer, 
low 
frequency 
reinforce-
ment 

Power Capacity 
Continuous 

program 150 W 
Continuous 

sine wave 75 ‘‘, 

300 \V 

150 mi 

Sensitivity 98 dli SPI, 103 dB SPL 

300 

150 W 

105 dI3 SPL 

400 W 300 W 600 W 

200 W 150 W 300 W  

100 dB SPI, 98 dB SPI, 100 dB SPI, 



conclusions are not so obvious, not so 
certain. Songs that can accurately des-
cribe this generation's experiences will 
have to be couched in complexity as 
never before. 
Rosanne Cash has filled this need 

better than any country artist. Her smo-
key voice has drenched three albums in 
rich, rewarding irony. Her second album, 
last year's Seven Year Ache, yielded 
three consecutive number one singles 
on the country charts. The finely shaded 
drama of those songs stood out sharply 
from typical sermonizing soap operas. 
Now Cash has released a third album, 
Somewhere In The Stars, which contains 
her most ambitious, most successful 
work to date. 
Cash was perfectly positioned to take 

country music off the farm: she has 
strong family ties to country's past and 
its future. Her father is Johnny Cash; her 
stepgrandmother is Mother MaybeIle 
Carter of the Original Carter Family. 
Rosanne's stepsister is Carlene Carter; 
her husband is singer/songwriter/pro-
ducer Rodney Crowell, whom Emmylou 
Harris has described as "expanding the 
parameters of country music." Crowell 
produced Cash's three American 
albums, and his band, the Cherry 
Bombs, plays on them. Still, it is Cash's 
dark expressive voice that best embod-
ies the new sophistication of country 
music. 
On her album covers, Cash is mes-

The Cherry Bombs add a punchy backbeat to Rosanne's dark, expressive voice. 

merizingly photogenic: her bluish- black 
hair shines under lights; her deep brown 
irises swim in wide eyes; her glistening 
red lower lip pouts seductively over a 
tough, angular jaw. In person, she 
doesn't appear as perfect or as distant. 
She's more casual and far more 
accessible that her photos would sug-
gest. She drives this reporter out to her 
large log ranch house in the rolling hills 
south of Nashville and drafts him into 
making chicken salad for lunch. During 
the interview, she sits cross-legged on 
her den floor and breast-feeds her six-
month-old daughter, Chelsea Crowell. 
The best of her hit singles is " Seven 
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Year Ache," the classic country tale of a 
woman left at home while her man goes 
downtown tomcatting. Yet Cash's 
approach to the situation is anything but 
traditional for a female singer. The 
woman in the song isn't willing to give 
in to the man and let him get away with 
hurting her. Nor is she willing to give him 
up without a fight. 

"I love ambiguity," Cash asserts. 
"This woman is not going to comprom-
ise beyond her principles to keep him. 
She's not sitting at home getting fat, cry-
ing and wallowing in self-pity. She still 
has her strength, her sense of humor 
and her own sense of herself. She really 
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loves this guy, and he's really hurting 
her, but she's not going to let her life 
disintegrate around it." 
The ambiguity is not just in the lyrics 

that Cash wrote; it's also in her voice as 
she squeezes several possible nuances 
out of every line. She sings the line, "The 
girls say, 'God, I hope he comes back 
soon,— with a sultry purr that reflects 
both her jealousy of those girls and her 
empathy with them. When she delivers 
the song's key question, ' Baby, what is 
so great about sleepin' downtown?" she 
understates it with both the acknowl-
edgment that sleeping around has its 
advantages, and also with the stubborn 
confidence that she has something bet-
ter to offer. 

"I like irony," she claims. " I think if you 
mix up emotions, if you make it more 
complex than just a straightforward 
statement, it's far more appealing and 
far more true to human beings. It's very 
seldom we feel exactly one way about 
something without any other shades of 
feeling about it." 

This is quite different from a lot of old 
country songs where the underlying 
morality was always black and white, 
either/or.... "... God and the devil," 
Cash agrees. "Yeah, I can think of a lot 
of examples. It was straight-ahead 
cheating, womanizing, drinking, stand 
by your man. There was none of this 
screwing around and then wondering 
about it. 

"The woman always assumed the 
angel role. Or else they were the 
victim—the good woman who's been 
stomped on, and they're going to lie 
there and take it from their man. That's a 
bunch of crap. Nobody does that. Well, I 
guess they do, but it's such a drag to 
even think of it." 

"Third Rate Romance" has been 
done to death by every bar band south of 
the Mason-Dixon line. Yet Cash has 
made it sound brand-new on her new 
album. Where the original version by the 
Amazing Rhythm Aces was bouncy and 
boastful, hers is slower, sexier and 
sadder. 
"My sex was one new thing I could 

bring to the song," Cash explains. "The 
song is so true the way it talks about 
one-night stands; it's like a short story. 
But I've never heard a cover version by a 
female; I never heard that side of the 
story. I just felt more sex from it. I was 
seven months pregnant when I sang it, 
but I think that's the most sex I've put on 
record. It has that lasciviousness. I also 
feel a lot of resignation in that song She 
says, 'You don't look like my type, but I 
guess you'll do.' It was sad, and yet she 
was aroused. She was resigned: 'This is 
all I'm going to get tonight.— Cash 
breaks up into giggles. 
Rosanne Cash, now twenty-seven, 

was eleven when her parents divorced. 
She lived with her mother in Ventura, 
California but saw her famous father 

often on holidays. "My dad was a myste-
rious figure when I was young," she 
remembers. "He was not there on a day-
to-day basis so we could get used to him 
being around as a normal guy. He was 
on the road a lot, and he was in and out. 
He was real intimidating— his energy, 
his size, his fame. Now I feel real good 
about my dad and that legacy. It's a 
strength. His songs are a big influence. 
'Picking Time' and ' Five Feet High And 
Rising' are my earliest memories of 
songs." 

Nevertheless, she was hardly a big 
country fan in high school. "Nyah, I 
wasn't interested at all," she remembers. 
"I was listening to the Doors, the Bea-
tles, Buffalo Springfield, Fleetwood Mac. 
I thought country was too weird." When 
she graduated from high school, though, 
she joined her father's road show with 
her two stepsisters: Rosey Nix and Car-
lene Carter. They just wanted to travel 
with their dad, but to get a tax write-off, 
they had to do something, so they 
became the tour's laundresses. 

"I still wasn't into the music or the 
audiences," admits Cash. "Then my dad 
started teaching us these songs and we 
were really getting into them. So he 
made this four-page list of all the songs 
we should know, and he taught us every 
single one. It was like a lost city of music 
that I had found. I loved its simplicity and 
its melodies. 

"At one point, they said, 'Why don't 

Crafted in Japan. 
Proven in The States. 

TOA Electronics, Inc. 
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Insi6t on the LP trademark 

before you buy. 

The $300 Giveaway! 
For just the cost of handling, hear 
the greatest names in percussion 

José Mangual,Tito Puente, Patato, 
Steve Gadd, Ralph MacDonald, 
Richard Tee on LP's -BUYU" record 
album (LPT433) FREE with the all new 

LP catalog Send $3 00 to 

Trust the leader ID 

LATIN PERCINSIOM 
160 Belmont Ave Dept MA, Garfield, NJ 07026 

you girls sing this one line offstage back-
up. Aw hell, why don't you just come and 
sing it onstage.' So then we got into our 
little dresses and we went out. We had 
our arms around each other and shook 
the whole way through it. Then it grew to 
where we actually came out and did a 
solo number. Then Rosey and I were 
opening the show. We were terrible and 
dad was so proud of us." 

After three years on her father's show, 
she decided to strike out on her own. 
She spent six months in England and 
then came back to Nashville to attend 
creative writing and acting classes at 
Vanderbilt University. Deciding on act-
ing as a career, she enrolled at the Lee 
Strasberg Acting School. During one 
Christmas vacation, she visited a girl-
friend in Germany who worked for Ariola 
Records. The execs there asked her for 
a demo tape "probably because I was 
Rosanne Cash," she frowns. She had 
only met Crowell twice at parties, but 
she was attracted to his songwriting, so 
she asked him to produce her demos. 
Ariola wanted her to make an album, but 
not with Crowell producing. 

"So I went over there," Cash notes 
sourly, "and had a thoroughly miserable 
experience making an album. I was so 
distraught; I didn't know what the hell I 
was doing over there by myself for two 
months. And this asshole producer 
wanted me to record these jerk-off 
songs, this disco crap. We fought from 

the very start." The album has never 
been released in the United States, and 
Cash swears she will do everything pos-
sible to see that it never is. 

While Cash was in Germany, she 
wrote letters of commiseration to Cro-
well, who was also struggling with his 
own first album. The letters soon 
became love letters and their profes-
sional relationship became a romantic 
one. When Cash returned, CBS Records 
in Nashville wanted to release one song 
from the German album, Crowell's 
"Baby, Better Start Turning 'Em Down," 
as an American single. "Rodney and I 
went to them," Cash recounts, "and we 
begged, 'Please don't release it. Give us 
a chance to do it over.' It turned into an 
album." 

Right Or Wrong (Columbia), released 
in 1979, featured four Crowell composi-
tions, including "No Memories Hangin' 
'Round," a duet between Cash and 
Bobby Bare, and "Anybody's Darlin" " 
from the German album. Also included 
were two Keith Sykes songs, Rosanne 
Cash's "This Has Happened Before" 
and Johnny Cash's "Big River." Except 
for a handful of tracks, Rosanne Cash 
now finds the album pretty immature. " I 
didn't have a sense of my voice—what it 
was, how to place it or what its limita-
tions were. I was at the mercy of my 
voice. If it was working a little bit, I was 
really happy. If it wasn't working, I didn't 

continued on page 22 

Two new albums to open your ears! 

VERSIONS 

tHI7 

Brand X is Back! Phil Collins, Robin 
Lumley, John Goodsall and Percy Jones 
return with their special "brand" of rock 

and rhythm. "Is There Anything About?" 
You bet there is! 

Robby Krieger and Brand X — 
available now on Passport Records and Tapes 

Robby Krieger is opening new doors on his 
new solo album "Versions". Backed by Ra,, 
Manzarek, John Densmore and top L.A. 
sessions musicians. Robby has released an 
album of guitar virtuosity. Check out his 
"version" of "Street Fighting Man", 
"ReachOut" and the doors classic "Crystal 
Ship". 
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THE 3 IN 1 MULTI EFFECTS 
UNIT BY IBANEZ 
Now there's an exciting concept in 

sound effects that provides you with 3 
studio quality effects in one unit. 
The Ibanez UE300 offers compressor 

limier, stereo chorus and tube screamer 
all in a uniquely designed unit that sets up 
in seconds. 
The UE300 provides all of the conven-

ience and quality of our larger rack mount 
units ( FET switches, LED indicators and 
external effects patching) in a compact 
AC powered unit that completely elirni-

nates problems caused by connecting ca-
bles and batteries. 

Our UE300 combines all of these per-
fonmance features with a surprisingly af-
fordable price, making it the most 
innovative effects unit on the market. The 
UE300 is at your Ibanez dealer now. 

Tomorrows Innovations 
For a full color catalog send $ 2 (X) te4130.1EZ dept. M P O. Bocc886 Bensaent Pa 19020 • 327 Broadway Ida.¡ 
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AND YOU CAN WIN ATRIP 
That's right! Just correctly name the model and quantity 
of each of the 15 AKG microphones shown in the photo 
above of the Uncle Chick Band. If yours is the first correct 
entry randomly drawn, then AKG will send you and a friend 
on a trip to the fantasy island of your choice. 

You can choose from: • Antigua • St. Thomas • St. 
Croix • Martinique • Barbados • St. Maarten • Puerto 
Rico • Jamaica • Hawaii • Maui • Nassau • Grand Bahama 
Island • Bermuda • Catalina Island • Manhattan Island or 
even • Rhode Island. 

No matter which island you choose, if there's a 
recording studio there, you'll probably find AKG there too. 

That's because AKG products are used in virtually every 
recording studio around the world. 

And their great sound, quality and durability make 
AKG products ideal for the road as well ... Just ask The 
Doobie Brothers ... the all-condenser microphones they 
take on the road are the AKG C-450 modular system. The 
microphones of choice for The Oak Ridge Boys' vocals are 
the AKG D-300 Dynamic Series. But if you need a tough 
vocal condenser microphone, check out Marty Balin. He's 
using the new C-535. 

And whether it's the sensational D-12 on kickdrums, 
the D-125 on toms or the C-567 Condenser Lavalier 



TO YOUR OWN FANTASY ISLAND. 
clip-on instrument microphone, AKG has the right 
microphone to fit your application and budget. 

For all your microphone needs and complete rules, 
see your participating AKG dealer. He has an the 
answers. He'll fill you ir on the other great prizes you can 
win, like the Magnavox color TV for 2nd prize, the Minox 
35GL camera for 3rd and ten 4th prize " Roadie" attache 
cases. 

So just fill out an official entry form and if yours is 
selected, you'll be off on a "FANTASY ISLAND DREAM-. 

Entry forms and rules are available at your participating AKG dealer 
or by mailing a self-addressed stamped envelope to AKG (Dream, 77 
Selied( St., Stamford, CT 06902. No purchase necessary. You 
must be 18 or older to enter One entry per individual. Only one prize 
per family Void in Wisc., Mo., and wherever prohibited by law. 
Limited to residents of the continental U.S., Alaska and Hawaii. 
Promotion ends November 30, 1982_ Winners drawn week of 
12-20-82. Odds of winning depend upon number of entries received. 
One week trip must be :,aken before 3-31-83. No cash in lieu of 
prizes. 

Look for the new Uncle Chick Band recording of 
"Moments" on the Fequot Records Ltd Label. 



FACES 
PIGBAG 
Question: What English band of 
bohemian types with similar eclectic, 
jazzy tastes originally got together 
after eating some magic mushrooms 
and then rehearsing in a room nonstop 
for half a day? No, the answer isn't 
some 60s relic like Pink Floyd or even 
the Bonzo Dog Doodah Band, it's 

Pigbag! Presently England's oddest 
hitmakers, Pigbag's seven-man lineup 
emits a propulsive, loosely- knit, 
double-funk signal that sounds a bit 
like Fela's Nigerian brass jamming 
with James Brown's guitarist (circa 
1967) in a London pub, while the rest 
of the patrons pound their goblets on 
the bar in wild abandon. Pigbag had a 
major hit single on their first outing last 
year, the million- selling instrumental 
"Papa's Got A Brand New Pigbag," 
which topped the British charts for 
weeks. "Papa" combined the pleas-
antly braying horns of tenor saxist 
011ie Moore and trumpeter Chris Lee 
with a thoroughly Anglican reappraisal 
of Ivory Coast percussion traditions, 
all pinned to the dancefloor by 
drummer Chip Carpenter's four-beat 
foot and Simon Underwood's snaking 
bass lines. "Sunny Day," the followup 
single, served up even thicker slabs of 
Pigbag funk, as guitarist James John-
stone's slightly deranged chicken-
scratching sparred with the Pigbag 
horns' loping open-fifth harmonies 
and punchy rhythmics. 

Unlike some other trendy English 

Pigbag 

horn bands today—like the ultra-pop 
and at times sticky-sweet Haircut 100 
or the sincere but largely un-funky 
Dexy's Midnight Runners —Pigbag 
doesn't rely on coifs, clothes or even 
vocals to push their point. In fact, in a 
recent midsummer appearance at 
Gotham's Peppermint Lounge, the 
band showed fewer pretensions and 
more desire to just play music than 
any British group to hit these shores in 
a long spell. All the players switched 
freely between various percussion 
instruments, synths, and just doing a 
wobbly, 80s-style boogaloo onstage, 
and while na one even comes near to 
being a virtuoso soloist here, enthusi-
asm and fun are high priorities for Pig-
bag; their free-wheeling approach to 
arranging, song form, and solo struc-
tures evokes, ironically enough, a 
primitive rock parallel to Charles Min-
gus's panoramic fluidity as a jazz com-
poser/arranger.(Not surprisingly, 011ie 
told me that afternoon at sound-check 
the band's major favorites "would 
probably include Omette Coleman, 
David Murray, gamelan music, Latin 
rhythms, Fela—we basically want to 
create music with energy, and I guess 
it just ends up being danceable as 
well.") Their newest single, "The Big 
Bean" (available domestically on Y 
Records), suggests a movement 
toward more South American rhythms 
with less emphasis on the funk, but live 
at the Pep, the group's eccentric, 
slightly goofy fusion of elements 
sounded like nothing else but— 

Pigbag. Alas, though, the New York 
crowd at the Peppermint Lounge 
applauded loud, but danced little after 
the band's action-packed set, and so 
the hardest working Pigbag in show 
business, much dismayed, refused to 
do an encore. Maybe next time. — 
Crispin Cioe 

STRAY CATS 
The Stray Cats, a trio of twenties-ish 
Long Island boys who moved to Eng-
land and became major European 
stars, look the spitting image of their 
numerous 50s icons—Eddie Cochran, 
Gene V.ncent, Carl Perkins, Buddy 
Holly. And it's in the Stray Cats' image 
and presentation that an uncompro-
mising rockabilly stance is most 
apparent. Brian Selzer, the group's 
singer and guitarist, is an intricately 
coiffed, tattooed young man who's a 
stickler for using a 1957 Gretsch Chet 
Atkins hollow body guitar with a similar 
vintage Fender Bassman amp. His 
rhythm section of Lee Rocker and Slim 
J m Phantom assist in recreating the 
echoing spaces of early rock records, 
utilizing Rocker's unamplified slap-
bass and Phantom's distinctly crisp 
snare drum. 

Their fondness for archetypes 
aside, the Stray Cats insist that both 
they and their audiences are not mere 
nostalgists who wish the clock had 
stopped in 1959. As they played to a 
closely packed, overheated incipient 
mob at New York's Roseland Ball-
room, the Stray Cats overlaid their 
tools from the past with distinctly con-
temporary communicative devices. 
Even Eddie Cochran would have had 
to admit that the Stray Cats' cover of 
"C'mon Everybody" owed as much to 
the high-intensity volume of the Who's 
"Summertime Blues" as it did to Coch-
ran's perky original. 
The Stray Cats' reception bore little 

resemblance either to the somewhat 
muted reverence attached to truer-
blue revivalists like Robert Gordon or 
Buzz & the Flyers, or to the exuber-
ance displayed in the presence of the 
gymnastic Rockats, another young 
practitioner of the rockabilly sound. At 
many times, there were enough 
upraised fists flailing the air to make an 
onlooker feel they'd inadvertently 
stumbled upon some heavy metal 
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Stray Cats 

scenery. Setzer's ability to double 
punch his rawly energetic vocals with 
huge howling screams indicated a far 
more intimate involvement with the 
audience than my childhood memo-
ries recall of late 50s rock package 
shows. Especially when a jerk in the 
crowd set off a smoke bomb and 1,500 
people hovered on the edge of panic 
then obliviously carried on dancing, 
were you forced to realize that this was 
the present, a time when people were 
going to get their S10.50 worth, no mat-
ter what. 

Rock's increased instrumental 
complexity has also left its mark on the 
Stray Cats. While their album, Built For 
Speed, is a compilation of twelve 
songs all under 3'.., minutes, Setzer is 
very mucn a lead guitarist in the way 
he interprets those songs onstage. On 
a standard 12-bar blues called "Drink 
That Bottle Down," Setzer abandoned 
his ordinarily concise twanging for a 
solo as ponderously predictable as 
those of a hundred Southern boogie 
bands Yet the same audience who 
rejects the pretentiousness of arena 
cock applauded him madly. Admit-
tedly, this event was very much a 
homecoming for the group—who 
were asked to be on the Friday show 
and support several Rolling Stones 
dates before thei ever had an Ameri-
can record deal—and to their fans, the 
Stray Cats could do no wrong. 

Yet I wonder if anyone else at Rose-
land felt as if they shifted uneasily 
between feet-on-the-floor reality and 
the same sort of warped time travel so 
frequently ndulged in by cinema. 
When the Stray Cats sang such 
unselfconscious rockers as "Rev It Up 
And Go" and the ChL.ck Berryish 
''Built For Speec," they were easily 
acceptable as an ingenuous rock ' n' 
roll band. But as they moved into their 
narrative theme song, "Stray Cat 
Strut," the music took on a determined 
nature—as if this song must capture 
the very essence of the 50s. Instead, it 
encapsulated ;he group and their 
chanting toliowers as effectively as if 
they had been preserved under glass 

a museum cf teenage attitudes. The 
Stray Cats, for their own self - 
preservation, would be well advised to 
forego ary further dependence on 
second-hand memories. Their own do 
well enough. — Toby Goldstein 
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MILES DAVIS 
Submerged in sodden, hot, poisoned 
and calamitous air alongside the berth 
of a 'merican aircraft carrier and 
macho jetfighters —your tax dollars in 
action—was probably not the best 
way for us to hear music, but that was 
how the Dr. Pepper Summer Whatever-
it-is presented Miles Davis, and we 
went. It probably beat hearing him 
open for Diana Ross—Diana Ross?— 
on Long Island or for Pat Metheny— 
wonder how Pat felt —on Boston 
Common. How was he? Well, I haven't 
spoken to his doctor, but he sounds 
fine. The chops are doubtless stronger 
than they were a year ago. He doesn't 
have to put his gorgeous tone to work 
covering up weak spots, nor does he 
have to devastate us emotionally so 
we'll forgive him the short lines and the 
occasional clam (though the trumpe-
ter capable of " Kix" on We Want Miles 

Miles Davis 

hardly needs apologia or excuses). 
Is that why he sounds, as a friend 

pointed out, less dramatic than he did 
a year ago, less a revelation? Though 
the man played, I'll tell you, he pulled a 
few pages from his 60s book, read a 
few chapters for Gil Evans, opened the 
inevitable volume of light. In sum, he 
shows some promise. And the band? 

This magazine, under which head-
ing I include myself, was the only publi-
cation in this great land of ours that did 
not fling little gobbets of goo at Mr. 
Davis for his band last year. I thought 
they made a kind of sense, accorded 
Miles a sufficient and commodious 
space. I even like the way they sound 
on We Want Miles- 1 guess the next 
album will be We Want Blood—but by 
now they're so established in their rou-
tines that almost nothing comes 
through. They've learned they can get 
away with it. Me, I wish they still felt 
uncertain. 

Miles kept his solos short. Guitarist 
Mike Stern's felt interminable. I'm per-
fectly willing to believe that in another 
context Stern is a fine, an imaginative, 
even a relatively wonderful guitarist, 
but with Davis he is stultifying. His 
solos alternate the hoariest rock 
clichas with rote and ill-fitting bop 
exercises. There is no sense at all of 
anyone creating anything, only that of 

someone trying to fill the necessary 
space with whatever he already 
knows. I get a greater feeling of per-
sonal creativity from saxophonist Bill 
Evans, who makes an attempt to play 
something new, avoid the obvious; but 
aspiration isn't everything, and 
rebounding from Coltrane to Liebman 
to Shorter defines a limited range. He'll 
grow. Bassist Marcus Miller seemed a 
marvel a year back; he still sounds 
good when he isn't popping the strings 
at you, as if to say, "Hear me! Hear 
me!" I've heard better conga players 
than Minu Cinelu. Al Foster sounded 
okay, but there wasn't a hell of a lot of 
nuance to his work, and that surprised 
me. The space had gone out of the 
band, and most of its room to breathe. 

It sounds to me like time for a 
change, as if a stronger Miles needs a 
stronger band, and I've begun to 
wonder what he'd sound like with a 
killer altoist like Paquito D'Rivera and a 

more imaginative and lethal guitarist 
(Scofield?), or, for that matter, in a new 
collaboration with Gil Evans, whose 
Sketches Of Spain the band evoked 
toward the end of its long set, insinuat-
ing Spanish modes into a perfor-
mance of the nursery rhyme "Jean 
Pierre" that was the most satisfying 
and satisfyingly collective music of the 
stifling afternoon and early dark. Aw, 
maybe it was just the weather. — Rali 
Zabor 

HAIRCUT 100 
Scramble the lyrics that sing the 
praises of B movies starring Hayley 
Mills, halcyon days in the country and 
the pleasures of returning home, with 
trumpet riffs that recall Alan Civil's 
work with the Beatles. Add soul, funk, 
and salsa cross-stitching to the basic 
mix, and what you come up with, if you 
happen to be Haircut 100, is some of 
the most infectious pop to hit these 
shores in years. Pegged, maybe mis-
takenly, by the British media as a 
funk/high fashion hybrid geared for 
the young teen market, lead singer 
Nick Heyward and company seem far 
less mannered and a lot more down to 
earth than the advance publicity 
would have one believe. 

"About the fashion bit," says Hey-

ward, "that started when we turned up 
to tape Top of the Pops. The studio 
was freezing, you know? So we all 
geared up for the show by putting on 
sweaters, woolly ones with high col-
lars, and then we put on these socks 
which we pulled up over our pants. 

"Next day, the radio and papers are 
talking. Who was that band? They 
touched on the music a little, but they 
really soared on that clothes bit. We 
had a laugh about it at first, but now it's 
rather embarrassing." 

Another part of the Haircut myth that 
Heyward is quick to dispel is any asso-
ciation with the latest breaker on the 
British new wave scene, London's 
love affair with funk. 

"There are about 40,000 funk bands 
in London at the moment, and none of 
them sound like us. I mean, most of 
them either can't play, or they're say-
ing grandiose things like they're going 
to do for funk what the Police did for 
reggae. Whereas we feel we've got to 
prove ourselves. Show them we can 
play, or whatever it takes." 

This sounds refreshing coming from 
a band that was signed to a record 
contract even before they played their 
third gig together. Up until ten months 
ago, the six members of Haircut 100 
were either looking for, or working day 
jobs. Heyward was a commercial 
artist; percussionist Mark Fox was 
teaching German at a university; and 
American-born drummer Blair Cun-
ningham, a veteran of sessions with 
everyone from Rufus Thomas to the 
Doobies, was looking for a band. 
Their signing to Arista and success 

were almost simultaneous. " It's no fun 
for us to play Britain right now," Hey-
ward tells me. "People just go mad for 
us, screaming girls and such, because 
we're young. 

"Here in the States it's quite differ-
ent. It's like Chicago is one kind of little 

country, Detroit another, Boston 
another. The size of this country is 
incredible. We're playing to really dif-
ferent audiences all over the place. 
And when we take the stage, we're 
hungry; here's another audience we 
have to win over. 

At the Metro this evening, Haircut 
100 is exuberant. Heyward's Mersey 
beat melodies are bolstered by a pas-
tiche of rhythmic currents. Graham 
Jones's guitar work is full of vitality. 
Bassist Les Nemes and Cunningham 
kick in with a soulful Stax-inspired bot-
tom. Percussionist Fox slides back 
and forth against the grain of Hey-
ward's catchy pop 'n' funk compositions. 
On top of this, the brass section, 

featuring Phil Smith's torrid sax, heats 
things up to fever pitch. From the 
opening blast, a nod to Latin/funk 
source War ("Low Rider"), the crowd 
on the dancefloor seems to be 
inflicted with a massive attack of Saint 
Vitus's Dance. 

Putting the funk on the back burner, 
the band also works in an unabashed 
pop groove. Not as busy as the funky 
stuff, these songs give the audience a 
chance to zero in on Haircut's oddball 
wit and peculiarly British charm. 
When Heyward tosses off a line like 

"We're lost without Hayley Mills 
today," you get the feeling that his 
intent is only slightly as silly as it 
sounds. Deep down inside, he really 
means it. 

"If I pushed hard and wrote an up-
to-date sort of lyric, like UB 40 about 
social injustice or something political, 
I'd sound pretentious. It just wouldn't 
be me," says Heyward. "I mean, I 
wrote 'Fantastic Day' (which is sched-
uled to be the group's next single), 
when I was fifteen, and it's one of our 
biggest songs now. I've always had 
that sort of thing in me." — Wayne 
Cresser 

Haircut 100 

A
D
R
I
A
N
 B
O
O
T
/
R
E
T
N
A
 

4 7 



c
0
 

,1-



A 
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IMO 

d 
he Space Cowboy, Gangster 

of Love, the Joker and now, 
Uno Vibrato... Steve Miller, a 

feisty, show-stealing kid, has 
gone from Haight-Ashbury 

to double platinum and back. 

t would be an easy enough 
scenario to write. Son oía well-

to-do doctor grows up around 
music and the arts, learns his 

first guitar chords from the in-
ventor of multi-track recording. 

Moves with his family from Mil-
waukee to Dallas at an early 

age and learns electric blues 
licks and showmanship from a 

patient of his father's, a man 
called T-Bone Walker. Goes to 

college at Madison, Wisconsin, 
where his band is booked years 

in advance on the frat circuit. 
Journeys to nearby Chicago 

where the cocky rich kid starts 
competing for (and earning) club 

gigs with the likes of Paul Butter-
field and Muddy Waters. Is drawn 

to San Francisco at the height of 
hippiedom and in no time is blow-

ing all comers off the stages of the 
Fillmore and Avalon ballrooms. 

Signs a lucrative deal with the same 
company that signed the Beatles 

BY DAN FORTE 
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"We'd come in to the Avalon and play 
hard-core shuffles and just knock 'em 
out. Then the next band would come 
out and be so stoned they could 
hardly play their guitars." 

and the Beach Boys, and puts out a few adventurous "artistic" 
albums before striking a chord with radio listeners that yields a 
string of hit singles in the mid-70s. Plays innumerable football-
stadium concerts, is voted Rolling Stone's Artist of the Year, 
makes a lot of money—virtually enough to relax in semi-
retirement for four years. Comes back with an uneven album 
that is almost unanimously panned by the press. Takes a 
cushy gig as a high-paid has-been playing Lake Tahoe show-
rooms where old fans still flock to hear him play his hits of days 
gone by. 

This could have been Steve Miller's story. Up to the final 
chapter, it is his story. But Steve Miller is not the Beach Boys, 
and it seems unlikely that he will ever be content to rest on his 
past reputation. When his first album in four years, 1981's 
Circle Of Love, was ravaged by the rock press (and "only went 
gold" as a result) he immediately went back into the studio as if 
to say, " I'll show those guys who's a has-been." 
And as with so much relating to the man and his career, his 

followup album, Abracadabra, is his " I told you so" to all who 
ever doubted him. The album is contemporary, a progression 
into the 80s for Miller, but displays a commercial sensibility not 
unlike Fly Like An Eagle and Book Of Dreams. And with the 
success the LP's title track is enjoying in the top ten, it's not 
hard to imagine Abracadabra selling the sort of multi-platinum 
units enjoyed by its predecessors of six years ago. 
So what is Steve Miller doing at the Sahara in Lake Tahoe, 

where the following week the stage he is on tonight will be 
occupied by magician Doug Henning and blonde airhead 
Suzanne Somers? He's doing what he's been doing for 
twenty-six years—"knocking them on their ear," as he likes to 
put it. From the opening harmonies of "Swingtown," all the way 
back to " Living In The U.S.A." and all the way up to the 
extended "Macho City," the crowd of 1,800 ( most of whom 
have never before set foot in a showroom) react like any other 
rock 'n' roll audience, albeit a somewhat well mannered one. 
Tuxedoed maitre d's seat blue-jeaned twenty-five-year-olds 
at padded booths with white tablecloths while waitresses 
strain to hear drink orders over the din that goes up from the 
crowd when Miller's seven-piece band launches into "Rock 'N 
Me." 

"I'll tell you what," Miller laughs backstage, " I don't think 
we're going to be back here. I don't think it's worked out quite 
the way the Sahara expected. We're just tearin' the joint up. I 
mean they're standing on top of the tables, goin' nuts. It's a real 
rock 'n' roll party. And I didn't know what was going to happen. I 
was scared to death when I came in here. I thought like: 
(mimics lounge singer a la Bill Murray) ' Hey, I'm the Gangster 
of Lu-ove. Hit it, baby... Ladies and gentlemen, the Spaaace 
COWBOY" But it's just a bunch of twenty-five-year-old kids 
getting to see a good rock 'n' roll show in a nice environment." 

In the mid-70s, nine albums into his recording career, Steve 
Miller's bluesy laid-back sound—his high, strained voice soft-
ened with digital delay accompanied by guitar riffs so familiar 
he was sometimes accused of plagiarism—struck a universal 
chord with radio listeners and record buyers alike, and our rich 
kid turned blues rocker could do no wrong. After selling a 
million copies of The Joker, Fly Like An Eagle sold four and a 
half million, thanks to three hit singles ("Take The Money And 
Run," "Rock 'N Me" and the title tune), and Book Of Dreams 

sold another two and a half million (with three more smash 
singles: "Swingtown," "Jet Airliner" and "Jungle Love"). 
Those two platinum albums and the Greatest Hits package 
which was hot on their heels combined to sell more than 
fourteen million records worldwide, and Steve Miller remains 
Capitol Records' top-selling solo artist ever. 

But four years away from the music scene, Miller admits, 
was one year too long. " I'm looking for my audience, too," he 
explains. " I think I've found part of my audience here. See, I 
personally would rarely buy a ticket and go to the coliseum to 
see somebody perform. They'd have to be real special. My 
audience isn't going to go to the coliseum right now. I pretty 
much lost my young audience at this point, I think. I haven't put 
anything out in four years. So a kid who was only twelve when I 
was at my peak, who's sixteen now, he doesn't even know who 
I am. I think three years is about as long as you can go, and I 
went four years. I'm thirty-eight years old now, and I don't want 
to go out and have to play something I think has to be written 
expressly for a sixteen-year-old kid who wants to drink some 
wine and boogie hard. But we are a boogie/rock 'n' roll/blues 
nightclub act. That's, basically, what I've always been—even 
when I went to San Francisco and recorded Children Of The 
Future. It was just a bunch of shuffles strung together." 

BLUES FOR A FLESH-COLORED CADDY 

Miller stayed away from the scene as long as he did 
because, in his words, " I was really tired. I've been doing it for 
twenty-six years, so it's nothing for me to take four years off 
and come back. I planned to keep playing all along. Right now 
I've got a big appetite for work, for music. And I've got the best 
band I've ever had. We've got six vocalists now and three 
guitar players." 
He describes his current band as his "vocal group," some-

thing he's been wanting to do onstage for a long time. Along 
with veterans Gary Mallaber on drums, Byron Allred on key-
boards and Gerald Johnson on bass, the group includes two 
brand-new guitarists, John Massaro and Kenny Lee Lewis. 
And taking time off from his solo career for another tour of duty 
with Steve is harmonica virtuoso Norton Buffalo. With the 
exception of Allred, everyone in the band doubles on back-
ground vocals. "By the time we get back from Europe," the 
leader assures, "we're going to be somewhere between what 
the Beach Boys were and what the Eagles were, with a more 
blues base." 

It is ironic that it's taken Miller this long to put together a 
vocal-based band. He's had some excellent singers in his 
organization in the past—including drummer Tim Davis and 
guitarist Boz Scaggs—but they seldom harmonized. "This 
tour, I'm just now beginning to get to do what I did in high 
school," Steve exclaims. "Before I came to San Francisco I 
had multi-vocal groups. But I could never get it together, and 
Boz didn't want to do it. That's when Boz and I really had the 
falling out; he didn't want to do the vocal stuff." 

Miller's association with Scaggs goes all the way back to St. 
Mark's High School in Dallas, Texas and the Fabulous Night 
Trains that played fraternity parties all over the Midwest while 
both attended the University of Wisconsin. After Boz rejoined 
Miller in San Francisco and contributed to the band's first three 
albums, the two went their separate ways, with Scaggs form-
ing his own blues-based unit, which in the beginning owed 
much to the sound of his former leader, though Scaggs never 
seemed as at home with the blues. "Boz was always really 
good with me when we played blues," allows Miller. " But I grew 
up in Texas and learned all that stuff, and it was just a part of 
the way I functioned. Then I taught Boz how to play guitar, and 
then Boz learned his blues kind of second-hand, in a white-
guy shuffle band. But he missed the whole Chicago thing." 
The blues was Steve's deepest musical love if not neces-

sarily his first. " First I knew a lot about jazz as a child," he 
recounts; " I knew Red Norvo when I was five or six, Tal Farlow 
used to come over to the house, and Charles Mingus. Les Paul 
and Mary Ford would come over Sunday afternoon and eat at 
our house and then go do their gig in Milwaukee, and my dad 
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would record them. So I got into that and into country & 
western from listening to the "Grand Ole Opry." Then we 
moved to Texas when I was six, and I instantly became aware 
of gospel music and church music, because my dad was just 
fascinated by it. Then T-Bone Walker used to come over to the 
house and play parties and stuff. He was a patient of my dad's 
for two or three years; he was a hypochondriac. When I was 
eleven years old, T-Bone Walker came to my house, showed 
up in a flesh-colored Cadillac with leopard-skin seats. I got up 
to go to school, and there was a rented piano that was deli-
vered to the house. I said, 'What's going on?' My mom said, 
'Well, a man named T-Bone Walker is coming over tonight, and 
we're having a party.' And I got sick right away and stayed 
home—didn't move, man. Along àbout four o'clock in the 
afternoon, 1-Bone comes up—in that off-purple sort of flesh-
colored Cadillac convertible. They played from five in the 
afternoon until six the next morning, and my dad recorded the 
whole thing! It was a real bizarre party—they had a magician 
and T-Bone Walker. 1-Bone showed me how to do the splits 
and play the guitar behind my head." 
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Children of the future, 1967: ( I. to r.) Miller, Boz Scaggs, Tim 
Davis, Jim Peterman (behind) and Lonnie Turner. 

After 1-Bone Walker, whom Miller credits with teaching him 
taste, Steve's biggest blues influences were Jimmy Reed and 
organist Bill Doggett's group. "I knew 'Leaps And Bounds' and 
'Honky Tonk' and all that Bill Doggett stuff when I was twelve. I 
loved that group—the organ, the guitar, the sax, everything. 
That was the epitome of cool music for a long, long time—that 
and Jimmy Reed. Jimmy Reed used to come and play at 
LouAnne's in Dallas. I backed him up when I was fourteen— 
my band, the Marksmen Combo, with Boz. To this day, Jimmy 
Reed is my favorite. We could put on a cut of 'Mr. Luck' right 
now, you'd just go, 'Damn, he's great!' That crazy, loping 
shuffle thing. We're still doing it." 

Fans who can remember when the majority of the Miller 
Band's repertoire was straight-ahead blues are still bemoan-
ing the fact that there is little documentation of that style on his 
records. But Steve promises that a blues LP will be added to 
his catalog in the not-too-distant future. " Everybody's afraid to 
do a blues album, because they're afraid they'll get killed for 
it," he explains. " I've been trying to make a blues album 
forever. It would have to be a classic Jimmy Reed album. But I 
don't want to do that album until I can sell two million copies of 

it, until I've got people paying enough attention to actually put it 
over. It'll happen. I still figure I've got that whole blues thing 
ahead of me to do. Certain things you just don't do until the 
time is right. And I bet there'll be a time when that blues album 
will save my ass. There's no doubt in my mind if I did all of 
Jimmy Reed's best stuff on one record with two Bill Doggett 
tunes, it would be an absolutely classic wonderfully fantastic 
album. But it should come out at a time when everybody would 
enjoy it, not just 130 people liking it." 

SHOW-STEALING AT THE FILLIVIORE 

When Steve drifted down from Madison to Chicago in the 
early 60s he made his way to the nightclub stages the same 
way he had in Texas and everywhere else. " I've always relied 
on my own ability to entertain people," he states. "And in 
Chicago the only way you could get work was to steal gigs 
from other bands. I'd walk right into somebody's thing and sort 
of ask if I could sit in, and just steal their show—by being able 
to out-entertain them. I did that to Corky Siegal a lot," he 
laughs; "just miserable little pissant gigs, forty bucks a right. I 
was very competitive. Like I was telling my little brother, if you 
want to work, go look at the place you want to work, instead of 
taking the one where you can work. If you want to work at Big 
John's in Chicago, what does that mean? You gotta go get 
Paul Butterfield's gig, right? That's the real test of whether you 
should stay in the biz or not." 

In 1966 Miller moved to San Francisco, where his competi-
tive, survivalist attitude was greeted by the Bay Area's blos-
soming hippie community. "The first thing I did," he 
remembers, " I walked into the Fillmore, where Paul Butterfield 
was playing, and the Jefferson Airplane were doing their fare-
well to Signe what's-her-name (Anderson). Grace Slick had 
just joined that night. Butterfield let me do three songs, and I 
tore the joint up. Introduced myself and told this hall who I was 
and where I came from and what I was there for. And within a 
week I'd called up my friends in Chicago and said, 'Hey guys, 
there aren't any bands out here. This is it.' And we got help 
instead of competition. Quicksilver helped me out. John Cip-
polina got sick so they said, 'Steve, you want to come down 
and play the Matrix?' Sure do.' I'd sold my tape recorder and 
was living in Berkeley. I had paid the rent for two months, $125 
a month, so I had two months to make it or break it. Played the 
Matrix and just knocked them out. Because we were a lot 
better than Quicksilver Messenger Service. We were used to 
entertaining people. Those guys could hardly tune their gui-
tars they were so stoned. That was the scene. They had the 
other side of it going; everybody knew they were real important 
because they were Quicksilver. Then Chet Helms saved my 
life—paid me $500 to play the Avalon Ballroom with Buffalo 
Springfield. Blew them off the stage! We came in and played 
hard-core shuffles. I mean, it wasn't a bad band; after all, Boz 
and I were in it. We'd do these tight sets. After forty-five 
minutes everyone would go nuts at the end of the set. Then the 
next guys would come out and tune, and dink around, tune, 
and dink around...the Grateful Dead would play 'Midnight 
Hour' out of key. The thing about the Dead, it was fun to listen 
to Jerry Garcia rap. He's a great talker." 

Although Miller had been associated (or, more accurately, 
lumped in) with nearly every category of rock 'n' roll, he still 
feels a close tie with San Francisco, even though he has lived 
in Oregon and Washington for the past eight years. "I stayed in 
San Francisco for eight years and worked that scene," he 
says; "I built that scene. I mean, I kept the Fillmore alive. There 
were times when the Steve Miller Band played the Fillmore 
seven nights in a row, six weeks in a row, backed up Chuck 
Berry, backed up somebody else, then played the shows and 
kept the doors open when they couldn't get anybody else in. 
We built the scene, but we couldn't have done it if the other 
people hadn't been there. If Victor Mescoso hadn't been there, 
if Kelly and Mouse and the new art work hadn't been there, if 
Headlights hadn't been there, if Chet Helms hadn't been there 
putting that scene together, if Bill Graham hadn't been there to 
exploit it. When I went to San Francisco what I saw was that the 
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Grateful Dead couldn't play worth beans, but they had created 
a social scene. And the Jefferson Airplane couldn't play worth 
beans, but they acted like rock 'n' roll stars. And the ' go' that 
was put into the scene was brought in by bands like myself and 
Butterfield. Then all of a sudden B.B. King was playing there. I 
mean, when we came out there, we literally told these people 
about all these other musicians. So you had a scene that had 
room for something as goofy as the Plasmatics—or, in this 
case, Blue Cheer. I remember seeing Blue Cheer with, I think, 
three double stacks of MarshaIls—no, six! Absolute nonsense. 
But it ranged from that to Ray Charles and Aretha Franklin. It 
was a really intelligent musical scene. You could see Ray 
Charles or the greatest British rock band of the day or Fleet-
wood Mac when they were just a bunch of scruffy kids, or the 
Modern Jazz Quartet. I played lots of shows with Charles 
Lloyd, with Keith Jarrett; I did shows with Miles Davis. I used to 
jam with Cannonball Adderley; took him on the road with me. 
And I also did shows with Bo Diddley and Chuck Berry— not to 
mention Johnny Cash" 

OF AIRPLAY AIVD AIRHEADS 

Ironically, during the Renaissance days of San Francisco 
rock, radio stations (AM and FM alike) wouldn't touch any of 
the music coming out of the ballrooms. It wasn't until the late 
"Big Daddy" Tom Donahue started KMPX (and cast the mold 
for " underground" FM stations all over the country) that Miller, 
the Dead, the Airplane and Quicksilver made it to the air-
waves. And it wasn't until after the demise of the eclectic bills 
at medium-sized halls that Miller crossed over to AM listeners 
with "The Joker." That began an unbroken string of hit singles 
that stopped only when Miller quit touring and releasing 

albums in 1978. 
His comeback release, Circle Of Love, missed the mark by 

about about a mile, with both critics and record buyers. "What 
I'd done," Miller admits, "was I had not realized the state of 

radio. Radio's totally different today. I was living in Seattle, 
listening to Seattle radio. I didn't understand that 75 percent of 
AM radio's market was gone, and FM was so diversified- 1 
couldn't get into some stations because I wasn't heavy metal, 
etc. And I learned that real quick. Because one of my jobs is 
making radio sound good. That's why Fly Like An Eagle was 
such a smart record, and I knew it was going to do so well, 
because there was such a weakness of material at that time. 
That's when you had all the Southern bands with one good hit 
and sixteen junk guitar songs. Before I mixed Fly Like An Eagle 
I took the top ten albums and listened to them. It was atrocious. 
I knew I couldn't miss, man! I had ten good songs." 

In hindsight, Miller feels satisfied with the music on Circle Of 
Love, especially the guitar playing which he feels is some of 
his best on record. " I want to do a metamorphosis in front of my 
audience now," he explains. " I want to change and be able to 
play the kinds of things I like. One of the things I was trying to 
do with Circle Of Love was, I want to get away from having to 
make twelve three-minute songs. I like the challenge of mak-
ing singles, and it's difficult, because you have to put so many 
ideas and edit so much down into the three minutes. But just 
as a mode of expression, to me it gets tiring having to always 
make three-minute cubes." 
The American press dumped on Circle Of Love almost to a 

person, but that still didn't prepare Miller for the reception he 
got when he met with the English rock reporters. " I was like a 
turkey that was delivered on Thanksgiving Day to be cut up," 
he moans. "They just hated me. I'd never seen anything like 
that happen in my life. I went over there to see what the hell 
was going on, and then I realized it was just an attitude that 
was real popular to have. They were really in trouble, their 
economy was really bad, their whole direction was real 
screwed up. There's a real cultural difference now between 
England and America; it's not like it was at all. And people don't 
understand, but England has been in a depression now for ten 
years. Last time I went I said to my friends, 'They're cannibaliz-
ing their culture. They're just destroying everything, just to 
destroy it.' It was really frightening. It's not like Jolly Old Eng-

land, and good old Eric Clapton and the Who." 
As for the new wave that originally came out of England, 

Miller doesn't have much nice to say. "Music is a ritual," he 
feels; " it involves the present and the past and the future. 
There's a lot of people who do it really well, and the masses 
understand that. Then there's new things that are spectacular 
that get foisted on the public. I think the new wave thing 
basically boils down to the Go-Go's. They make nice, fun 
records, but to compare them with a lot of bands that have 
sustained themselves over the years is silly. I don't think 
they're a real motivating force in music. I consider myself a 
musician who's been lucky enough to get some of that mass 
public appeal as a musician, without having to be the Mon-
kees. I feel like we've just gone through kind of a damaging 
attack on music, really. Everyone wants something new and 
sensational, and it almost doesn't matter what it is if it's the 
right packaging. And music hasn't really improved much. You 
keep seeing groups like Triumph and Loverboy—it's been 
going on forever. It's kind of like Paul Revere & the Raiders, 
only it's 1982. It's amazing how long that same formula can 

exist." 
To make Miller's problems with the English press even 

worse, his overseas label, Phonogram, did what Steve calls an 
"unbelievably unprofessional job" in getting Circle Of Love 
into stores. Miller hasn't been entirely pleased with the treat-
ment he's received from his domestic label, Capitol Records, 
either, and he doesn't mince words in explaining why. "They 
don't know what they could do if they were intelligent and 
encouraged their artists," he begins. " Instead, they're stingy, 
they're stupid, they're dumb They spend eighty percent of 

Miller continues to craftily reassemble his first love, the blues, 

into contemporary hits. 
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their time doing politics and twenty percent doing business. 
And they win by default, because they have a distribution 
system. The way our relationship has been, any time 1 have 
any strength 1 have to hold them up. And I help them. I'm real 
quick to do things for them; for instance, I waived $50,000 of 
my royalties on Circle Of Love so they could discount my 
product 6 percent to get it in stores. And then they didn't 
release it the way they were supposed to. A short, edited 
version of 'Macho City' was supposed to be the first single, and 
they didn't release it at all. That's the way they do business. 

"I was trying to negotiate a new contract with them for six 
months before Circle Of Love came out," he continues. "And I 
read my little book on negotiations to refresh myself, and I 
figured out in June that they wouldn't even respond until 
October 1. And, my God, they called me at 3:30 on October 1. I 
just went, 'Geez, this book's good! What do I do next?' It was 
the dumbest thing in the world. It took them six months to come 
to grips with what I told them was going to happen." 

REAL BUSINESS 

Like Fleetwood Mac, the Rolling Stones and very few other 
major artists, Steve Miller is his own manager. His current 
game plan in terms of his relationship with Capitol is to deliver 
two more albums this year—a live LP from his current tour, and 
a studio album that is already in the works. "We're on a big roll, 
creatively, right now," he enthuses. "Capitol is going to find 
themselves in a situation where they were ten years ago— 
where everybody's going to be wanting to sign me, and it's 
going to be an open bidding war. But the thing is, I don't really 
want to change labels and go over to the other label. ' Hi, babe, 
how are ya? Really love Fly Like A Beagle. You're the Space 
Cadet, right? Followed you all my life.' Those guys, you know, 
they're all the same. It doesn't matter which company it is. 
They're all distribution systems and accountants and lawyers 
who don't know or care anything about music. I'd like to get an 
astute label that understands the difference between good, 
bad and real business. I represent real biz." 

Capitol, Steve feels, got cold feet after Circle Of Love was 
panned, but now that Abracadabra is showing signs of being 
the hit that Miller promised it would be, the executives are 
once again hot on Steve Miller. "The song 'Abracadabra' was 
written and not put on Circle Of Love," Miller points out, 
"because I wasn't quite happy with it. So I knew I hadn't lost my 
knack for writing singles or anything like that. And Abracada-
bra is a more commercial album, but it's not like I tried to make 
things for what I thought was happening. I just took what was 
available to me and put it together in a more commercially 
acceptable package." 

While Miller wrote "Give It Up" and the title track from 
Abracadabra, the remaining eight tunes were penned by past 
and present band members in various combinations. The 
album was coproduced by Steve and drummer Gary Mallaber, 
who the leader divulges recorded many of the basic tracks at 
home. "When I finished in 1978," Miller details, " I bought as a 
gift for every member of my band an 8-track tape recorder. It's 
a real tool. Lonnie Turner got one, Gary got one, everybody got 
one. But Gary took his and set up a little studio in his garage. 
Then he ran into John Massaro and Kenny Lee Lewis doing 
session work in L.A., and they wrote six or so songs on the 
album; Lonnie and Gregg Douglas wrote two. See, I wanted 
them to take part in what was going on with the band more, and 
I was really pissed off at all my other writers—the guys that 
wrote 'Swingtown' and 'Wild Mountain Honey' and 'Jet Air-
liner.' They made $90,000 for each song or something, went 
and got a cabin in the woods, and haven't done a goddamn 
thing since. And it's real hard to sit down and write ten great 
songs by yourself. Then Gary sent me all these tunes, and I 
said, 'This stuff is great. Who are these guys you're singing 
with, and when in the hell did you start singing?' So he gave me 
the 8-tracks that he recorded in his garage, and we took them 
into a studio, overdubbed it, and transferred it to a 24-track 

Studer. That album was basically cut in a garage; it's a garage 
album. Cut on a Tascam 8-track in Mallaber's garage, ninety 

"I've pretty much lost my young audience 
at this point. I haven't put anything out 
in four years and/think three years 
is about as long as you can go." 

percent of it." 

Which explains why Abracadabra features far less of 
Miller's guitar work than did Circle Of Love. "That's because 
most of the tracks were already done," he laughs. "And it was 
more vocal-oriented. We started to put guitar parts on, but it 
really didn't need it. And when I was doing Circle Of Love, I was 
basically doing all that by myself, and I was pretty far away 
from a band concept at that time." 

Having built and subsequently abandoned his own high-
tech recording studio in the middle of Oregon, Miller has 
arrived at the philosophy that simpler is better. "You and I 
could set up my 24-track studio in one hour right in this room," 
he claims. "As a matter of fact, guitars sound better in a living 
room than they will in a studio. Studios are terrible places to 
play guitar, because they're so dead. We stopped using Dolby 
and all that stuff, too, because it turns out all Dolby does is just 
constipates everything. I think almost all of Circle Of Love was 
cut at home, except for some overdubs and the mixing, which 
we did at Kaye-Smith. We had some problems with the phone 
ringing and planes going over, but you'd be surprised at what 
you can live with and what you can clean up when yousgo back 
into the studio. I'm telling you, you could make any album 
you've ever heard just about right here in this livirg room. Then 
you have to go someplace good to mix it." 
Abracadabra was put together at a cost of $36,000 and 

finished in six weeks. "The truth of the matter is," Miller 
believes, "if you're real good and well-rehearsed, there's no 
reason you couldn't go and make thirty minutes of music in 
four days. There's no great solo that's going to happen in the 
studio that you couldn't have rehearsed ahead of time in the 
garage. I've never seen anybody capture anything real fabu-
lous in a studio anyway." 

With all the success Steve Miller has enjoyed over the years 
it's obvious that he doesn't need to make albums and go out on 
the road to make a living. So why did he come out of his 
semi-retirement? "Your kids nowadays, they're good players, 
but they don't have any role models. 1 mean, is Jimi Hendrix a 
role model? All Jimi Hendrix is a role model of is a huge waste 
of a fabulously talented man. And I mean he was the Duke 
Ellington of our age; that guy had a lot of music in him. The 

young players now think they've got to sniff cocaine and live it 
hard and fast and play it real loud. And, technically, they're 
brilliant. I saw that girl Pat Benatar; she's got a guitar player in 
her band— I don't even know his name [ Neal Geraldo]—he's a 
monster. Ten years ago people would have made him presi-
dent. Today, guys like that are just one of twenty-five. Whether 
they have sensitivity and taste is another question, but techni-
cally they're giants. But these guys don't have any role models 
except for living in hotels, hustling girls, takirg drugs and 
playing loud guitar. And, of course, the music industry just 
encourages that—the record executives, the managers. It's 
an incredibly self-destructive business." 
As far as the term "comeback" applies to Miller, he admits 

that "after Circle Of Love, in one sense, I said, 'Well, I've got no 

place to go but up.' I wasn't worried about my ability to come 
back and go on—like my record company was. I'm thirty-eight 
years old, I'm at the absolute physical peak of my life; as far as 
my musical ability, I'm still learning. This idea that you're all 
washed up—hell, I'm just getting smart." in 
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I
t is a sentimental journey under a 
shifting midsummer sky, the grey 
and yellow quilts of clouds that 

hover above• the English countryside 
showing neither approval nor disap-
proval; properly they evince a benign, 
atmospheric British frown. Driving ex-
pectantly through Berkshire, briefly 
cruising along parallel with the bright 

red pleasure barges slipping down the 
narrow upper reaches of the ancient 
Thames, the car is throttled past the 
riverside hideaway in Pangboume where 
a certain Jimmy Page once lived (three 
doors down from the local pub) during 
the early 70s. Swinging onto the wind-
ing two-lane thoroughfare leading into 
the village of Wallingford, the roadside 
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T I a r«. /hose were heady times, 
whole era filled with a vast, 

unfounded pleasure at tearing 
down any and all barriers." 

attractions along the route evolve in a gentle blur from unas-
suming dry good stores and vegetable stalls to genteel shops 
selling fine riding apparel and outfittings for the hunt. Not too 
distant from here, of course, is Lambourne, home of the 
Queen's stables and paddocks, where her mounts are trained. 

Bursting out of the town square, one finds oneself poised 
upon a sloping rise overlooking the breathstealing Berkshire 
downs, acre after prime acre of flowing farming, riding and 
hunting lands stretched out in all directions. It's a sight to 
tranquilize the peasant's soul and to fire the poet's imagina-
tion. And the grand, sweeping patchwork with its undulating 
emerald and gold waves of thriving wheat, potatoes, aspara-
gus and barleycorn—especially barleycorn—heralds the 
proximity of a humble repository of rock 'n' roll mythology, the 
quaint cottage to which Jim Capaldi, Dave Mason, Chris Wood 
and Steve Winwood retreated in 1967 to sow and harvest the 

first seeds of Traffic's musical legacy. 
This is the land of "Berkshire Poppies" and "Coloured 

Rain," where heaven was ever in the lads' sometimes hash-
and acid-addled minds, as they tripped down to a pub in tiny 
Aston-Tirrold called the Boot to shoot the breeze about Mr. 
Fantasy, the Pearly Queen, 40,000 headmen and fellows with 
no face, no name and no number. 

"It was some house, some era," Capaldi now recalls fondly. 
"The rented cottage was our permanent address for two 
years, and then it became a jam center for us and all our 
heavyweight space cadet companions, like Denny Laine and 
Ginger Baker. We always had a running battle going with the 
gameskeeper. He looked after the property for the laird, Wil-
liam Pigot Browne, a friend of Chris Blackwell, the head of our 
label, Island bloody Records! The gameskeeper used to put 
big sticks with nails stuck in them across the roads to foil our 
jeeps and keep us off the damned property! 
"Some heavy numbers went down there, for sure: a friend 

on acid flying off the roof of a mini-van as it headed down the 
driveway into the path of William Pigot Browne, the poor tripper 
waking up the next day in the hospital with a broken collar-
bone; the band recording hundreds of tapes outdoors, many of 
them filled with birds tweeting wildly in the background so you 
could scarcely hear what the devil we'd been aiming for; tough 
Teddy Boy gangs coming 'round occasionally to break in; Joe 
Cocker & the Grease Band taking over the cottage down by 
the last bend, joining in the festivities as only they could. 
Indeed, quite an era...." 

It's not much further now, just past the fork that leads either 
to Aston-Tirrold, or to the small bustling grainery beyond 
which squats the gamekeeper's house, a scarecrow with a 
white tin pail for a head swaying in his garden. Up the tire-
rutted chalk road and there, in the center of a copse of hazel-
nut and pine trees, is a two-story wisteria-draped white brick 
dwelling with a slate roof and squat red chimney, the song-
immortalized "House For Everyone." 

My bed is full of candy floss 
The house is made of cheese 
It's lit by lots of glowworms 
If I'm wrong correct me please 
The village is a pop-up book 
The people wooden dolls 
The roads are made from treacle 
Think it's time that I moved on 

"Listen, I'm not claiming everything we wrote and recorded 
back in that time was fabulous," says Capaldi. "Many things 
backfired or we were off the mark. But I sometimes look back 
and feel that we were an experimental group that went out into 
the natural wilds just to sort of hammer it all out. Back then, all 
the rock music was anchored to the city life. The fact that the 
four of us—all country boys from the Midlands to begin with— 
went back out to the country to abandon the urban distractions 
and get into the music set a definite trend." 
Many miles deeper into the countryside, outside a lovely 

manor house, "dating back to the Doomsday Book" according 
to its rock star owner, and nestled in the vicinity of Highgrove, 
official residence of the Prince and Princess of Wales, Steve 
Winwood sips a cup of tea in a typically English garden and 
cements his colleague's point. 

"There was a justification then for moving to the countryside 
to make music," says Winwood, attired in well-worn jeans, 
checkered flannel shirt and leather walking shoes. " It was the 
peace, information and satisfaction you get from actually 
hearing yourself thinking out loud." 
From inside the house, in the recesses of the kitchen, 

comes an inadvertent rejoinder. "Too true! While you see a 
sandwich, take it!" booms Capaldi, cracking a joke at the 
expense of the title of Winwood's runaway hit single of 1981, 
"While You See A Chance." A houseguest helping himself to a 
portion of the batch of fresh egg salad on cracked wheat 
sandwiches prepared by Winwood's wife Nicole, Jim has 
arrived to cut an album in his buddy's bucolic home-recording 
center, just as Steve has completed Talking Back To The 
Night, the followup to the surprise chartbusting LP of last year, 
Arc Of A Diver. 

Steve's gleeful laughter shatters the pastoral concord. 
"Okay," he giggles. "Let's go inside and talk about bloody rock 
'n' roll." 
Winwood is slight and small-boned, with smooth pink skin 

just this side of translucent, and when he walks it's with the 
puckish, bopping lope of a man perpetually, unabashedly, 
preoccupied with his own errant muse. His voice is soft yet 
sharply reedy, and in conversation he punctuates strongly felt 
points with trembling emotion, which begins as a flush of the 
angular face and then slowly builds into an impossibly small 
hand gesture, a flick of the fingers upon his temples or a 
determined tapping upon his own wrist. However minute, 
these actions and reacti9ns can be curiously moving to 
behold, coming as they do from a man rarely given to hasti-
ness and unsusceptible to the fleeing impulse. A singular 
presence, Steve Winwood's taciturn, quietly smiling manner 
combines the spectral aura of a David Bowie with the awe-

some hunger for life that smolders within and illuminates the 
delicate, resolute central characters in Dickens's novels. Say, 
a David Copperfield. 

It's all in his eyes: burning, unblinking, fearless, when every-
thing else about him seems sadly timid. 
A country gentleman residing in his dream house in 

Gloucestershire for a decade, Steve Winwood was born on 
May 12, 1948 in Birmingham, England and well-nigh weaned 
on rock ' n' roll, making allying at the craft when most prospec-
tive candidates from the provinces wouldn't know a riff from a 
rafter. Famous by age sixteen, he's been praised and panned, 
celebrated and nearly eulogized in the years since. While 
assured of a place in the rock ' n' roll Hall of Fame, he was 
almost dismissed as a lifeless trophy on two legs before he 
strode seemingly out of nowhere to reaffirm his status as one 
of the most original and sagacious talents in the music 
industry. 

But as we should have learned long before now, thirty-four-
year-old Steve Winwood couldn't possibly come out of 
nowhere to do great things. 

"He's been on Island Records for eighteen years," says 
Chris Blackwell with pride, "and the album he's just completed 
will, I think, come to be judged as his best work yet. After all 
he's accomplished, all he represents in his totally unassuming 
way, I think that's amazing. The week in 1964 that I signed him, 
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I was up in Birmingham with Millie Small ("My Boy Lollipop") 
for a TV date, Thank Your Lucky Stars, and I squeezed in time 
to catch two local bands I'd been tipped about. One was called 
Carl Wayne & the Vikings, which later became the Move, and 
the other was the Spencer Davis Group. I passed on the first, 
which was a good group but not to my taste, and signed the 
second because they had a kid out front who could sing like 
Ray Charles while still sounding like himself; quite an 
achievement. 

"But that's not what makes him so wonderful for me. And I 
can only explain that with a little story. Back in 1965, when I 
managed the Spencer Davis Group and they were on tour in 
Norway and a very hot band worldwide, this guy talked Steve 
and me into accompanying him through miles and miles of 
snowdrifts, to what he had billed as this fantastic party. When 
we got there, there was only me, Steve, a cheap tinny record 
player, half a bottle of whiskey—which was illegal in Norway— 
and forty too-young girls who wouldn't let this seventeen-
year-old rock star leave. And we couldn't understand a word 
they said. No wonder there are so many suicides. 

"It was a total washout. At the end of the night, when we 

finally talked someone into taking us for the incredibly long 
journey back to our hotel, Steve turned to me, smiled that 
schoolboy's grin of his and shrugged good-naturedly, as if to 
say, 'No problem.' 

"I swear to you, if that happened to us again tomorrow, he'd 
show the same sweetness, control, strange innocence. 

"In spite of all his ordeals, he's completely unjaded. That's 
what makes him Steve Winwood. And that's why he's a suc-
cess. All over again." 
MUSICIAN: You've been at the rock 'n' roll game for a 
remarkably long time, since before your teens if I'm not mis-
taken, yet I've never read anything about your home environ-

ment as a boy; how you were raised and what your parents 
were like 

WINWOOD: That's 'cause nobody's asked me. I grew up at 
70 Atlantic Road, a pleasant tree-lined street in a suburb of 
Birmingham called Great Barr. It was a small house, with a 
piano in the parlor. The whole family was musical on both 
sides, with my mother's father being a church organist who 
could also play flute, fiddle, tin whistle. Same with my dad's 
people. We'd have musical parties at Christmas, playing folk 
songs. My father's a very sensible man, a very hard-working 
man—and strict. Neither he nor my mother nor even my 
grandparents ever drank or smoked. As a result I think I was 
much better brought up than most of my friends. 

Frankly, a big part of my development was the Boy Scouts; I 
was both a Cub and a Boy Scout, with the 236th Perry Barr 
Troop. The Scouts are a fantastic movement. I was reading in 
the paper the other day where some idiots are trying to get rid 
of the Boy Scouts, saying that a brilliant man like Baden 
Powell, the founder, had created nothing more than a sort of 
fascist youth movement. I was absolutely incensed! I loved the 
time I spent in the Scouts, camping and hiking in Plymouth, 

Blind Faith: (I. to r.) Eric Clapton, Rick Grech, Ginger Baker and 
our hero; fine album, "vulgar, crude, disgusting" shows. 

Devon, Cornwall, sometimes up north to Cumberland; and 
doing bob-a-job: working at odd jobs in the community for a 
shilling. Got a lot out of it; I went straight from the Boy Scouts 
into rock ' n' roll ( laughter). Fancy that! 
As for parental guidance, my father was not the sort of fellow 

to sit me down and give me a lot of heavy advice but both he 
and my mother were very helpful in terms of overall support 
and encouragement. My dad was the manager of Hall's Iron 
Foundry in Birmingham, laboring in the same profession as his 
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father, and he would have liked me to carry that on, but exerted 
no pressures. On the contrary, he taught me a few tricks about 
being a working musician. He played a variety of instruments, 
mainly sax, bass and drums, and led various bands, but he 
used to advertise for his own group as if they were two different 
bands, one very expensive and snobbish, and the other very 
working class and cheap. One way or another, he always got 
work. Pretty shrewd, I thought. 
MUSICIAN: So he endorsed your musical ambitions? 
WINWOOD: Very much so. But you must be aware that rock 
'n' roll is not now nor ever has been considered real music in 
Britain. Please don't take this lightly; this is a crucial point for 
anyone trying to understand the outlook and perspective of an 
aspiring popular musician in this country. Ours is a very strati-
fied, disdainful social structure in which anything produced 
after the days of Elgar and Vaughan Williams is not considered 
to be of any value whatsoever. It isn't considered, period. And 
I'm not exaggerating. I was kicked out of Great Barr Compre-
hensive School at age sixteen because of my "unsavory 
activities" with the Spencer Davis Group. A warning came ata 
school assembly, where it was announced publicly that "cer-

backed me up and were not upset that I'd been kicked out. 
They regarded the whole matter as being thoroughly ridicu-
lous, which I've always deeply appreciated. 
MUSICIAN: Well, you've taken some hard knocks and been 
handed some raw deals in your post-Great Barr Comprehen-
sive School experiences. It's not generally known, but you 
nearly died from a bout with peritonitis during the period 
(1972-'73) that you were touring and recording Shootout In 
The Fantasy Factory. 
WINWOOD: True. That was when I was writing songs like 
"Sometimes I Feel So Uninspired." That song reflected a lot of 
things: the state of the rock 'n' roll worldat that point, my own 
frame of mind, struggle with my health. It was just an honest 
thing; the song was talking about a definite sometime-feeling I 
get. We can't be inspired all the time, can we? And those of us 
who are made to feel that we have to be, grow weary and even 
ill from the stress of the crazy, unfair responsibility put on us. 
My peritonitis started as appendicitis and what happens is 

that these poisons spread throughout your entire body and 
you virtually fill up with toxins. I was desperately ill, trying to 
keep touring and functioning, and my condition was such that 

The laird in his typically English garden; Winwood's music has 
always been laced with pastoral and religious overtones. 

tain students" in the school were known to be connected with 
untoward musical companions. 
Soon afterwards the headmaster, one Oswald Beynon, 

summoned me to his office for a one-sided discussion. I stood 
before him in my uniform of grey slacks, black blazer with the 
school crest on the pocket, and green, white and black striped 
tie, and he sacked me on the spot for playing rock ' n' roll. Being 
sixteen, my attitude was, "Well, screw you too, geezer" But 
what was most important was that my father and mother 

it wasn't until I'd gone through several doctors, various trips to 
the hospital and exploratory surgery that they figured out I was 
in a most delicate and serious state. Peritonitis, by the way, is 
what killed Houdini. My recovery was slow and painful. A 
terrible, terrible thing for me. One of the toughest times of my 
life— but by no means the only one. 
MUSICIAN: Hmmmm. Makes me reluctant to ask what the 
others might have been. 
WINWOOD: Well, disbanding Traffic in 1974 was difficult, of 
course. But the period between the completion of the long-
promised—or threatened—Steve Winwood solo LP in the 
spring of 1977 and the release of Arc Of A Diver in 1981 was 
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quite hard for me professionally. The music industry went 
through such a strange stretch in 1977, especially in this 
country, with the whole punk rock thing coming about. Punk 
was rebellious—and justified in that response—but it had very 
little to do with music, and so it created a highly-charged but 
frighteningly floundering atmosphere that I found very, very 
disheartening. Musical quaiity for me has always been an 
important part of rock 'n' roll—and winning recognition for that 
has long been an uphill battle all the way. Punk seemed like 
rock 'n' roll utterly without the music. 

MUSICIAN: Did you also suddenly feel as if there was no 
audience receptive to your reemergence? That your music 
had suddenly become anachronistic in the marketplace? 
WINWOOD: Not really; I was concentrating less on the mar-
ketplace than on myself. I realized that if I was going to carry 
on in this business, then 1977 was the beginning of my ulti-
mate trial, but rather than let that burden lay too heavily on me, 
I decided that the creation of the sequel to the first solo record 
was the key objective. My career needed new continuity. Also, 
at that time I was going through writing problems as well. 
Capaldi, who was the only person I'd ever written with, iri terms 
of a true ongoing partnership, had moved away to Brazil for tax 
reasons. I had no lyricist I could rely on, and no band. In the 
days of Traffic and the Spencer Davis Group, there was 
always a group requiring new things to play, so I'd somehow 
dig in with a collaborator like Jimmy Miller or Capaldi and get it 
done. 

It's funny, though, because in this case as well as others, the 
really bad periods for me have tended to be rather good 
periods after a while. It's the bad periods that were the times of 
realization and gestation which made possible the 
resurgences. 
MUSICIAN: If you were so hard up for collaborators, why 
didn't you simply follow Capaldi to Brazil? 

WINWOOD: Well, because I couldn't put a price on not living 
where I wanted to live; I was too selfish. I was willing to pay the 
disastrously dear price of giving 95 percent of what I earned to 
the British government in order to stay where I was. It was 
pretty decadent of me, when you think about it, and pretty 
stupid too. Thank God, things aren't so bad now with the 
Thatcher government. 

I'll tell you straight: the pressures on me were huge. I was 
quite literally running out of money. Following the Steve Win-
wood record, which I cowrote with Capaldi and Viv Stanshall, I 
knew I was looking at my last shot to stay in the business. If the 
next album wasn't at least mildly successful, I would have had 
to leave the record industry because I simply couldn't afford to 
be in it any longer. I would have had to undergo some drastic 
professional and personal lifestyle changes. 
MUSICIAN: Are you saying that, with the lack of significant 
sales of the first solo album and the second looming before 
you, Steve Win wood was considering quitting as a performer? 
WINWOOD: Quite possibly, yes. I knew I was goinb to run out 
of cash and resources soon, and I was thinking about explor-
ing other areas, perhaps getting a job with a record company 
as a producer. My brother Muff is head of A&R at CBS in 
England. I'd considered and tried sheep farming, cattle farm-
ing, all kinds of alternate ways of making a living. But I quickly 
realized that all the mistakes I'd made in the record business 
over the years were very valuable, that I'd paid my dues and, 
for better or worse, staked out my territory in terms of 
competence. 
MUSICIAN: So you literally approached Arc Of A Diver as a 
make-or-break project? 

WINWOOD: (nodding grimly) But I suppose I still refused to 
believe that the strain from such a situation is what maybe 
makes a successful album. I expected absolutely nothing 
from Arc Of A Diver. Nothing. And I thought, " I'm just going to 
make a record and then I shall settle up financially, and move, 
if necessary, to a small flat or join a gypsy caravan. I figured I'd 
continue doing some things that I like doing and enjoy life as 
best I could in diminished circumstances. 
MUSICIAN: You almost had to give up this house? 

)ecause the pressures on 
me were huge, I knew I was  ) looking at my last shot 
to stay in the business." 

WINWOOD: Oh, sure. And I would have done that easily, 
although there was almost no two ways about it. I was going to 
be forced to 

MUSICIAN: Must have been pretty scary. 
WINWOOD: See, now this is the thing: when it gets right down 
to it's not scary at all. I would have managed to have a 
gentle, peaceful life, somehow. You don't have to have a big 
house and a lot of land to have a peaceful life. You can create 
it in other ways. 

But, as I say, although that was such a low point, it was a 
good juncture too because I came to a lot of realizations about 
myself and about materialism. It was just material things that I 
was really worried about. I figured that I could do without them, 
and so I was able to take a lot of the load off myself. If I'd have 
been making a record feeling, "This has got to be a hit," there 
would have been no hope at all. These were the kinds of things 
that were on my mind, I can tell you, when I wrote "While You 
See A Chance." 

MUSICIAN: You also seemed to be attempting to minimize 
the heat you were feeling artistically by billing Arc Of A Diver, 
on the inner sleeve, as "an album of songs by Will Jennings, 
George Fleming and Viv Stanshall." How did you come to take 
your perilous last plunge in that company? 
WINWOOD: Just from needing to find lyricists. I was working 
with a lot of different ones, and that proved to be good because 
it taught me a lot about songwriting. Talking Back To The Night 
is the first time that I've actually sat down calmly and written 
songs. Right now, I'm in the position where I truly want to write 
so much, but I don't seem to have the time, basically due to the 
fact that I'm now making records in this solitary and very 
time-consuming fashion. 
On the new record, Will Jennings basically wrote the lyrics 

and I wrote the music but there was a bit of a dynamic 
collaborative overlap too. I have not written a lot of songs by 
myself, mind you. The first song I ever wrote, at the age of 
twelve, was " It Hurts Me So," which the Spencer Davis Group 
recorded several years later. I wrote "Empty Pages" by myself 
for Traffic, with a bit of help from Capaldi; I wrote "Had To Cry 
Today," "Sea Of Joy" and "Can't Find My Way Home" for Blind 
Faith, and I wrote "Two-way Stretch," the B-side of "There's A 
River," which is on the new album but which came out first as a 
Christmas single in 1981. 
MUSICIAN: Those early Spencer Davis Group hits you wrote 
with Jimmy Miller, like "I'm A Man," how did those come 
about? 

WINWOOD: Jimmy was brought in by Chris Blackwell to 
produce the Spencer Davis Group, and we just knocked 
around in the studio. We'd all write and cut three or four songs 
in a day's work. Back then, if you only completed two tunes in a 
single session, you were screwing off. As for Chris, I met him in 
1964 at Digbeth Civic Hall in Birmingham, which has always 
been a big center for Jamaicans in England; they used to hold 
their dances there, and naturally Chris was in on the ground 
floor in terms of Jamaican ska and rocksteady. Business-
wise, he and Island were the ground floor. 
Anyhow, I'd been playing at Digbeth since I was fourteen 

with the Muff Woody Jazz Band, my brother's group. And that 
was where I met Spencer Davis, too. But my own Jamaican 
connection goes back to Digbeth Hall in 1961, when I jammed 
there with Rico, the trombonist who had worked with the 
Skatalites and all the other great early Jamaican acts. I was 
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let things happen." 

just thirteen but I used to go there and play with Owen Grey, 
Tony Washington and Wilfred "Jackie" Edwards. Jackie, you'll 
recall, wrote the Spencer Davis Group's first number one hit in 
England, "Keep On Running," and a followup, "Somebody 
Help Me." I wrote "When I Came Home" with him for the group. 
MUSICIAN: You've worked in the studio with a lot of very 
different people: Stomu Yamashta and Michael Shrieve, the 
Fania All-Stars, Marianne Faith full, Sandy Denny, Toots & the 
Maytals, George Harrison, Mike Oldfield, even Hendrix, play-
ing the organ on "Voodoo Child." But there must have been 
some unheralded live backup work in the early days, when the 
Spencer Davis Group and the early Yardbirds were doing gigs 
at haunts like the legendary Crawdaddy Club in Richmond, 
Surrey. 
WINWOOD: Sure! I did backups for Sonny Boy Williamson— 
as everybody did—but also for T-Bone Walker, Charlie Foxx, 
John Lee Hooker, Memphis Slim. John Hammond, too. I met 
John on a train, while going down from Birmingham to London; 
this would have been about 1963 and I was fifteen. He told me 
he had a gig in Birmingham the next week at the College of 
Advanced Technology and I showed up and played piano 
behind him. Those kinds of spontaneous musical meetings 
were special back then, and definitely helped shape my 
growth. I also played with Jimmy Page for a solo album of his 
after he'd left the Yardbirds. The music wasn't heavy like Led 
Zeppelin, as I recall. It was quite nice. 
MUSICIAN: Who would you say were your biggest influences 
vocally, apart from Ray Charles? 
WINWOOD: Just about every blues and R&B singer I heard 
on the radio as a lad had an effect on me, but particularly 
people like Garnett Mimms and Jackie Wilson. I used to hang 
out a lot in a Birmingham record store called the Diskery— 
which is where Capaldi claims I first met him in 1966—and I 
loved to listen to all the great black American singers. I also 
listened to a lot of skiff le too; Lonnie Donnegan and the rest. 
Oddly enough, I was not a big record buyer. Back in the 50s, 
my uncle Alfred, who was a marvelous inventor and electronic 
wizard who had worked on the design of the Norton motor-
cycle, constructed a tape recorder from scratch and then 
gave it to Muff and me. For a homemade model it was fairly 
good-looking and we used to keep it up in the bedroom we 
shared. At night we'd stay up and tape everything off the radio. 
It was much better than a record player, really, and owning a 
tape recorder at that time was quite a novelty. Before long, we 
had a wonderful collection of tapes of Fats Domino, Louis 
Jordan, Ray Charles, you name it. 
MUSICIAN: I can hear all of those people threaded through 
your own work, but one thing I've always been curious about 
was the integration of the Hammond organ into your sound. 
How did that come about? 
WINWOOD: It was accidental, actually. I got into playing the 
organ because the Place, this club in Stoke-on-Trent that the 
Spencer Davis Group used to appear at, had a Hammond 
organ there as a fixture for use by the various acts. It was the 
type of place that would feature a Cabaret Night on a Thursday 
and a Rock ' n' Roll Night on a Friday and I had the opportunity 
to fiddle around on the organ, instead of the usual piano. I just 
grew to love the large, swelling sound. 

Frankly, I'm not that good a piano player. Elton John is much 
more accomplished on the piano; it's a percussion instrument 
and he knows how to get the most of it in terms of figures, 

chording and live performing. But I don't think he's as good an 
electric piano, organ or synthesizer player as I am. 
The difference between piano and the other three is vast. 

You can get expression from organs and synthesizers through 
pedals but generally not through touch. The feel, the dexterity 
and the dynamics are arrived at from different directions, but I 
would argue that the musical possibilities are the same, quali-
tatively, for percussive keyboards and electronic ones. Yet it is 
peculiar how the truly fine piano player is frustrated by the 
technology and lack of immediate subtlety in organs and 
synths. Actually, the "touch" is there for the latter, lying beyond 
the basic key-contact tonality, but you must learn how to find it. 

For the last two albums I've used a Multimoog for bass and 
some lead lines and a Prophet 5, a polysynthesizer made by 
Sequential Circuits, for most leads on Arc Of A Diver. I also 
used a Steinway piano and a Yamaha CS-80, too, as well as a 
host of different guitars: an Ovation acoustic, this 1954 Fender 
Stratocaster, an Ibanez mandolin on a track of Arc Of A Diver. 
On this last album, I used the Prophet 5 exclusively, which is 

very limiting; I would never have dreamed that I'd find myself 
doing that. I just never found the need for any sound I couldn't 
get out of the Prophet 5. And the Multimoog is where I get the 
effect that everybody thinks is a saxophone. In terms of drums, 
I use a Haman kit, with a Ludwig snare, and a Linn Electronics 
LM-1 box. Lastly I use a Roland Vocoder and an ANS Phaser, 
model DMT20. By using a 16-track machine, you overcome 
most limitations on the part of the instruments, in addition to 
several of one's own shortcomings. And with my new-found 
wealth, I've already ordered a new 24-track custom board. 
MUSICIAN: But one wonders if this one-man show of yours is 
improving your musicianship? 
WINWOOD: Well, it's expanding the number of things I can 
conceptualize in my head—dramatically. Now, people think I 
play difficult things on piano and organ. My part on "Glad" 
sounds difficult, but it really isn't. I shouldn't say this, but it's 
true. When I was very young, I received about two years formal 
training at the Birmingham Midland Institute, studying theory, 
technique, a bit of the classics, so that gave me a foundation. 
But I'm not a virtuoso. What I got from the experience was the 
knowledge that I was never going to be much of a piano 
player—and that was very valuable. At least I knew then that 
the way for me was organs and synths. My old teacher's name 
was John Rust. As Neil Young says, ( laughs) " It's better to 
burn out than to rust!" 
MUSICIAN: How do you overdub your vocals on these solo 
albums? 
WINWOOD: I generally put a vocal down fairly early on, and 
then I do a second one when the track is nearing completion. 
Usually I end up using the original. I find that in my original 
there are a lot of deft lines that I patch in to the master. I don't 
keep going until I sing one track that is right all the way 
through. I've found out at great cost that that's not the intelli-
gent way to use recording equipment. 
MUSICIAN: How do you mean, "at great cost"? 
WINWOOD: By erasing great performances that contained 
flaws while working to get one that was absolutely correct! My 
God! I can't think of any instances where that hasn't hap-
pened! I was talking on the phone the other day with Peter 
Townshend, and he was saying how he always does all these 
damned demos for himself. I said that I had recently vowed 
that I was never going to make another demo! You've got to 
resolve to capture the original spirit. In the old days, you wrote 
the song, went in and cut it , and that's how it should be. Forget 
these demos, because when you make them you decide in the 
first place that it's not going to be any good, that it's just to play 
for so-and-so who might want to use the song or give you a 
deal. Why limit the possibilities?! It makes no sense! I say, cut 
every track as if it might be a worldwide smash and then utilize 
it from there! Chop it up any way you please but use what's 
good. I've decided to value everything I do—but I must say that 
the tape gets very expensive. 

I did a lot of trial tapes for Talking Back To The Night, 
recording them at slower speeds to save tape space. I tried to 
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recut them later but said, "Sod it!" and went back to the 
originals. You've got to forget all preconceptions when you sit 
down to record and let things happen. Especially when you're 
working alone. That way surprising things can be al!owed to 
occur. 

MUSICIAN: Give me a recent example of an unexpected 
moment that was saved for the record. 
WINWOOD: The ethereal beginning o' "While You See A 
Chance." What happened there was that in the studio, I had 
record switches for each track that were mounted flush with 

Winwood in the cockpit; Steve avoids studio sterility by reviving 
the first-take focus and flat-out commitment of his early 
recording days with Spencer Davis and Traffic. 

the board desk, on top of which was habitually piled reams of 
notes and paperwork. 

At one point, I inadvertently knocked a record button on as I 
went down into the studio to do a vocal. Twenty bars into the 
song, I suddenly said to Nobby Clarke my engineering assis-
tant, " I can't hear the bloody drums!" He stopped the tape 
immediately, and we found that we'd accidentally wiped the 
drums off the first part of the track—originally they'd come in at 
the top of the tune. I spent months trying to patch in the drums 
again, and never got it right. We were getting close to delivery 
day for the tapes to be mastered, so I just left the drums and 
vocal out, and reshifted all the verses. It actually made the 
song. That's how bizarre the recording process ,s. 
MUSICIAN: You've gol to have the ears of an engineer, a 
producer, an arranger and a composer to pull these new 

albums off, plus the instincts of an A&R man. Who critiques 
your daily output? 
WINWOOD:1 do, and Chris Blackwell, plus my wife Nicole, 
who has very good ears, and can be quite demanding, in a 
kindly way. 

MUSICIAN: She also has a powerful voice, judging from her 
backing vocals on the new single, "Still In The Game." But 
don't you ever get lonesome for the companionship of other 
musicians in the studio? 
WINWOOD: Sometimes. Other times I'm too wrapped up in 
what problems I'm solving and what discoveries I'm making to 
be awfully concerned. Also, I save money—which was critical 
until just recently, you'll recall. And (beaming/blushing) I'm 
proud of myself. 

MUSICIAN: There's always been a churchlike feel to your 
playing, something oddly ecclesiastical about your keyboard 
work, your musical themes and the reverential intonations in 
your singing. Songs like "Rainmaker,""Sea Of Joy," "Can't 
Find My Way Home," "No Face, No Name, And No Number," 
"Coloured Rain," "Dear Mr. Fantasy," "Many A Mile To Free-
dom," "While You See A Chance," " There's A River "— they all 
sound like they'd practically be acceptable in an Anglican 
cathedral. Would you agree? 
WINWOOD: (grinning) "There's A River" is downright hymn-
like, isn't it? Actually, I rather like church music, and to do my 
part for the local people out here in Gloucestershire, I actually 
play organ at a nearby church on the average of twice a 
month. As a boy, 1 sang in choir at St. John's, Perry Barr. Used 
to get into a bit of mischief back then as well, mucking around 
behind the altar screen during services, making nasty cracks 
or horsing around afterward in the vestry and stealing the 
communion wine. They were good days; not overly reverent. 

In terms of my singing, 1 have always loved to hear the 
sound of the big voice resonating in my head. It's so thrilling, 
and never fails to keep me happy. I loved the vibrations and the 
auras that choral singing brought out in my voice, so 1 must 
have gravitated toward that music a bit for that reason alone. 
The churchlike overtones are definitely there in my music and 
I would say that that dimension came on naturally and not 
deliberately. I like that people hear it in there. They're not just 
imagining it. 
MUSICIAN: Are you religious? 
WINWOOD: No. Not really. I don't pray. 1 do feel very strongly 
about natural law, however, and the importance of people 
respecting it. That's become a kind of religious conviction for 
me, but I'm not a conventional churchgoer. 1 have my philo-
sophical side, but it's not dogmatic. 
MUSICIAN: So where does the spookiness, the prayerlike 
poignance and the almost aching wistfulness in much of your 
music stem from? 
WINWOOD: There is a sense of longing there, perhaps, but I 
don't analyze it. To touch a listener is great, though. Those 
moods and emotional shadings are there but I like to think that 
I'm down-to-earth with them, particularly as of late. As time 
goes on I feel more rooted, more grounded. In the early 70s, I 
was like a lost soul, wondering what the hell I was going to do 
with my life. And from 1974 to 1977,Idid almost nothing except 
to kick back and get to know people I'd never known before, 
like farmers, simple tradesmen and country folk who had no 
idea who the hell 1 was. 

Interestingly enough, the fact that I wasn't doing much 
music during those years didn't bother me because, Lord 
knows, I'd been at it for twelve years by the time Traffic broke 
up in 1974, just shortly after we'd released When The Eagle 

Flies. (laughing) I couldn't feel guilty about it when I'd been 
playing professionally literally since I was in short pants! 
MUSICIAN:Are the royalties from your early work 
substantial? 
WINWOOD: Well, the royalties from "Gimme Some Lovin'," 
and from most of the various Traffic records are. As I said 
before, I've been pressed for money in the recent past, but I 
don't want to make it sound as if I was almost completely 
down-and-out. 
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MUSICIAN: What was the best-selling Traffic record, to the 
best of your knowledge? 
WINWOOD: I think it was The Low Spark Of High-heeled 
Boys. Not John Barleycorn Must Die, as some believe. Barley-
corn came after the breakup of Blind Faith in the early 70s. I'd 
knocked around a bit with Ginger Baker's Air Force and then I 
was supposed to do my solo album; I was going to call it Mad 
Shadows. But Capaldi and Chris Wood joined in and it turned 
into a Traffic album. 
MUSICIAN: "John Barleycorn" is an ancient British folk song 
with hundreds of versions. How did you come to record it as 
the title track of a Traffic album? 
WINWOOD: That goes back to the basis upon which Traffic 
was formed. The reason I left the Spencer Davis Group in 1967 
was because I didn't want to continue playing and singing 
songs that were derivative of American R&B. I'm sure it's no 
accident that " I'm A Man" was one of the last things I ever cut 
with the group. It was a fine record, which we did on the first or 
second take. It was intended for some sort of Swinging 
London-type film called The Ghost Goes Gear, or whatever; 
one of those silly films we were involved with back then. I just 
believed I had more to offer than that. Also, I wanted to play 
with younger people, fellows my own age. I was fifteen when I 
joined up with Spencer, Muff and Peter York. They were all a bit 
older than me, with different musical orientations. 

I'd begun to make younger friends like Dave Mason, who 
was working for Spencer Davis as a roadie, and Capaldi, who 
was the lead singer in a group I'd jammed with called Deep 
Feeling. And 1 sang some blues stuff briefly with Eric ( Clapton), 
Jack Bruce on bass, Paul Jones played harp, and so on; we 
were called the Powerhouse. When Jim, Dave, Chris Wood 
and I went up to the Berkshire cottage in 1967 to start Traffic, it 
was the result of a lot of enthusiastic planning and time spent 
playing together informally. What came out of those talks and 
things was a desire on the part of the four of us to make a 
uniquely British form of rock ' n' roll that incorporated or evoked 
traditional music like "John Barleycorn"—the Berkshire cot-
tage was in the center of acres of wheat and barley—while 
breaking new ground artistically. 
MUSICIAN: Are you saying that there was no determination 
collectively to turn out a variation on the psychedelic rock then 
gaining ground commercially? 
WINWOOD: No, no! Absolutely not. We would smoke our 
share of pot and hash and so forth but that was never on our 
minds in any specific way when we wrote songs. We were 
trying to keep the images in the music clear and simple, not 
complex and cerebral. We were hippies of a sort, I guess, and 
those were heady times; a whole era— sitting with a colorful, 
nervous, lovely bloke like Hendrix in à Greenwich Village 
studio, or brain- storming in the Berkshire cottage with 
Traffic—that was filled with a vast, unfounded kind of pleasure 
at tearing down any and all barriers. I'm not sure why, now, 
because if you destroy too much you're just left with a gigantic 
mush, which is kind of what happened a bit, isn't it? 
And then again, Traffic can't take credit for removing barri-

ers as much as others because we were so keen to work in 
established areas of folk and folk-rock music. 
MUSICIAN: Did you believe at the time that you were getting 
anything concrete out of your hash-smoking reveries in the 
cottage? 
WINWOOD: I thought I was getting something from it, yes, but 

I've since realized I got nothing whatever from it. I see myself 
'as having been misled. The whole notion of reaching another 
consciousness through the smoke was a lot of crap. But I've 
few regrets. There're probably little batches of songs here and 
there during the period which, with hindsight, I should not have 
released or put out in their now permanent form, but to be very 
honest, I figured, "What the hell! Put it out, sod it." It's not all 
great, but, I mean, how often is anything great? 
MUSICIAN: The way you record now, so meticulously, at 
your own pace and on your own terms, the temptation to go 
back and tinker with your old material must be enormous. 
WINWOOD: Oh, you don't know! You can't imagine! Espe-
cially in light of all I've learned about the studio. But I don't want 
to drive myself batty over it. The answer is, "Yes, certainly. But 
I'd have to be crazy." 
MUSICIAN: The cover of When The Eagle Flies, Traffic's 
swan song, was as bleak and funereal as the music within. 
Was that a reflection of a collective state of mind? 
WINWOOD: Yes. It just kind of turned out that way; it doesn't 
seem like a Traffic record so much, does it? The whole record 
is very doomy, and 1 suppose it's the way we saw both Traffic 
and the music of the era going. It was an extension of "Some-
times I Feel So Uninspired." The kind of depression that 
comes from endings and ultimatums, and the title of the album 
reflects that as well. 
MUSICIAN: What occasioned the demise of the band? On 
precisely what day did it fold? 
WINWOOD: If there was a single, final moment I can't recall it 
now. We'd broken up so many times previously, with Dave 
(Mason) leaving and coming back, the Blind Faith sideline 
after the first three Traffic albums, and us constantly adding 
new players like Rick Grech, Rebop, Roger Hawkins. But 1 
shed no tears. On the contrary, I felt a great relief. Same with 
my Spencer Davis exit. As I left I felt very cold and callous 
about the action and much excitement about the future. 
MUSICIAN: You've been quoted as saying you "walked out" 
on them. 
WINWOOD: I can't deny that. But what I was trying to convey 
was that it was time for all of us to disperse. I don't know of any 
hard feelings between any of us. 
MUSICIAN: Is it true that in the summer of 1976, just before 
you began the first solo album, you'd seen graffiti around 
London that read: "Steve Winwood Lives!" And that it rattled 
you considerably, as if the public actually had given you up for 
dead? 
WINWOOD: It was weird, except that I knew who was 
responsible. It was this bloke who was trying to become my 
manager. That was his idea of creating new excitement about 
me. I had friends who'd seen it in Kensington and 'round the 
side of Harrods and told me about it. So this bloke eventually 
came to me and said, "You see what I can do for you?" I said, 
"That's what you can do for me? Remind me I'm still breath-
ing?! Thank you very much and move on, you bloody fool!!" 
MUSICIAN: Do you have any hobbies or interests that give 
you a little release from all these musical chores you're locked 
into? 
WINWOOD: Well, I do have an absorbing interest in field 
sports, game birds, hunting, falconing and coursing—which is 
hunting with hounds. But I don't like to talk about it much 
because I fear people might not understand how and why 1 
can enjoy such things. 

In 1970, I thought that I would become a vegetarian, and I 
kept on with it for about six months, but I had such a craving for 
meat. So I decided that if I was to go back to eating meat, 1 
must learn how to kill my own, doing it efficiently, humanely, 
respectfully. 

Also, 1 resolved that I would not hunt for the mere sport of it, 
or kill more than I could or would definitely eat, to keep the 
bargain honorable, and I've stuck to it, I'm happy to say. It 
seems to have more integrity to me than going to the market to 
buy a fowl, like most people, yet not facing up to the reality of 
the situation. Also, things like falconing and the hunt are 
commonplace in these parts. 
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STEEL STRING GUITARS 
While Fender literally invented the modern solid-body electric guitar, no such claim can be 

made for Fender's new acoustic and electric/acoustic hollow-body instruments. Their basic 
forms and design principles have been established for many. decades. 

So instead of trying to pioneer in this particular art form, Fender designers concentrated 
on refining. As a result, the quality of Fender acoustics is measured in a hundred small details 
rather than a fra, dramatic gestures. 

Look carefully inside the body of a Fender acoustic notice the finely grained bracing and 
the absence of excessive ghee. Observe how the binding and the dereratwe inlays—many cf 
genuine wood—fit perfectly, without breaks or rough spats. Feel the smooth precision of the 
tuning machines. And most importantly of all, listen to the brilltit warm sound of a Fender 
acousticl Your eyes, your ears, and your fingers will tell you that this is indeed a special 
instrument. 

AN ELECTRIFIED ACOUSTIC BREAKTHROUGH 
Feedback has always been the bane of amplified acoustic guitars. But the new Fender 

F-270SCE gives the guitarist more natural guitar sound, with less acoustic feedback, 
than any instrument yet developed. 

Fender started with a high fidelity piezoelectric pickily featuring a patented 
mechanical damping system. This pickup assembly provides extremely wide-range response 
while minimizing unwanted resonances. 

Then we added a "high-Q" tiarrazo band) notch filkr, tunable between 60 and 500 Hz. 
This filter provides over 18 db refection of feedback, with virtually no effect on the guitar's 
natural acoustic sound 
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CLASSIC GUITARS 
Painstakingly crafted from hand-selected 

hardwoods, Fender classic guitars offer the same 
meticulous detailing as Fender acoustic steel-string 
instruments. All four models feature traditional 
classic construction, with mahogany necks, rosewood 
fretboards, and genuine wood marquetry soundhole 

Three-on-a-side type tuning machines with 
open gearing feature a high gear ratio for sensitive 
adjustment. These machines provide smooth opera-
tion with minimum backlash. 

We believe there is no greater value available in 
a classic guitar, and invite you to judge for yourself. 
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MUSICIAN: Do you ever ride to the hunt? 
WIN WOOD: I used to have horses, which I gave up. A very 
good friend of mine works for the hunt, but he doesn't ride. He's 
more of an organizer of it. I like coursing better, I think. I love the 
outdoors, hurrying about in the fields, if only for the scenery. 
MUSICIAN: Since 1977, you've been threatening to perform 
live again with a band. In 1980, you went so far as to say you 
had a "world tour" in the offing. Same thing in 1981. Obviously, 
all of these promises have come to naught. I'm not trying to 
give you a hard time, but do you sincerely want to face the road 
again, to regain the live vigor you displayed at the beginning of 
the 1972 Low Spark tour? 
WINWOOD: (smirking) You're not going to believe me now, 
whatever I say, are you? But seriously, I've been to a couple of 
concerts in the last few months—Van Morrison and Marianne 
Faithfull—and at both of them I stood offstage and thought, 
"God, I want to do some live stuff!" And in fact, I think the 
material on Arc Of A Diver and Talking Back To The Night 
would be hot, rousing live material. "While You See A 
Chance," "Valerie," "Help Me Angel," "Still In The Game," 
they all have the proper feel to connect with crowds. 
MUSICIAN: You aren't plagued by stage fright are you? 
WIN WOOD: Stage fright comes out of a feeling like, "Am I 
really certain I want to be doing this?" That kind of trepidation. 
Not from thinking, "I can't wait to get out there!" which I've 
surprised myself by experiencing recently. Perhaps after a few 
rehearsals I'll feel a bit more shaky, wondering if I look stupid 
doing this or singing that. But let's say this: my stage fright will 
probably come further down the line, when it's part and parcel 
with the physical organization of an agreed-upon set of gigs. 
I'm not shying away from the sensation of the concert stage so 
much as reminding myself it's a constant possibility. And I 
have no secret fear of wide-open arenas or large amounts of 
people. 

MUSICIAN: The biggest tour you've ever been on was the 
one that had the least to do with your career—the 1969 U.K.-
U.S.A. Blind Faith cavalcade. While I'm not one to belittle the 
album critically—actually, I've always liked it a lot—the Blind 
Faith tour was one of the tackiest rock circuses of all time. You 
opened to a horde of 100,000 in Hyde Park in London in June 
and proceeded to bend every ear in America near the break-
ing point for two months cross-country. Though it didn't last 
long, it was a fairly vulgar spectacle, and turned off a lot of 
people who, understandably, took Clapton, Baker, Grech and 
yourself seriously. Could that have lastingly soured you on 
your own personal in-concert presence? 

WINWOOD: The album stands up very well on its own merits. 
But the show was vulgar, crude, disgusting. It lacked integrity. 
There were huge crowds everywhere, full of mindless adula-
tion, mostly due to Eric and Ginger's success with Cream and, 
to a more modest extent, my own impact. The combination led 
to a situation where we could have gone on and farted and 
gotten a massive reaction. That was one of the times I got so 
uninspired. 

The attitude backstage was, "These people think we're 
great and we better damned well give them something great," 
but it didn't help. And it wasn't the audiences' fault. The blame 
all rightfully belonged in our laps. We did not sound good live, 
due to the simple lack of experience being a band. We'd had 
no natural growth, and it was very evident onstage. 
MUSICIAN: Whose idea was Blind Faith? 
WIN WOOD: Eric and I had known each other for ages and 
had been saying we must get together sometime and play in a 
real, stable band. Since I'd just left Traffic and Eric had canned 
Cream, we decided that was the time, and we rehearsed for 
two weeks at Eric's house in Surrey. We went in and cut the 
record, and then toured. 
I still say, however, that it's better to have a good record and 

a bad tour than vice versa. Memories always mellow, but the 
record lingers on intact. At least the album indicates that we 
could get on a bit musically. But we had to break up because 
that was the only way we could get out of the whole mess. And 
it was a complicated deal, because Eric and Ginger were held 

by Atlantic, and the deals for each member were struck indi-
vidually, with Chris ( Blackwell) working a thing out with Ahmet 
Ertegun for me. Not the best way to form a group. Live and 
learn. 

MUSICIAN: Are there any lingering miscomprehensions that 
you think the public has about Steve Winwood that you'd like lo 
set straight? 
WINWOOD: Yeah! I've read in a number of places, both 
books and articles, about Steve Winwood being "a victim of 
the drugs he ushered in," or "a casualty of the drug scene." 
When Will Jennings, my writing collaborator, first met me, he 
thought from all this rubbish in print that I was a junkie, or at any 
rate had been! Because that's what the writers seemed to be 
implying. 

Over the years, my blood has really gotten up about this 
crap. I'd be all set to take legal action, but then I'd calm down 
again—only to see me described in yet another rock anthol-
ogy, by someone who's never met me, as a "burnt-out relic." 
Just when I was ready to boil over again for the last damned 
time, I saw that Arc Of A Diver was at the top of the charts 
around the world. I said to myself, "That's satisfaction enough 
for me" 
MUSICIAN: Any other vintage axes to grind? 
WINWOOD: One more. People think—and this happens 
much more in England— that I'm some kind of a recluse, which 
I strongly object to. I've spent a lot of time on farms in the 
recent past, granted, and these new records require me to do 
the work of eight people, so I often seem to be living in the 
studio. But I work on these things for my enjoyment and, 
hopefully, the enjoyment of others, and when people turn 
around and call me an anti-social freak I resent it! 

I do concede that I was out of the mainstream from 1974 to 
1977, but ever since, I've still been labeled a hermit. It's undere 
standable, I suppose, because I don't tour, but I want people to 
know that I do get out of my cave and see a lot of friends and 
lead a fairly full social life. 
MUSICIAN: Not to pry, but who would some of those people 
be? 

WINWOOD: Actually, besides old and dear friends, there are 
people I've known vaguely over the years that I seem to be 
drawn closer to these days, like Pete Townshend and Van 
Morrison, whom I see a lot of. We seem to have gone through 
similar experiences and have much to talk about. It's bringing 
us very close together. 

MUSICIAN: Do you feel like you're part of a fraternity of elder 
rock statesmen? 

WINWOOD: (shy grin) Yeah. Definitely. We can sit together 
and observe younger musicians doing things brilliantly or 
badly and identify with them, or criticize them, or cheer them 
on. This is really why I want to get on to producing, because I 
want to pass on a certain amount of knowledge to others. More 
and more, I find that I can instantly pinpoint what's wrong with 
certain records, although I rarely dare to offer it at all. That 
seems wrong, but I understand that you need to have a con-
text for such things. I'm working with Capaldi now, and he's the 
first person, aside from myself, that I've ever produced. 

I heard this great futuristic group the other day called Yazoo, 
and I thought, "My God, this girl can really sing her heart out! 
And the band is proficient!" That's rare in England, where acts 
get signed when they're too young and then are discarded. 
Over here, rock stars aren't considered artists. But I must say 
that things are very promising everywhere these days on the 
music scene. I'm very pleased by the new things I'm hearing 
on record. 

MUSICIAN: Are there any things you've cut during the last 
year that haven't made it onto vinyl yet? 

WINWOOD: Just one. I did a song called "Waiting For 
Orders" that didn't get used on the new album, for the simple 
reason that it wasn't as good as the other tracks. 
MUSICIAN: Considering the title of the tune, perhaps that's a 
symbolic irony. 

WINWOOD: (smiling) You may have hit on something there. 
For myself, I'd say that most of the waiting is over. El 

63 





royages in Tinie & Pérc 

usic theorist Brian Eno, 
who first came into promi-
nence as a member of Roxy 

Music, has been a powerful bell-
wether of popular music for the past 
cecade. One of contemporary 
rtiusic's most inventive and contro-
versial producers, Eno has done 
collaborative projects with some of 
rock's most exotic figures and is ' 
largely credited with introducing 
synthesizers and African rhythms 
into the new wave vocabulary, yet 
his own compositions have grown 
iiicreasingly unpop as the years 

• 



"With this record, I wanted to find out if, in fact, 
I can tap into the past and make use of those feelings." 

have passed. 
For the past six of them, Eno has been investigating what he 

refers to as ambient music. Atmospheric aural washes that 
exert a subtle presence akin to a slight shift in the weather, this 
music has not been very popular, perhaps because people 
misunderstand its intent and measure it with the same yard-
stick they'd apply to a Rolling Stones record. Eno contends 
that music can be used in a variety of ways and these records 
are not designed to occupy the center of one's attention, as do 
most rock records. They're to be approached more with the 
frame of mind one might bring to a panoramic view or a 
leisurely trip by car. 

Eno's latest exercise in ambience is called On Land and he 
feels it's the best work he's ever done. On March 19, 1982 we 
talked about this record, time, space and gospel music. 

MUSICIAN: What's the most widely held misconception 
about your work? 
ENO: That it's cold and unemotional. Many people think that, 
probably because it doesn't have the sort of obvious passion 
of the Clash or the Rolling Stones. 
MUSICIAN: Do you think that's passionate music? 
ENO: No, I don't. It's obviously dramatic but there's a differ-
ence between drama and passion and this stuff of mine, 
particularly my new record, isn't very dramatic—if anything, 
it's melodramatic. But for me it's far from cold and unemotional. 
MUSICIAN: Are there taboos in music? 
ENO: There are social taboos, for instance, "going soft" is 
taboo. People often say of composers who, like myself, started 
off doing thing's that seemed wild and manic, then do some 
things that aren't wild and manic, that their music has become 
escapist and has nothing to do with the world we live in. My 
reply to that is we live in many different worlds and can to some 
extent choose which world we live in. And acknowledging only 
the harsh urban reality, the grit, grime and struggle, then you 
create that world too. You don't just reflect it, you make more of 
it. If I insist on living in a world that's more mysterious and 
diffuse than that, then I create that too—not only for me but for 
other people who also agree that that world exists. Most 
taboos are ideological positions that people fail to realize are 
merely temporary positions. The one I just referred to—the 
harsh urban reality— assumes that it can't be music unless it 
has those abrasive qualities, but that's just not true. This is 
something of this time and place and plenty of other music has 
existed without any of that aspect at all. 
MUSICIAN: Why are the ideas of newness and innovation so 
valued in art? 
ENO: They're overvalued really. Or, I should say that they're 
valued to the point where they become a target for people to 
aim at and that's a self-defeating proposal. It's like calling 
someone up and saying, "Look, next Friday we're going to get 
together and have a really interesting conversation. Really 
brilliant now, we're going to think some really new things" 
Then you call a few days later and say, "Don't forget Friday, 
this conversation is going to be really interesting." You build 
this up and by the time Friday comes of course you're tongue-
tied because you daren't say anything that's clumsy or famil-
iar. You daren't do any of the things that are likely to open you 
up into a new area. New ideas are nearly always slight shifts of 
things that are already very familiar to you. 
MUSICIAN: Then the reverence for originality is the very 
thing that prohibits its surfacing too frequently? 
ENO: Definitely. One of the things that's interesting about 
nearly all ethnic music is that it doesn't have that idea. In 
reggae you hear the same riffs year after year in a shifting 
context. The idea there is to use a thing for as long as it still 

means something. The idea in the fine art culture is to drop 
something as soon as you can no longer claim it as only yours. 
As soon as other people are onto it you have to drop it and go 
elsewhere—and that's such a stupidly childish attitude. 
MUSICIAN: How do you intend for your new record to be 
used? 
ENO: The way I use it, which isn't necessarily the way anyone 
else has to use it, is I sit in the little soundproof room I have at 
home—a luxury to begin with—with the lights dim, and I listen 
and imagine I'm in the places that the music represents to me. 
MUSICIAN: I read an essay you wrote about the making of 
On Land wherein you inferred that the record is concerned 
with the realm of memory. The past seems to be a source of 
great unhappiness for most people—sort of a one-way ticket 
to melancholy—yet you seem to be presenting memory as a 
source of pleasure. 
ENO: First off, the record is very much connected with think-
ing about my childhood again. I agree with you that the past is 
a source of melancholy but I like melancholy and have never 
found it to be the same thing as moroseness or sadness. I've 
always enjoyed being melancholy, perhaps because that 
mood is very much a feature of the environment where I grew 
up. It's a very bleak place and most visitors find it quite misera-
ble. I don't think it's miserable but it's definitely a sort of lost 
place in a lost time—nothing has changed in this part of 
England for many hundreds of years. 
MUSICIAN: Do you think most people look back fondly at 
their past? 
ENO: I think they do but they also look back regretfully, as 
though they can't tap into it anymore. One of the things I 
wanted to do with this record was to find out if, in fact, you can 
tap into the past and make use of those feelings again. Instead 
of looking back and saying, "Those were the days, it's all gone 
now," I view it as, "Those were the days and they're still 
present in my mind if I choose to call them to my attention." 
MUSICIAN: The music on On Land strikes me as a bit 
spooky. Was that intentional? 
ENO: Yes, a little bit, a nice kind of spooky. It sort of gives you 
the willies, you know, that slightly thrilling sense that you're 
almost in some other time, not quite in touch with the present. 
I've been thinking a lot about that sensation of not being in 
touch with the present and that's a sort of misleading descrip-
tion of the feeling because what's really happening is your 
sense of the present is actually expanded beyond what it 
normally is. For instance, when I'm in New York and I use the 
word "now," what I mean is sometime between yesterday and 
tomorrow. When I'm in the place where I grew up and I use the 
word "now" I'm referring to a much more extended time period 
that goes back a long way and into the future a long way. I think 
peasant-type people commonly feel that, because they're in 
touch with their relatives and ancestors so there's some kind 
of reality to that continuum they belong to. I think their sense of 
"now" is nowhere near as crisply defined as the urban sense 
of " now." 
MUSICIAN: In your essay you used the phrase "listening to 
the world in a musical way," and I assume that in one respect 
this record is intended as a tool to teach people to enjoy 
non-musical sounds. But most ambient noise—in the city at 
least—is filled with anxiety and tension—the very things we 
turn to the artificial language of music to escape. 
ENO: I agree. If you listen to city noises close up they are very 
hard to take and are filled with angst and trauma. But if you 
listen to anything in the city at the right distance, you cease to 
hear the individual event and it becomes a kind of hum that I 
find exciting and not threatening in the same way. When you're 
out in the country you hear sounds that seem quite lovely and 
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pastoral but those too are probably the sounds of emergency. 
That little bird singing is probably sounding some kind of an 
alarm and the screeching monkey has probably lost his 
mother. So it's really a question of your mental proximity to the 
source of the sound. If you're slightly removed from it, you hear 
it not as an individual and terrible emergency, but as part of the 
fabric of things, which is composed of joy, pain and every-
thing else. So it's a feeling of moving back from it a little bit. The 
same applies to the videos I've been doing. I recently realized 
that what made them nice was the fact that they show every-
thing at a distance. It's as though they push the city away in 
order to restore it to the kind of mythical place it once 
seemed—a mysterious hive of activity with all sorts of curious 
human interaction going on. 
MUSICIAN: Do you still find New York a creatively stimulat-
ing place? 
ENO: Lately I've found it more so. I went through a period 
where I was very unhappy in New York but I got through that 
and now I'm quite enjoying living here. I think that's partly 
because I have my little soundproof room, which is a most 
crucial counter-balance to the rest of the city for me. 
MUSICIAN: How much time do you spend in this room? 
ENO: A terrific amount of time. If I'm not in a recording studio 
or in some other country, I spend between six and twelve 
hours a day in there. It's a small room—about eleven by twelve 
feet—but it's somehow got a very nice quality about it. I don't 
know why but I still get excited when I walk through that door. I 
feel that I'm entering a sort of sacred space somehow. 
MUSICIAN: What prompted you to build it? 
ENO: When I lived in London I had a tiny room which was half 
the size of this one. I had my tape recorders and whatnot in 
there and I used to spend a very long time in that room as well. I 
always looked back on that time and remembered how much I 
enjoyed working in that room. I didn't enjoy it all the time— 
working is sometimes very boring—but my overall memory of 

that period was sitting in this little room and doing things that 
interested me. So when I bought my loft in New York, it was 
large enough to build a large studio and my first feeling was, 
"Oh, good, now I can have a big room to work in." Then I 
thought about it and realized that I actually like small spaces. I 
can keep a small space tidy and well organized, whereas in a 
bigger space I end up with heaps of unfinished things sitting in 
corners and the room loses its quality of being purposeful. So I 
thought, "There's three things I need in this city; silence and 
darkness, and this room I can make totally dark and nearly 
silent." The other thing I wanted was to be able to make noise 
that nobody else could hear. That's quite important as I hate 
thinking that people are listening to me make a fool of myself. 
MUSICIAN: Will working in this room make your next record 
very different? 
ENO: Definitely, although I don't know how different because 
On Land came out of this room in a way. Although I started the 
work some time ago, the assessment and finishing of the thing 
really came from being in that room and listening to it over and 
over again. The thing about this room is that it's a controllable 
environment where I can change the sound, light, smell and 
temperature. So I started experimenting, listening to things to 
see what effect it had to change the conditions in the room. 
What's the difference between listening to something in total 
darkness and bright light? The difference between a warm 
room and a cold room? 
One of the. things I realized is that there's really a need to 

clarify what various pieces of music are for. Records all look 
the same, are sold in the same places, packaged in the same 
way and played on the same equipment, so the inclination is to 
think that it's all the same thing, which is a mistake. It's like 
thinking that everything that has printed words on it is a novel. 

Erstwhile collaborators Eno and David Byrne, who together intro-
duced African sensibility to new wave, ponder video experiment. 
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"So much of the music I hear has all the right ingredients 
but none of the soul, the solid idea at the beginning." 

In the printed word format we have ready-made distinctions, 
newspapers, books and whatnot. We have ways of knowing 
what the intended focus, mood and endurability of the work 
are. Records are presented as though it's all the same stuff, 
and I realized in fiddling with the conditions in my room that it 
makes an enormous difference in how you treat music as far 
as what you'll understand from it. 
MUSICIAN: But a record buyer is fiddling with parameters in 
the editing process he or she uses prior to making a purchase. 
I'm sure that someone buying one of your records assumes to 
a degree what they're going to get—and whether it's there or 
not that's probably what they hear. 
ENO: Yes, there's definitely an interplay between one's 
expectations and what the work actually provides—and any 
piece of work that's good will allow expectations to operate to 
an extent. 
MUSICIAN: Which is stronger, the tools available to a musi-
cian or the preconceived ideas and experiences that the 
listener brings to a work? Whose will is apt to reign? 
ENO: In between those two conditions is the work itself. You 
have a set of intentions and tools that produces this "thing," 
then you have this "thing" that triggers a set of expectations. 
It's possible to imagine a piece of work that is completely 
transparent in either of those directions, where all the listener 
hears is the tools and ideas and it's very apparent to him that 
that's all that exists. A lot of the most doctrinaire avant-garde 
music is like that. All you hear is somebody's musical system 
being worked out on tools that are deliberately non-evocative, 
so the work has a diagrammatic quality. That's one end of the 
spectrum. The other end of the spectrum, the one that inter-
ests me, is the possibility of the listener being presented with 
music that he has no idea what it relates to. My early musical 
experiences were a lot like that. When I first heard doo-wop I 
was really young and I had no idea where America was, let 
alone where doo-wop came from. I can remember the fasci-
nation I had with this music that just appeared without any 
ancestry that I knew of. It was like discovering some animal 
you couldn't dream of, with two heads, one leg and a big eye. 
MUSICIAN: Do you think that the more we're able to intellec-
tualize a thing, the less power it has over us? 
ENO: If a work is presented in such a way to make intellectu-
alizing happen more than anything else, then I think it has 
somehow failed. More and more I find myself wanting to have 
experiences with music that are sort of religious. That doo-
wop experience was sort of religious for me. 
MUSICIAN: What was the last religious musical experience 
you had? 
ENO: I'm embarrassed to admit it, but with my new record. It 
sounds a bit arrogant to say it, but I listen to this record almost 
with bated breath. I find it really moving and actually think it's 
the best work I've ever done. 
MUSICIAN: How do you feel about your early records? 
ENO: I don't discount them, but they all seem to be pointing 
towards whatever I'm most excited about at the moment. I can 
say, yeah, that's good and fine, I like it and it had to be that way 
at the time but the real thing is this one now. Actually the real 
thing is the one I'm going to do next. 
MUSICIAN: Are you working on another record now? 
ENO: Yes, before I finished On Land I started thinking about a 
new one. Something that made a big difference with On Land 
was the notes I took long before the record was finished. They 
weren't originally intended to be notes for the record and I 
wrote about 25,000 words on general thoughts about music. In 
doing that I started getting a much clearer idea of what I was 
doing than I've ever had while I was actually in the midst of 
making a record. Usually I just sort of stumble on things. I'll find 

myself intrigued by something so I'll carry on with it until 
there's a result and I release it. This project started that way 
but at a certain point it came into consciousness in a way 
things don't normally do until they're finished. So I began to 
think not only of this record but of what could happen after it. 
MUSICIAN:Are there specific issues that are best 
addressed in music? 
ENO: I think there is something that particularly belongs to 
music and that's the way it allows you to monitor the changes 
in your perceptions over a period of time. This is, by the way, 
only true of recorded music. But in listening to a record repeat-
edly, you're hearing something that you know is identical 
every time it's played. It doesn't change, so if something 
seems different a change has clearly happened in you. So as 
you listen to a piece of music over a period of years and it 
assumes different levels of mood, connotation and meaning, 
what you're really hearing is your own shift going on. 
MUSICIAN: I've always felt you have an appealing voice and 
it's something I've missed on your recent records. Why have 
you eliminated your voice from your records? 
ENO: I like singing very much. I always have done and still 
sing a lot in my soundproof room. But singing on a record is a 
problem because with this record, and some of the others I've 
done, I didn't want to have a personality in them. I didn't want 
singing in the foreground. 
MUSICIAN: Will a voice always upstage whatever else might 
be going on musically? 
ENO: I think it's very hard to arrange it otherwise. It's only a 
really great singer who's able to use the voice to point up what 
the instruments are doing. Van Morrison is an example of 
someone who's able to work that way. 
MUSICIAN:Do you think of yourself as a classical 
composer? 
ENO: That term has so many unfortunate connotations that 
I'm a bit reluctant to use it but I suppose I am starting to think in 
those terms. I certainly lean more in that direction than in the 
rock direction. For a start, I don't think of my work in the short 
term, which I think is one of the differences. I don't think of On 
Land as an early 1982 record, or even an early 80s record. I 
hope it has a quality that it won't be earmarked as being 
specifically of this time. 
MUSICIAN: It seems that your compositions are very 
dependent on your own idiosyncratic skills. Do you have 
hopes of your works being performed by other players in the 
future? 
ENO: Somehow I don't think that can be. I think of them as 
having the kind of position a painting has. The records are 
objects in themselves and in a way have nothing to do with 
performance. A painting is what it is. Someone else might do 
an interpretation of it later on, but that doesn't necessarily 
relate to the intentions the first painter had when he did his. He 
thinks of his as being the definitive statement. 
MUSICIAN: What step in the music-making process most 
often proves to be the undoing of a musician? 
ENO: That's an interesting question. I would say the first 
step—having a solid idea and commitment to begin with. So 
much of the music I hear has all the right ingredients but none 
of the soul. The solid idea, the beginning, is soul of some kind. 
It's believing that working in this medium will benefit you 
spiritually and will somehow free a part of your spirit that is 
otherwise locked up because it can't find a convenient place 
to exit in the normal, day-to-day world. I guess it's what people 
call conviction. If you have that, you can work with ahy set of 
ingredients no matter how rubbishy they are. I've been listen-
ing to a lot of gospel music recently and some of the record-
ings I have are atrocious. The acoustics are dreadful, the 
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pressings are filthy—everything is wrong. They've got none of 
the ingredients normally considered to be part of a successful 
work, but they have so much of that other ingredient that you 
don't even notice the lack of those other things. What I hear 
with so many of the new English synthesizer bands is all the 
ingredients for contemporary pop respectability. You can 
check them off: use of the studio in a "creative" way, electron-
ics, modern rhythms, clean productions, slightly meaningful 
lyrics, correct haircuts, the right ideological stance—the 
whole bag of bananas. They have all that stuff but they miss 
because they don't convey any sense that doing music is 
really critical to their lives. 

MUSICIAN: What governs whether or not a person has that 
magic ingredient? 
ENO: I know it's not a matter of ambition. That's not to say you 
couldn't have that quality and be ambitious as well—that's 
obviously quite possible. I think it's particularly a matter of 
stubbornness. 

MUSICIAN: That soul quality seems to be connected with 
having the strength to reveal vulnerability. 
ENO: That's right—daring to expose something. Nearly all the 
music I like now is totally exposed. It's so open to criticism, it's 
as though it's let its pants down. Everything's wrong with it and 
yet somehow the music just rides above all that. 
MUSICIAN: Does innocence equal soul? 
ENO: That's part of it. In a 
sense, innocence is decid-
ing not to concern yourself 
with certain considerations. 
For instance, one of the 
interesting things about 
being an artist now is that 
there are two very obvious 
ways to get critical acclaim. 
One is to be "safe" and 
within a format, but to work 
rather well within that format. 
The other is to be "radical." 
Those are both easily de-
fensible positions. With one 
you can say, " I'm doing my 
job, I'm doing it well, people 
like it, it's cool." People will 
criticize it within those terms 
and say, "Yeah, it's a great dance record"—which is fine. 
There's nothing wrong with a great dance record. With the 
other safe position, the radical, avant-garde stance, you say, 
"I'm staying true to my ideas and principles and they're terribly 
important to me blah blah blah." People will rally round and 
say, "God, it's so great, I can't understand it." The difficult 
position is to be somewhere between those two poles and 
most of the music that interests me falls in that middle ground. 
It isn't radical just for the sake of it and it's innovative, radical 
and familiar almost by accident. It happens to connect with 
things within one. This is the area where the critics will hit you 
because they think you've not made a commitment to either 
pole 

MUSICIAN: What would be an example of that? Not gospel 
music—that doesn't even enter the realm of criticism. 
ENO: That's why—because it's in exactly that area. Gospel 
music is very innovative but it doesn't intend to be. You don't 
imagine gospel groups sitting around talking about Steve 
Reich. 
MUSICIAN: In the essay you wrote you listed the rules you 
set for yourself in the making of On Land. Does it free you 
creatively to impose arbitrary boundaries? 
ENO: It did in this case. I think I'd gotten a bit blasé about the 
use of the studio, in fact, I think everyone's pretty blasé about 
the use of the studio at the moment. This is one of the major 
problems with contemporary rock records. Studio technology 
allows people to work with a kind of semi-commitment 
because they know they can erase their mistakes and try 

again. That's all very well but what makes live recordings and 
old records, where they didn't have that option, so exciting is 
the feeling that that person was actually on the line when they 
did it. That's a kind of spiritual quality you can't quantify but I'm 
convinced you hear it in music and see it in films when it's 
there. In listening to the music that I love I've come to realize 
that the common thread that runs through it is the fact that at 
the moment these people made these noises, that was their 
reality. They weren't thinking I can do it again later or fiddle 
with it in the mix. This was it, this was the moment for them, and 
that sense that the thing was real when it was being made is 
what communicates in a piece of work. 
MUSICIAN: Then one of the primary pitfalls of success is 
knowing you'll always get another shot? 
ENO: Yes, I think that's a very dangerous area to be in. And if 
you're in that position, you must construct ways, sometimes 
quite contrived ways, to foil that thing in yourself. 
MUSICIAN: Do you still use Oblique Strategies*? 
ENO: Yes, but now I use them in a much more discreet way. I 
remember most of them now so I don't often go pulling them 
out of the pack. They're sort of in my mind now and they 
frequently come to mind when I'm working. 

MUSICIAN: What percentage of your work and ideas do you 
discard? 
ENO: Of the work, quite a lot. The discarding is often tempor-

ary in the sense that I'll throw 
something away but then it 
gets actually physcially built 
into something later on. I use 
the same pieces of tape and 
take little bits out of them, or 
play with the speed of them. 
At first making of something 
I'd say I discard about eighty 
percent and sometimes it 
goes up to a hundred per-
cent. But I don't discard 
many ideas because I don't 
idly pursue ideas. If some-
thing excites me once, it 
continues to excite me, and 
nearly every idea I've ever 
had has been built into 
something somewhere. Some 

of the ideas in On Land are absolutely years old and were 
among my first musical ideas. And they just waited in line until 
they were used. 
MUSICIAN: Now that you've employed them in a way you 
find satisfying, are you finished with those ideas? 
ENO: No, I really feel that I've just started. That's why when I 
was doing this record I was already thinking about the next 
one. The reason I'm so excited about this and so anxious to tell 
the world about it is because I feel like I've stumbled into this 
really rich territory that's full of possibilities. I must say, I'm 
more excited about this than I ever have been about anything. 
MUSICIAN: How do you expect On Land to do commercially? 
ENO: Very poorly compared with my other records—which 
haven't done too well either. My reputation is far bigger than 
my sales. I was talking to Lou Reed the other day and he said 
that the first Velvet Underground record sold 30,000 copies in 
the first five years. The sales have picked up in the past few 
years, but I mean, that record was such an important record 
for so many people. I think everyone who bought one of those 
30,000 copies started a band! So I console myself thinking that 
some things generate their rewards in a second-hand way. 
MUSICIAN: The music on On Land is very evocative. How do 
you see this music in relation to film? Are you interested in 

continued on page 109 

*Oblique Strategies is a deck of cards described by inventors Eno and the late 
Peter Schmit as "over a hundred worthwhile dilemmas." Some sample strategies, 
to be drawn at random to consider a problem: "Discard an Axiom," "Cluster 
Analysis." "Mechanicafize Something Idiosyncratic." "Do Something Boring," 
"Overtly Resist Change," "You Can Only Devise One Dot at a Time" and "Water." 
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F
or years most people have experienced African music via Holly-
wood as something mysterious, primitive, even threatening; or, 
courtesy of social scientists, as something arcane, exotic and 
ultimately unintelligible. Lately, new wave bands (most famously 
Talking Heads) have been exploit-
ing one or the other of these distor-
tions, going so far, in one instance 
(Burundi Black), as to use an ethno-
musicological rendering of Burundi 
(some would say tribal, I would say 

traditional) drumming. Yet there's a continent full of popular 
music styles that has nothing to do with such images. A whole 
lot of young African musicians are creating a new music. 
My first awareness of African pop music came nearly ten 

years ago from a magazine article about Paul McCartney 
recording his Band On The Run LP in Nigeria amid a thriving 
pop scene in Lagos. I wondered what African pop musicians 
played and how they fit their music making into African 
society. Those questions set in motion a chain of events that 
ended with my stepping out of a plane on the runway of the 
Lagos airport. 
The long flight and sudden transition from brisk, autumnal 

America to the steambath of Lagos left me exhausted and 
somewhat dazed. It must have been about 2 a.m. when I 
awoke in the darkness of my hotel room in a dusty, dilapidated 
Lagos slum, stirred by a deep throbbing emanating from the 
night. Drums! It seemed like a cliché coming to life, until I 
detected amid the hypnotic pulsations the heavy muttering of 
an electric bass. 
And only a day later, I was out of the steambath, seven 

hundred miles to the north, on the edge of the Sahel, the lip of 
the Sahara. In the Nigerian city of Kano, humidity gave way to 
dry heat and instead of throbbing pulsations, the desert drone 
was in the air—that modal drone extended by a musical chain 
reaching from India to North Africa, the ancient caravan route. 
In Kano, my search for new African music began against the 
background of thousand-year-old traditions. Many scholars 
have ( simplistically) traced the blues to this savannah region. 
If this was the headwaters of the rock 'n' roll river, I wanted to 
check new currents at the source. 

Walking down the streets of most West African cities is like 
taking an instant tour of world music. From loudspeakers out-
side dozens of shops comes a mighty hodge-podge of sounds 
and rhythms spewed forth by records, tapes and radios. The 
thump of disco funk mixes with plaintive, echoing wails of 
Indian film soundtracks; the blaring horns of highlife wash over 

the rolling rhythms of juju and Afrobeat. Clear rippling guitar 
lines of "Congo" music ring out amid romantic country ballads 
or flat-out rock ' n' roll. The muezzin's quarter-tone filigrees 
wail from mosque speakers. The urban African man- in-the-
street, adding to this musical circus with a radio tuned to pop 
and folk music from the BBC, Voice of America, Radio Mos-
cow or dozens of other global broadcasts, may be more musi-
cally sophisticated than his counterpart anywhere in the 
world. Here and there, a man dances a solitary jig of ecstasy in 
front of a speaker, and a circle of little girls skips and hops in an 
ancient dancing game ("Double Dutch Bus" recently sold 
over a million copies of this tradition; that jump-rope game is 
descended from African dance). 
Amid the sonic barrage, I bought a newspaper and scanned 

the entertainment listings. Sunny Ade & his African Beats. Fela 
& Africa 70, Ebenezer Obey & his Inter- Reformer Band and 
dozens more were at one club or another around the country 
playing "until dawn," according to the ads. A poster on a 
nearby signpost caught my eye—in Kano, Bongoes & the 
Groovies were playing at the Central Hotel, until dawn also, it 
seemed. 

It was with no small curiosity that I gazed at Bongoes & the 
Groovies' equipment spread out under the stars on the 
smooth pavement of the Central Hotel's patio. Somehow the 
punky, tongue-in-cheek band name didn't mesh with that slick 
watering hole for the elite. Except for a Malian xylophone 
standing stage left, the array of amplifiers, drums, P.A. speaker 
columns and microphones could have belonged to any pop 
band in America. 

Just like the old American soul revues, the Groovies walked 
out and tuned up for a warm-up set before the entrance of lead 
singer Bongoes lkwue. They launched into a loose, funky jam 
that sounded like Santana with horns or Osibisa with a heavy 
metal edge. But when Bongoes walked out in front of a micro-
phone, looking dapper in slacks and a dashiki, the Groovies 
began playing the loping 3/4 time of a country ballad. Sure 
enough, Bongoes was singing a Jim Reeves oldie (the late 
Reeves was one of the biggest-selling artists in Africa). Then 
they shifted into the guitar chunks of an original reggae tune 
from their debut LP recorded at Ginger Baker's ARC studios in 
Lagos, the same 16-track McCartney had used, the first such 
facility in West Africa. 

AND ME GROOMES 
On the Road with a Nigerian Rock Band RANDALL E GRASS 
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The lead singer, uvaring dark glasses and high platform shoes, 
u,as gamely striking cool poses and shouting Americanisms 
like "Right on! Get the groove!" to the audience. 

Between sets, someone told Bongoes I was a musician and, 
with the openness I experienced time after time with African 
musicians, he came right over, shook my hand and asked if I'd 
like to play a number with the band. 

"Sure, but what will 1 play?" 
"Anything," he replied. "Just start playing and the band will 

follow you." 
Someone had told them I 

was a guitarist so I took the 
guitar they offered, nodded to 
the members of the band who 
were smiling encouragingly at 
me, and wondered what to 
play, especially since key-
boards is my main axe. 
When in doubt, rely on the 

blues. I jumped into the heavy 
shuffle of " Kansas City," heard 
the bass player fall in with the 
riff, and everybody kicked in 
neatly behind me. 1 sang a 
verse and the Dahomian lead 
guitarist took off on a scream-
ing, soaring excursion— his 
hero seemed to be Jimi Hen-
drix. Everyone caught my cue 
and, incredibly, we finished 
together amid generous ap-
plause. ( Interestingly, another 
band who often invited me to 
jam always ripped off a letter-
perfect rendition of the Stones' 
"The Spider And The Fly" 
when I joined them onstage.) 

I shook everyone's hand, let-
ting it be known that I was 
really a keyboard player. It 
turned out their organist had 
left the band and soon I had a 
standing invitation to play with 
them. They were going on tour 
as soon as their hotel gig was 
finished. 
When I showed up for rehearsal, I rapidly discovered that 

the average African pop musician knows a lot more about 
playing American music than I knew about playing African 
music. I took my place behind an old Farfisa combo compact 
as Yunusa, the saxophonist and arranger, supervised tuning 
up. Unfortunately, that tuning process ended before the job 
was done—a tendency with a lot of African pop groups. 
Yunusa counted a tune off and the band kicked into a James 
Brown funk riff (the JBs, along with Mandrill, War, Santana and 
the Meters were major sources of inspiration during the mid-
70s). Yunusa took a blistering saxophone solo that ended with 
some upper- register squeals ( his hero was Junior Walker) and 
John the trumpeter shifted out of a circular little dance he was 
doing to blow spare, asymmetrical lines in the manner of Miles 
Davis. I had my solo shot and found it easy enough to comp 
along with the rock- solid rhythm section. African rhythm sec-
tions do tend to be strong! 
When it came time to work on some highlife and Afrobeat 

material, things got tricky. Many highlife tunes are built around 
circular I- IV-V progressions that never seem to resolve. The 
harmonic pattern is merely a context for improvisation— 

rhythmically and melodically. So it was dead simple for me to 
play sustained I- IV-V chords but meshing them rhythmically 
with the band led me to try a syncopated approach. "You can't 
play it like rock," Bongoes cautioned me after listening to my 
accents stumbling through the rhythm. He meant I was phras-
ing too sharply, instead of rolling with the pulse. People who 

say that African music is syn-
copated are trying to shoehorn 
African music into Western 
concepts of meter. African 
music is not metered accord-
ing to symmetrical units of 
time. Meter in most African 
musics is established by a 
central pulse articulated by a 
leader/percussionist ( in a 
multi- instrument ensemble). 
This pulse is formed by a pat-
tern of notes with a certain 
rhythmic quality. The length of 
the pulse determines the basic 
unit of duration for improvisa-
tions. The other members of 
the ensemble improvise within 
this pulse, contributing accents 
that complement certain as-
pects of the rhythm. Some-
times the pulsé will be merely 
implied, not articulated, but the 
musicians know the rhythms 
so well that they do not need to 
actually hear the pulse in order 
to know the correct limits for 
their improvisation. 
When the Groovies played 

"Otachikpokpo," an innovative 
fusion of traditional percussion 
ensemble, Afrobeat, highlife 
and funk that also is the title cut 
of their third LP, the main 
rhythm was articulated by a 
wah-wah guitar figure lasting 
at least eight Western beats. 

This guitar figure was playing the role of a lead drum pattern in 
traditional ensemble music. I had great difficulty playing my 
organ part, which consisted of simply two repeated two-note 
phrases, to be played at the proper intervals. Only when I 
began to hear the central pulse articulated by the guitar as the 
controlling measure of time was 1 able to play those simple 
phrases in the right places. 

Dele Ajiboye, the guitarist, hovered around me when I 
played organ, in order to pick up pointers. He was attempting 
to teach himself keyboards but it was strictly trial and error. 
Like most young African musicians, he had no access to 
formal music instruction (there are few music teachers and 
most musicians can't afford them anyway) and in the pop field 
there are few equivalents of the master musicians who have 
traditionally imparted musical knowledge in Africa. Fela Aniku-
lapo Kuti is somewhat an exception to this—he drills his Africa 
70 band meticulously and relentlessly. The first thing I told 
Dele was to use only a few voices on the Farfisa to avoid the 
tinny, whiny sound that is the instrument's unfortunate forte 
and which seems to be favored by so many organists around 
Africa and the Middle East. I was also able to find him a copy of 
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Hendrix's "All Along The Watchtower," which he treasured. 
Soon I was on the road with Bongoes & the Groovies, a trip 

that made that storied hard life on the road experienced by 
American musicians seem like a holiday. As an honored 
guest, I rode with Bongoes in his Honda Civic—in most African 
countries, even a Honda can be a prestigious item. With us 
was a long-time sidekick of Bongoes, a guitarist/singer who 
specialized in highlife and was coming along for a few gigs. 
The rest of the band and the roadies (who at a dollar a day plus 
meals came very cheap) were crammed into a Ford Econoline 
van along with all the equipment. A "good" road offered a 
ribbon of blacktop wide enough for two cars. Otherwise, driv-
ing meant jouncing along in the heat amid clouds of dust on 
laterite or dirt roads. A 300-mile trip might easily take eight 
hours or more, amid delays created by slow-moving cars, 
trucks, wagons, sheep, cattle 
or camel herds, and crowded 
villages with their teeming 
marketplaces and serpentine 
climbs up hills. 
When we arrived at our des-

tination, a provincial capital 
called Jos, Bongoes cruised 
slowly through the streets 
stopping every few blocks to 
meet and greet a multitude of 
people, mostly pretty young 
ladies (they began knocking 
on his hotel room door as soon 
as he arriied). A sumptuous 
young woman in a brightly-
colored wrapper, bedecked 
with gleaming bracelets, neck-
laces and earrings, flashed an 
inviting smile. 

"If either of you want her, 
speak up," Bongoes said. The 
groupie factor is evidently con-
stant worldwide. 
Bongoes lkwue shatters the 

usual stereotypes of African 
musicians. University-educated, 
he has organizational ability 
and sufficient versatility to play 
any kind of gig. The wide range 
of material played by his band 
(and his insistence on stage 
uniforms) meant he could play 
in the finest hotels or the funki-
est of bars. His vocal idols 
were Sam Cooke, the Impres-
sions, Brook Benton and Jim 
Croce. He composed a lot of his melodic, easy-going material 
on acoustic guitar—his demo tapes sounded like any other 
singer/songwriter's, if you ignored linguistic and melodic vari-
ations. It seemed perfectly natural for us to careen around 
town, harmonizing on old Sam Cooke numbers like "Chain 
Gang" or "Twistin' The Night Away." He knew the obscure 
ones, too. 

Following that night's gig, we were off into the bush fcr the 
much smaller town of Oturkpo. There are no Howard John-
sons on African highways—at least not yet. When we stopped, 
it was usually at a small roadside stand, where instead of a 
hamburger, we'd down a plate of peppery rice and meat and 
maybe a lukewarm Coke. At one of these stops, a solitary 
stand in the middle of nowhere, we tock a break in the cool 
night air. Out of the forest silhouetted ir the bright moonlight 
came the heavy rumble of drums from a nearby village, the 
vibration seemingly transmitted by the earth as well as by the 
air. Above the drums we could hear singong, a full, harmonized 
chorus, repeating a lusty refrain that echoed in the night. 

"They're having fun tonight," was Bongoes's comment, 
instantly giving a prosaic context to music that the romanti-

cists would describe as "primitive tribal ritual." It was just a 
song-and-dance fest, created by nothing more than drums 
and voices, albeit one of great vitality and power, a kind that 
can never be matched by electrified music. African pop musi-
cians are not yet isolated from this vitality. 

Our gig in Oturkpo was at the Afro Club, an open-air "night-
club." The town had electricity and pipe- borne (rather than 
well- borne) water and a few other amenities but, except for a 
larger number of frame houses than usual amid mud-
baked /thatched or tin-roof dwellings, it was little more than a 
village. The band luckily had found accommodations at a 
hostel (they had complained bitterly, even mutinously, when 
the manager failed to find accommodations for them at earlier 
stops). The ritual plugging in of equipment was accomplished 
by means of a fantastic and dangerous-looking Rube Gold-

berg contraption which at-
tached dozens of outlets to-
gether on a piece of plywood, a 
necessity since the club only 
had one outlet. The lights 
dimmed visibly when we 
plugged in. 
We played our usual warm-

up set: "Hot Pants Road" by 
the JBs, Mandrill's "Fence-
walk," "Funky Stuff" by Kool & 
the Gang, an original called 
"Smokey," which mixed modal 
scales and Afrobeat rhythms 
with free improvisation by the 
guitar and horns, and the obli-
gatory highlife tune. Many 
younger African musicians 
regard highlife as " old people's 
music." It was the hot new Afri-
can pop of the 50s and 60s, 
and some innovative highlife 
still comes out of Ghana, but 
most urban African young peo-
ple tend to be into American 
funk, reggae, rock and ver-
sions of Fete's electronic Afro-
beat. Yet most young African 
pop musicians have at least a 
passing familiarity with high-
life's Caribbean rhythms and 
jazzy improvisations. 
When Bongoes came out to 

sing, the band shifted gears 
into the rolling rhythms of his 
Congo-style material and the 
more insistent beat of reggae 

and Afropeat. Chris Onura, the bassist, played fat, spare lines 
with strategic pauses to accentuate the rhythms. African bas-
sists, like reggae bassists, tend to leave a lot of space in their 
lines so that they comment on the rhythm rather than merely 
replicate it. They also tend to play a lot of lines high on the 
neck—repeated patterns that impart a very/sensual undula-
tion to the music, a sound that sometimes seems to replicate 
the swooping sound of "talking drums" ( squeeze drums). In 
juju ensembles (Sunny Ade's group is a good example) this 
bass sound mesnes seamlessly with the drums. The 
audience. men in comfortable pajama- like lace outfits or 
Western suits, the women swathed in yards of brilliantly patt-
erned cloth or sleeK European fashions, had long since risen 
from the drink- laden metal tables to dance. They danced with 
subtle, understated movements of hips, arms, head and 
hands, so the entire crowd of bodies harmonized in a gentle 
undulating sea of motion. 

It's not unusual for African bands to play a tune for thirty or 
forty minutes without pause. By the time we slid into the 
fifteen- plus climactic minutes of "Otachikpokpo," both bands 
and dancers formed a bottom scarcely distinguishable from 
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the percussion ensemble we'd heard the night before. But the 
electric yawping of the wah-wah and the blaring solos and 
harmonized lines of the horns pulled the music away from the 
village into the tension and aggressive energy of the city. The 
song's chorus was a chant, sung by the entire group in a 
manner not very different from the chorus of villagers we'd 
heard. For once, the audience could understand Bongoes's 
Idoma lyrics—he was in home territory. Most pop bands 
resolve the dilemma of deciding whether to compose in their 
native tongue (which, in a multi-lingual country, can only be 
understood by a portion of the populace) or in a European 
language (English or French, depending on the country's 
former colonial status). Fela meets this problem by writing 
most of his lyrics in pidgin English, a lingua franca in English-
speaking West Africa. Artists such as Victor Uwaifo only 
recently have begun singing in English because of the limtied 
audience for lyrics in Edo. African artists want access to the 
international market too. 

I left the bandstand early that night with headache, back-
ache, fever and overwhelming fatigue which turned out, when 
I saw the only doctor in town, to be malaria. Nevertheless, the 
band was due for an audition the next day for FESTAC, the 
second World Black Arts Festival, in Lagos, several hundred 
miles away, and my services were needed as driver of a 
newly-acquired car. Fortified by an injection from the doctor, I 
drove bleary-eyed with head swathed in towels for twenty-four 
hours over roads pitted with bomb craters left over from the 
1967 civil war. We arrived in Lagos shortly after dawn, just a 
few hours before the audition. Fortunately, I did not have to 
participate, since the state government sponsoring Bongoes's 
band felt a white American somehow didn't mesh with the 
black arts festival concept. 

Lagos, the site of FESTAC, is a mecca for West African pop 
music. It's a stinking, overcrowded city of impossible contra-
dictions whose denizens seemingly live to party. A multitude of 
nightclubs, from fancy cabarets and posh hotels to rough-
and-tumble nightspots and hole- in-the-wall bars stuck in the 
middle of unpaved, open-sewered slums, offer a staggering 
variety of music—classical highlife ( Dr. Victor Olaiya), juju 
(Ebenezer Obey, Sunny Ade, Dele Abiodun), Afrobeat (the 
legendary Fela), apala and dozens of funk, pop, rock and 
Congo ensembles, Then there are the many street musicians— 
drummers, singers, flutists and others playing homemade 
instruments—who try to make a little spare change or just play 
for the hell of it. This sampling represents just West Africa, a 
mere chunk of a huge continent; the vast scope of African 
music is staggering and elusive. Along with Accra, Abidjan, 
Monrovia and Dakar, Lagos constitutes the bright- lights, big-
time glitter of West Africa. 

This glitter, an illusion of Hollywood-New York-dreams-
come-true, lures young African pop musicians. Many of them 
play in bands for the same reason American rock and funk 
musicians play: girls, glamor and bucks, or, at least, the hope 
of big bucks. 

I remember catching a local band in a small cafe. The lead 
singer, wearing dark glasses and high platform shoes, was 
gamely striking cool poses and saying, "Right on! Get the 
groove!" to the audience. No doubt, he was replicating the 
moves of some American singer from the Wattstax movies 
shown so widely throughout Africa. Young urban Africans 
have seen films with Western pop stars and they read the 
magazine tales of fame and fortune. In Eastern Nigeria, there 
has been the so-called "Eastern rock" sound which draws its 
greatest inspiration from the Beatles, of all people. Musically, 
the novelty of emulating Western style may cause a band to 
re-create funk, punk or rock styles just as a Western rock 
musician finds it fascinating to appropriate African, Middle 
Eastern or West Indian styles. Some of these musicians fall 
prey to the cultural imperialism of Western merchandising; in 
West Africa, the big record companies are EMI, Decca and 
Phonogram. Local music can easily be swamped by streams 
of well-packaged American or European records, replete with 
foreign mystique. As a result, some African pop musicians 

Pan-African rebel: Fela preparing for a show at the Shrine, his 
personal club in Lagos. 

begin to lose touch with the traditonal music around them. The 
most progressive African musicians, though, are looking for 
ways to fuse the multitude of African rhythms, melodies and 
instrumentation with Western approaches to music-making 
and new technology. 

Joe, Bongoes's conga player, suggested we catch Fela at 
the Shrine, his personal club which was closed by the govern-
ment soon after we saw him there (he has since built a new 
Shrine). More than any African musician, Fela has met the 
world on his own terms and fashioned a powerful amalgam of 
African and non-African musical elements in his own image. 
As we stepped into the Shrine's packed open-air courtyard 

(after being patted down for weapons), a warm sea of sound 
hit us. A percussion sectio, f several conga players, a trap 
drummer, shekera (beaded gourd), and sticks percussionists 
laid down a complex foundation of rhythm as an electric 
bassist played huge, intermittent slabs of sound. Two guitar-
ists played choppy James Brown-style guitar figures, giving 
the music a funky bite. A brace of saxophonists and trumpet-
ers played sustained, harmonized phrases. 
Over tne sea of bobbing heads, ringed on all sides by the 

seventy-plus African flags that proclaimed Fela's pan-
Africanism, we could see the great man himself, legs apart, 
blowing looping, swooping saxophone solos in all registers. 
When he got tired of that, he jumped behind the electric piano 
and played jabbing solos. Then he would grab a microphone, 
pace back and forth in front of his band, and preach to the 
audience, chanting, singing. reciting satirical lyrics in pidgin 
English or Yoruba. His lips pouted petulantly, his jaw was 
thrust out defiantly and, now and then, he laughed lustily as he 
bantered with the audience. His every gesture proclaimed a 
defiance and assertion of sel that wou'd not be appropriate in 
traditional African music. He's a rebel and therefore a hero to 
African teenagers. 

Jazz streams forth from Feila's horn and funk is stuttered out 
by his guitarists and bassist, but the rhythms, the call-and-
response interchange with chorus and audience, the sp,-A-
taneous approach to the music (songs usually last forty 
minutes or more) is African, stamped indelibly with Fela's 
personality. It's new African music that just might take the 
world by storm one of these days. 
When African musicians succeed in their fusion efforts, 

wedding their traditions with pop, the results can be dazzling. 
In dozens of little bars I heard that fusion emerge, spontane-
ously, at certain random moments and then fade. With Bon-
goes's band, it usually happened at some point every night. As 
these bands begin to grab hold of this exhilarating new music, 
the global pop of the 80s will emerge. a 
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page, we wouldn't attempt to tell you all about cymbals in a one-page ad. Our 296-page 
Profiles 3 book gives you the personal set-ups and biographies of hundreds of drummers 
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SOUND TWO LAYERS Not 
The new Roland EP- 6060 Combo Piano gives you two sound sources to play with for a sound that's two layers thick. Two separate 
voices that can each be set for Tone (Piano 1, Piano 2 and Harps.), Octave, EU, and Decay resulting in a sound you can really get your 
teeth into. Tune the two voices against each other for even more depth. That's just for starters, the rest includes an Arpeggiator, 
Split Keyboard, Upper Harmony ( for block chording when only one note is played), and a Transpose feature that lets you play a tune in 
any key at the push of one button. All this for only S895.00. So get going, Roland's just given you another good reason to visit your 
music dealer. 
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TOM SCHOLZ 
AND HIS ROCKMAN 

Boston's innovative producer/guitarist sells his 
sound—to go, with a side of phones. 

BY JOCK BAIRD 

Torn Scholz, mastermind/guitarist of the 
group Boston and sonic architect of 
hard pop, is sitting in the super-tech con-
trol room of his basement home studio, 
tucked away in an unassuming subur-
ban Boston development, reflecting on 
the interaction of his two very success-
ful music careers. Scholz the star musi-
cian/producer has recently had a lot 
less to say to the world than Scholz the 
inventor/manufacturer, particularly 
since Scholz Research has not only just 
finished selling its ten thousandth Power 
Soak distortion unit but is now bringing 
out a small, mobile sound-processor/ 
headphone amp, the Rockman (a 
cheerfully borrowed variation on the 
Walkman). "Whenever a new device 
happens, it happens," said the Tom Swift 
of rock, "but I kind of wish in this case 
that the Rockman came out after the 
new Boston album I'm working on, 
because it can look pretty bad for 
you... you know, four years without an 
album and you're putting out a musical 

instrument device while there's several 
million people bugging you for a record." 

I asked if Tom's record company, 
Epic, had been calling twice a week to 
inquire about his progress. Tom smiled 
ruefully, "The company's beyond that. 
They've been past annoyance for sev-
eral years now, but there's nothing they 
can do. The record's taken a solid two 
years just in the studio, and I want to 
make sure it sounds like something I'm 
going to be happy with when it's done. I 
am confident that it'll be done this year, 
though." "Finished this year or out this 
year?" I asked. "The company will prob-
ably bring it out in a week," laughed 
Scholz. " It could be the fastest release of 
all time." 

Epic's impatience and that of the 
legion of Boston admirers is understand-
able. One of the freshest and most 
mature first albums of the 70s, Boston 
not only was the largest selling debut LP 
ever (7,740,000 copies to date) but became 
a prototype of pop production and state-

of-the-art guitar sound. With the public 
clamoring for a sequel, Scholz's time-
consuming album assembly process 
was rushed along by Epic; he now feels 
that side two of Don't Look Back wasn't 
ready to go out, and in recording Bos-
ton's third album, entitled Third Stage. 
he has been especially militant about 
discarding mediocre tracks: "You work 
something up and it sounds great that 
night, but the next day Cindy ( his wife) or 
someone will say, ' I don't know....' You 
have to write ten songs and throw nine 
out." 
As Tom played the nearly completed 

first side of ThirdStage for me, it became 
apparent that his perfectionism has 
paid off handsomely. The new record is 
less monolithic and sonically dense 
than its predecessors; everything is 
more open, with a moody airiness and a 
more careful and dramatic use of 
dynamics. The trademark Boston sound 
is present, naturally, but is used strictly 
to enhance the songs. Despite Scholz's 

78 PHOTOS BY RITA RIFF 



insistence that he hasn't listened to any 
popular music for the last four years, 
Third Stage could (and no doubt will) fit 
very comfortably into the top of the 
1982-83 LP charts, a tribute to how 
much the current AOR monopoly has 
been influenced by Scholz's innovations. 
The crucible of creativity for Scholz is 

his basement studio, in which the last 
Boston record was also recorded. It con-
sists of two small (10' x 15') rooms with 
the board facing the opposite direction 
at the back of the control room so Tom 
can see the VU meters while he's play-
ing in the other room. The studio barely 
accommodates a set of drums, a couple 
of Marshalls and a Yamaha electric 
piano, but that's all the space needed 
because Scholz himself plays most of the 
parts except the drumming duties, 
which are handled by Boston regular Sib 
Hashian and Tom's old friend Jim Masdea. 

Scholz begins layering each song by 
playing rhythm guitar with the drums "to 
get a good feel," and then adding bass, 
more rhythm guitars, piano and his sig-
nature solos. Vocalist/songwriter Brad 
Delp, whose high, bell-clear lead vocals 
are an essential part of Boston's suc-
cess, also does all the backup vocals. 
Tom likes to keep Brad's voice slightly 
undermixed so he has to work a little 
harder to get over the instruments. The 
result is a massive stadium-filling sound 
that seems almost comical when set 
against the background of Scholz's 
small, one-man operation. 
The tiny control room is filled to 

capacity with exotic outboard equip-
ment that surrounds the 24-track Audio-
tronics board, including the Fadex digital 
mixdown system ("It's cut my working 
time in half; this album would've taken 
four years without it"). 
Tom uses one such piece of outboard 

gear to shape his now-famous guitar 
sound, a somewhat bulky and unglamor-
ous wooden box on the floor next to the 
board. He mikes a Marshall (" I got 'em 
around and basically couldn't find any-
thing better, so I use 'em") that's been 
Power Soaked and then runs the signal 
through the box—a patchwork of separ-
ate compression, eq entering and leav-
ing (and some of his contours on the 
10-band MXR are very unusual) and 
other assorted delay and amendment 
devices—and then into the board. For every 
change of sound, Scholz has to redo 
every setting and the sheer clumsiness 
and inefficiency of the system finally led 
him to consider taking action. "We still 
have these big, clunky amplifiers that 
you have to put all kinds of garbage in 
front of and then have to run through 
boards and more crazy stuff just to get 
what you've got on a record. It was a 
mess, getting a good sound from a Mar-
shall, and I just got fed up with it." 

Scholz used his substantially self-

taught eJectronic engineering back-
ground and Polaroid work experience (" I 
designed a sound processing system 
for their ill-fated instant movie cassette 
system that never sold") to simplify the 
process, but saw limited interest in it as a 
sellable concept until another recent 
technological development: "The (Sony) 
Walkman is incredible. I think that was 
such a breakthrough engineering-wise! 
Those headphones were miraculous. 
When I heard them, I said, 'Now it makes 
possible a whole new set of things.— 

Gear galore; Scholz at home, honing Third 
Stage, the long-awaited new Boston LP. 

Thus was born the Rockman, a small 
black box with some very large implica-
tions for guitarists. Tom plugged an 
Ibanez electric into his only working 
prototype and said, "What the hell, let's 
give it some power here. might as well 
go all out." He pushed a four-position 
switch all the way over to "distortion" 
and did the same with the three-stop 
volume control, then began spinning off 
bursts of rock 'n' roll guitar fire, which I 
heard over a companion set of phones 
("You've got to have another head-
phone outlet; how else can you impress 
anybody with how great you are?") The 
sound, including chorus and a sleek but 
restrained echo was very full, balanced 
and quite exciting. It was not the Bos-
ton/Scholz sound I expected; it was really 
your basic meat 'n' oo:atoes rock guitar 
sound, but a very well crafted and subtly 
distinctive one. It became even more 
apparent that the unit was not a Boston-
clone device as Tom switched to half-
distortion, an intermediate setting "you 
could use for rhythm"; as he picked 
harder, the distortion increased, as he 
lightened his touch, it cleaned up. 

Mt JSCIAKII 
Then Scholz plugged in my Gibson 

ES-345, the first semi-hollow he's ever 
run through the Rockman and tried two 
"clean" settings. One enhanced the 
mid-range of my guitar and brought out 
all its natural warmth. Then he demon-
strated a second setting, explaining why 
he decided on two different equalization 
patterns: " If you look at the difference 
between a Fender and a Gibson, they're 
at opposite ends of the spectrum; 
incredibly different. That was what led 
me to include two clean settings. This 
second, higher position is also what 
you'd do for an electric piano, pushing 
the highs a lot and shoving the bass in a 
reasonable place." 
The larger issues of Scholz literally 

selling his sound seemed to have rever-
berations and I asked him if he felt there 
were any dangers to it. He quickly 
refuted my suggestion: "Oh, it's not my 
sound. That's the nice thing about it; 
that's why we have all these choices." 
Scholz then quickly demonstrated a ser-
ies of totally different rock sounds, 
including a T-Bone Walker blues, a 
Byrdsian ring, a Joe Pass thick-and-dry 
jazziness and a top-forty sheen. 
"Somebody once commented that if I 

make the Boston sound available to 
everyone, I'll be out of a job. Lots of 
people will be able to get my sound with 
the Rockman if they really want to; all 
they have to do is use a Les Paul, some 
SGs'll do it, a set of DiMarzio super hum-
buckings, turn the volume down a little 
bit and use the bridge pickup and they'll 
be all set. But it won't play the guitar for 
you. It certainly won't put Boston out of 
business. It'll make it a little easier for all 
the producers and engineers who've 
been trying to cop the Boston sound for 
the last five years, but I'm not worried." 

Scholz has good reason not to be. 
Tom's playing techniques have a lot 
more to do with his brilliant guitar tex-
tures on record. These include his care-
ful harmonizations and doublings ("You 
can't be too far off what you did on the 
first track, but you can't do the exact 
same thing either or it'll sound too 
mechanical"), his ability to sustain notes 
naturally and his style of picking with 
both his pick and the meat of his thumb 
to produce a harmonic an octave above 
his high notes. Unfortunately, the Rock-
man will do none of these for you 
(although the compression will help you 
with the last technique). 
The more the details of the Rockman 

were explained, the more impressive 
Scholz's engineering job began to seem. 
"All the basic production decisions you 
have to make are included in the four 
settings. Flip from one to the other and 
there are a lot of changes made, 
changes in eq, compression, chorus, 
echo. There's eq going in and coming 
out. That's why the switches aren't con-
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tinuous; it could've been done, but it 
would've been too expensive for the 
buyer." (The Rockman lists for $249.) 
Scholz is especially happy with the 
reverb: "We did a lot of research and 
development on that. I think we broke 
some new ground. We've got an analog 
system that I don't think anyone has 
equaled for anywhere near that price. In 
fact, we may offer that later as a separ-
ate effect." 
The unit has a red light that winks on 

and off, an indicator of the fact the power 
supply (which requires eight AA batter-
ies) is on only a third of the time, giving 
an ample forty hours of use per set. 
Since half of its small volume is batter-
ies, the miniaturizatiohwas the principal 
design problem: " It's tiny, and there's so 
much in there. There are so many IC's. It 
was not an easy engineering job." 
Scholz is publicly pushing the Rock-

man as a practice device and makes a 
convincing case: "It's inspirational. You 
put on the phones and play and you get 
a great guitar sound. I finished writing two 
things for the new album that I'd had a 
tough time trying to complete. And I'm 
using it now. You notice my mike is dis-
connected from that Marshall now." 
Tom then played me another possible 
album track with a lead played on the 
Rockman that sounded indistinguish-
able from the other Third Stage tracks 
done with conventional processing. 

But Scholz is soft-pedaling the full 
implications of the Rockman. It's not 
primarily a practice amp to lake to the 
beach; it's a serious professional tool 
that actually obviates the need for a sup-
posedly essential piece of equipment: 
the amp. " I think it'll take a little while 
before people realize that you can actu-
ally throw your amplifier away. But we're 
not going to tell anybody that for now, 
because amps are so ingrained, people 
don't want to hear that. So we say, 'Use it 
direct or use it through headphones' and 
they'll just use it through phones. But 
after awhile they'll put it down, plug into 
their amp and then go right back to the 
Rockman. That's something I think'll 
happen by itself gradually. 

"I remember at this show I did, I was 
playing it for this guy, and he says, 'This 
is for practice, right?' and I said, 'Yeah, 
this is for practice, but of course you can 
play through it live.' And he says, 'Well, 
what would you do, play it through your 
amplifier?' And I said, 'Well, you can, but 
you're better off putting it into your P.A., 
because your regular amplifier is not a 
high quality sound system.' And he says, 
'You don't need an amplifier?' I said, 
'Nope.' So he thinks for a minute and 
finally says, 'Well nobody'd want that!' 

"So we're taking it easy on the throw-
ing away your amp stuff. Who knows...? 
I'm using it, that's for sure." 
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PRODUCER SERIES 

E V E o E N T S 

A Flexible World of Headphone Sound BY JOCK BAIRD 

The versatile MA10 headphone amp, front & center, %filth phones and MM10 mixer. 

If, as they say, the best presents come in 
small packages, then Yamaha's new 
Producer Series headphone system— 
which comes in two paperback-sized 
boxes—will be like having Christmas 
every day for the committed player/re-
corder. With the MM10 mixer and MA10 
amplifier, you can do it all with 
headphones—from rehearsing a four-
piece band (with vocals) to recording 
live or overdubbing on a 4-track deck, 
not to mention practicing alone in the 
bedroom or wide open space of your 
choice. 
More important than eliminating 

weighty speaker cabinets and com-
plaints from angry neighbors, the 
Yamaha system is an education in mik-
ing. Going under headphones is really a 
preview of the recording process and a 
chance to produce yourself, to develop 
a new studio discipline while shaping 
and organizing your music coherently. It 
can help turn a good live band into a 
good recording one. 
The system's most striking attribute is 

its flexibility. The MA10, the amplifier 
module ($125), not only lakes a standard 
RCA plug input in stereo from the mixer 
(or tape deck/radio/turntable), but has 
another main input with treble/bass 
controls and two volume controls, so 
you can overdrive the signal for a terrific 
raunch guitar sound. There are two 
"monitor" circuits with two separate 
level controls that can be patched to an 
effect, run into a tape machine and back 
(you can record and play back your 
parts without repatching), hooked up to 
other MA10s in series or connected with 
completely new inputs. Between the 
amp and the four-input plus stereo auxil-
iary jacks mixer ($110), you can plug in 
nine separate signals and control them 

all independently. 
Another important innovation in the 

Producer Series is the 10 millisecond 
analog delay which synthesizes the 
psychoacoustical perception of room 
sound. "The whole idea was to get the 
sound out from between your ears and 
in front of you," explains a Yamaha 
spokesman. "The 10 millisecond delay 
affects different frequencies differently 
and spreads them out in the phones. A 
100 Hz sound will be slightly louder in 
one side while a 150 Hz might get can-
celed a little by the delayed signal. It 
synthesizes an aural depth of field." 
The imaging and low noise of the 

MA10 combine to make the instruments 
more distinct, and individual pan con-
trols on each mixer input (there are no 
tone controls) make the most of the sep-
aration. With a beefy output stage, 
volume into the headphones is not a 
problem, although Yamaha's MH10 
headphones (extraordinarily clear for a 
$29 set) are open-ended and not as loud 
or bassy as close-ended ones. By Y-
plugging the two outputs, four of the 
close-ended phones stay amply loud 
(although it drains the six AA batteries 
faster). 
The only drawback to the Producer 

Series is its need for outboard gear. The 
lack of reverb will send you scurrying for 
your echo or delay effect. You may also 
want to add a small equalizer or other 
goodies like chorus and compression. 
But considering that these little boxes 
are replacing your entire bulky stu-
dio/rehearsal mix and monitor system 
(and sounding even better), it seems a 
small thing to bring along a few pedals 
and boxes. And you may never go back 
to the world of clumsy and incorrigible 
room acoustics again. MI 

80 



 Ml JSICIAN 
A Y ER S 

RICHARD 
THOMFSON 
From Fairport to Coltra ne, Reverently BY DAVID FRICKE 

nompsors evocative playing and eclectic influences make him a unique guitar stylist. 

It could have been the Second Coming. 
When Engish singer/songwriter/guitarist 
Richard Thompson shuffled out from 
behind the black stage curtain at New 
York's Bottom Line last May, the sold-
out house erupted in a roar that would 
have embarrassed a Blue Oyster Cult 
crowd at Madison Square Garden. And t 
happened every time he announced a 
song, played a particularly juicy guitar 
flourish and flashed one of his big 
quarter-moon smiles ( his already thin 
almond-shaped eyes dissolving into 

Oriental slits). When they weren't staring 
at him in religious awe, they raised the 
roof in his name. 

In fact, this was Thompson's second 
coming, to New York anyway. A solo 
all-acoustic visit three months earlier 
marked the end of a self-imposed 
decade of exile from American stages 
that started after a 1971 U.S. round with 
British folk-rock pioneers Fairport Con-
vention and a low profile '72 jaunt back-
ing up a solo Sandy Denny. This time 
around, he came packing the superb, 
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highly acclaimed album Shoot Out The 
Lights and a 24-carat band in old Fair-
port cohorts guitarist Simon Nicol and 
drummer Dave Mattacks, accomplished 
Yankee bassist Pete Zorn and his raven-
haired Scottish beauty of a wife and sin-
ger Linda Thompson. The devoted are 
still swooning. 
The general public is not. Miracu-

lously, Richard Thompson has sub-
sisted on a meager diet of cultish favor 
and critical huzzahs to make an extraor-
dinary series of solo and duet albums 
with Linda that include his playfully 
eccentric '72 solo debut Henry The 
Human Fly and the Thompsons' in-
tensely personal, almost religious state-
ment (they are both Moslem converts), 
1975's Pour Down Like Silver. If Joe 
Average knows Richard Thompson at 
all, it is probably as a major architect in 
Fairport's Great Electric English Folk-
Rock Experiment of the late 60s. But he 
should also learn to know him as a bru-
tally emotional, melodically inventive 
songwriter. Rooted in those plugged-in 
Childe ballad variations, Thompson's 
songs also incorporate strains of post-
bop jazz, daring exotic Middle Eastern 
harmonic curves and the high jump of 
classic rock 'n' roll. More important, he 
should know Richard Thompson as a 
highly individual guitar stylist because it 
is his evocative playing, from solos on 
down, that is the lynchpin on which his 
best songs turn. 
A severe case of modesty, however, 

only permits Thompson, thirty-two, to 
stress his importance as an accompa-
nist even on his own records. "Basically, 
what I do best on the guitar is accom-
paniment, working behind the scenes," 
he mumbles bashfully, his tall elastic 
frame with the prematurely balding 
crown stretched across a Manhattan 
hotel bed. " I'm glad to do instrumental 
tracks and records. But I often feel long 
solos are rather self-indulgent. It's nice 
to have the opportunity to play them 
once in a while in my band, but usually 
what happens is we'll be playing a two-
minute song live, I take what should be a 
short solo, and I wake up ten minutes 
later. 

"I used to really like Zal Yanovsky," a 
reference to the lead guitarist with the 
Lovin' Spoonful whose tasty solo 
breaks, much like Thompson's, were 
less ego bursts than the cream filling in 
John Sebastian's folk- and blues-based 
songs. "Zal was a good kind of synthesis 
player, playing a good mixture of styles 
like blues and country" 
Thompson's guitar style is also the 

fruit of an original synthesis, rock 'n' roll 
almost by default. "That's the style of 
music I grew up with. Besides, I mostly 
play electric," he notes dryly. Yet in his 
deft multi-tracked acoustic rendition of 
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Duke Ellington's " Rockin' In Rhythm" on 
Strict Tempo!, the high-amp Link Wray-
style rumble of Shoot Out The Lights's 
title blast, and the impassioned Strato-
caster stretch in the live "Calvary 
Cross" on the '76 compilation Live! 
(Moré Or Less), one hears echoes of 
early influences like Django Reinhardt 
and James Burton as well as the 
advanced modal sax slide of John Col-
trane, the classical shimmer of Debussy 
and folk pickers Davy Graham and Mike 
Seeger. If this is rock 'n' roll, it is influ-
enced by traditions far outside it. 

"Something like ' Calvary Cross,— he 
suggests, " is very repetition-oriented. 
You play a line, a phrase, twice, four or 
six times, and you work on it, evolve the 
phrase. That is a more traditional music 
style, derived from Scottish bag piping 
where you do variations, as many as 
sixteen, on a single theme." He points 
out the similarity to jazz improvisation, 
where Coltrane would take a song like 
"My Favorite Things" and elaborate on 
the melody over and over again until it 
became something else entirely. "Yeah, 
it's the same thing except that piping is a 
lot simpler. There are a lot less notes. On 
the guitar, it's probably somewhere 
between the two." 
Thompson remembers hearing Scot-

tish pipes music around the house at an 
early age—his father, a Scotland Yard 
detective, was an amateur musician and 
ardent record collector; his mother was 
Scottish. But he did not come to his folk-
rock crossroads until well into his Fair-
port days. Smitten first by his father's 
Les Paul records and the jukebox down 
the road that played Buddy Holly's 
"Peggy Sue" long and loud, he went 
through the usual post-Shadows school 
combo apprenticeship, even playing 
in a Who-ish R&B band with a young 
Hugh Cornwell ( now a Strangler). At 
fourteen, he started frequenting London 
folk clubs. But when four years later, in 
1967, he cofounded Fairport Convention 
with Simon Nicol and bassist Ashley 
Hutchings, it was as a pop band with 
Byrds/Jefferson Airplane leanings. 
"When Fairport started," he explains, 

"we were always more interested in 
bands that drew on ethnic music like the 
Byrds and the Lovin' Spoonful. But we 
wanted a stronger identity. We couldn't 
play blues and country music as well as 
Americans just because we weren't part 
of that culture. We wanted to do some-
thing that was part of ours." 
"We found particularly when Sandy 

Denny joined as singer, that we had 
another source to draw on," continues 
Simon Nicol, a stocky soft-spoken gent 
with long black hair, joining the interview. 
"She knew English folk music and 
brought material into the band, which we 
were able to get at least tentative hooks 

continued on page 109 
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PAWNSHOP 
HORNS 
Bargains & Busts Off the Beaten Track 

Row upon row of gleaming brass may promise great cleats, but play before you pay. 

I used to walk by them every morning on 
the way to work—two pawnshops book-
ending the 10th- 11th Street block on 
Manhattan's Third Avenue. The display 
windows, full of oddments from cameras 
and watches to curios like telescope-
sights and TV picture tube testers, were 
festooned with all manner of old used 
horns. Alto, tenor and baritone saxes 
and that white elephant of jazz history, 
the C- melody sax, which looks like an 
unSanforized tenor someone left out in 
the rain ( it's pitched somewhere 
between an alto and a tenor). Burnished 
trumpets and cornets in gold and silver. 
Ancient marching band instruments 
nobody plays anymore, like alto horns 
(looks like a shrunken euphonium, 
which in turn is a shrunken tuba) and 
mellophones (a slightly smaller French 
horn with trumpet-like piston valves 
instead of flat French horn keys). Silver 
metal clarinets, and clarinets with 
bodies of real wood. They were all invar-
iably tarnished, but that only added to 
their beauty, their mystique—the ghosts 
of jazzmen past practically peeked out 
of every bell. 

Sure, they looked neat. But what did 
they sound like? I hooked up with a cou-
ple of fine professional hornmen to find 
out: reedman Ralph Carney (recently 
with Swollen Monkeys, formerly of Tin 
Huey— who, Ralph says, are re-

BY MICHAEL SHORE 

forming—and recently on tour with the 
B-52s) and cornetist Olu Dara ( leader of 
his own splendid organic-fusion Okra 
Orchestra, collaborator with Henry 
Threadgill and Material, among other 
leading post-modern likes). 

"I've never bought a new instrument," 
says Dara, " I always go to pawnshops. 
There's something about those old, tar-
nished horns, makes 'em sound more 
funky, more in touch with the ancient 
feeling. But you gotta be real careful." 

Indeed. Standing in front of the Stuy-
vesant Curio Shop (52 Third Avenue at 
10th Street), Olu picked out a couple of 
nice looking cornets: an Olds for $149 
and a Getzen for $99, both with gleam-
ing gold bodies and shiny silver fittings. 
Entering the shop, a claustrophobic 
affair with guitars hanging from every 
inch of ceiling space, the first thing the 
salesman said after Olu told him which 
horns he wanted to look at was, "Are you 
gong to be buying today, sir?" 
"They always try to intimidate you like 

that," Olu whispered to me. To the sales-
man, Olu responded, "Maybe, but I gotta 
see how they play before I pay." " But wi I 
you buy it if you like it?" the salesman 
grumpily countered. Finally, he got the 
two cornets. Olu tried out the Olds first— 
"I play an Olds Ambassador cornet 
myself," he explained, "it's a fine make 
nobody really knows about, 'cause the 
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Because one 
unique instrument 
deserves another. 

Introducing the new Shure Professional Enter-
tainer (PE) Series Instrumental Microphones. 

Imagine a microphone designed to complement the 
instrument you play and the budget you live with. That 
the whole idea behind the new Shure PE Instrument 
Microphones. 
The moment you choose the right PE Microphone. 

you have an instrument that comes closer to the sound 
you are seeking than anything you've ever 
known before. With a great professional SR ugE 

on-stage look. And, from the least expensive Shure PE 
Microphone through the top of the line, there's no sac-
rifice in performance quality 

You've spent a long time choosing your instrument. 
Now you can find the microphone that expresses it best. 

For more information on Shure PE Microphones, 
visit your local Shure Dealer. For a catalog and applica-
tion guide, send $1.00 for postage and handling to Shure 

Brothers Inc., Dept. HI, 222 Hartrey 
Ave., Evanston, IL 60204. 
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company went out of business a while 
back. $149 is a pretty good price if the 
horn's working." After noting the horn's 
unusual side-saddle spit valves, Olu 
checked the slide mechanism on the 
lower-front tube, then executed some 
low-to-high tone flutters and smears. 
"Nice," he concluded, "but the third 
valve's leaking. This'd have to go back 
to the shop." The Getzen performed a 
little better, but its tube-slide action was 
messed up. "This needs work too," Olu 
explained, "but $99 is a great price. It's 
essentially a good horn. Now you could 
spend up to twice that price to get it 
fixed, but if you really like the sound and 
feel of the horn, it could be worth it." 

To Olu's shock, the salesman offered 
to bring a new Olds Ambassador out of 
the stockroom. Sure enough, it was 
fresh out of the case and sounded great. 
Price? $189. "1 could get this uptown for 
$125," said Olu, referring to "music 
instrument row" on 46th-48th Streets. 
No sale. 
"What it is," Olu explained, " is they're 

looking for suckers. People who come in 
and point to something and say, 'I want 
that, and here's the money,' without 
bothering to try it out. But you gotta try 
'em out. These aren't official musical 
instrument shops. Who knows what kind 
of shape the horns are in? You can't tell 
just by looking, that's for sure. If you're 
gonna shop in pawnshops, you gotta 
know what you're doing, or if you're a 
beginner, you have to bring a profes-
sional musician in who can try it out for 
you. Check the construction, the valve 
action, the slide action, and see how it 
sounds." 
On the way out, Olu spotted an old 

silver alto horn hanging in the window, a 
horn he said he used to play in school. It 
was labeled tenor horn. "No such thing 
as a tenor horn," Olu said. Furthermore, 
its mouthpiece-fitting was broken off at 
the neck. "That horn is useless because 
it's an old, old horn, and you'd have to go 
some to find the right fitting for it. And 
they want $159 for it! They got a real 
nerve, these places." 

So: caveat emptor, no matter what the 
horn's condition or price tag. " If you're 
just window shopping," Olu advised, "a 
good way to tell if a trumpet's a real 
professional model is if it has two spit 
valves at the front of the horn. Most of 
these horns," he continued, gesturing at 
an antiquated Excelsior trumpet for $89, 
"have only one spit valve. That's either a 
real old horn, or a cheap student model. 
That's not to say it might not serve 
someone's purpose—but not if they're 
real serious about horns. Don't worry if 
it's tarnished, though, it's still worth a try. 
When the metal tarnishes, that means 
it's aged, and since the horn's made out 
of the metal, that'll affect its sound. And 

continued on page 116 
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WILL ACKERMAN'S 
WINDHAM HILL 
Making Quality Record's for Less BY PAUL D. LEHRMAN 
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High quality means big bucks. That's 
what everyone in the record business 
tells you, especially when they try to jus-
tify high prices or poor pressings. If you 
want a great-sounding recording, the 
rap goes, you have to pay for it: $18 or so 
for a Telarc digital, a Sheffield Labs 
direct-cut or a Mobile Fidelity or Nautilus 
half-speed mastered disc. So how come 
a small label out of the San Francisco 
area called Windham Hill Records can 
make money on digitally-recorded or 
half-speed mastered albums, pressed 
on superb vinyl, that consistently wow 
the critics with their romantic delicacy 
and instrumental prowess—and cost 
only $9.98? 

"High technology doesn't really cost 
that much more," contends Will Acker-
man, guitarist and founder of the label. 
"Our masters are cut by Stan Ricker at 
Mobile Fidelity, and he's not charging us 
$600 a side. Record Technology, Inc. 
(RTI), who have handled Sheffield Labs 
and other custom clients, do our press-
ings, but it works out to only about 8 
cents more per disc than if we used a 
conventional plant. We use Quiex 11 
vinyl, which is the best domestic for-
mula, and that represents about 28 
cents more a record. We keep our cash 
flow good and pay all our bills quickly, 
some of them even ahead of time, and 
that saves money. And we sell a lot of 
records. We're not rolling in bucks, but 

we're making enough to keep every-
body—our artists, our suppliers and our 
distributors—happy, and we're able to 
sustain ourselves." 
Ackerman didn't start out wanting to 

be a record mogul, nor did he ever 
intend Windham Hill to become the 
darling of the super-fi set, a kind of 
American ECM. After dropping out of 
Stanford University in the early 70s, he 
made a "very nice" living for several 
years as a general contractor in the Bay 
Area, and at the same time composed 
and played music for a local theater 
group. " People kept saying to me, 'Why 
don't you make a recording?' So the 
people in the group chipped in five 
bucks or so each, and I booked some 
time in a studio in San Mateo. I had about 
$300, and the studio assured me I 
couldn't make a record with that, but 
after the engineer, Scott Saxon, heard 
me play, he told me the studio time was 
on the house. So we finished the record, 
and did a private pressing of about 300 
copies, glueing some of the cover 
sheets onto jackets left over from a pri-
son work-song project done by the Loui-
siana Folk Song Society." 
About that time, Ackerman the con-

tractor started working on new retail and 
warehousing space for Chris Strachwitz, 
head of Arhoolie and Kicking Mule 
Records. "He heard the tape," says 
Ackerman, "and offered me a deal on 
the spot. I listened to what he had to say, 
and I figured I could exploit myself better 
on my own." 
He did well indeed—with guidance in 

many areas from Strachwitz. Windham 
Hill Records now has over twenty titles 
in its catalog. None of the albums has 
sold fewer than 10,000, and pianist 
George Winston's Autumn has sold 
150,000 copies. For a time, it was the 
most requested jazz record on Boston's 
WGBH radio, and was selling just behind 
the Stones' Tattoo You in Seattle, 
Washington and Portland, Oregon, 
according to Ackerman's distributors. 
Windham Hill's quest for quality starts 

with the recording. Ackerman is very 
fond of tube mikes, particularly U47s 
and U67s, and he uses them whenever 
possible, paying extremely close atten-
tion to placement to achieve the desired 
effect, whether it's close to an artist's 
head or at the other end of an empty 
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2,000-seat concert hall. It was Scott 
Saxon, Ackerman's first engineer, who 
initially showed him the miking tech-
nique that has become standard on his 
guitar recordings. "He just took two AKG 
mikes and crammed them right up next 
to the neck above the sound hole, in a 
sort of X-Y pattern," Ackerman recalls. 
"It's not a 'purist' sound, in that I'm not 
trying to reproduce a live performance, 
but it's beautiful, and it's what we wanted 
to hear. It's a completely different sound 
from what everyone else was doing. 

"Scott also suggested overdubbing, 
which I had never dealt with, and I dis-
covered I was so good at double-
tracking myself that we started to get all 
these incredible natural phasing effects. 
I still do all my phasing like that." 

Lest he be thought of as a reactionary, 
Ackerman is quick to point out that the 
primary mikes on a recent recording of 
Russel Walder, oboist, and Ira Stein, 
pianist, were Crown PZMs. 

Currently, the studio of choice for 
Windham Hill's projects is Different Fur 
Recording in San Francisco, primarily 
for its Studer 1/2-inch stereo mastering 
machine. "The 1/2-inch format may be 
analog recording's last gasp," says Ack-
erman, "but it's a significant improve-
ment. At 30ips, with no noise reduction, it 
makes a remarkably clean recording. 
We get the highest signal-to-noise 
possible—we saturate the tapes to the 
point of distortion, and we never use 
limiting, except as an effect." 
Windham Hill has also done digital 

recording, using a Sony PCM-1600. " I 
haven't heard any of the problems with 
digital that everyone says are there," 

Ackerman says, "and Passage, our dig-
ital album, has the cleanest sound we've 
gotten so far. I'm also keeping digital 
archives, on 1-inch videotape, of every-
thing we do. 

"But so far it's just been 2-track, either 
live or mixed from analog. Multi-track 
digital is very expensive, and so is edit-
ing. We work at Master Digital in Santa 
Monica. We were using Sony's standard 
video editor, but the 1/30-second reso-
lution just didn't make it, and we were 
also getting a lot of clicks and pops. Now 
they have a prototype of the new 1/900-
second editor, which is absolutely 
flawless. 

"I do have on order three of the new 
Sony F1 digital convertors, and as soon 
as they come out with a 1/2-inch Beta 
video machine that can really take ste-
reo digital information, we'll be able to do 
our own editing, and multi-track bounc-
ing as well." 
The finished tapes, analog or digital, 

are delivered to Stan Ricker at the 
Mobile Fidelity Sound Labs cutting cen-
ter. When Ackerman first connected 
with him, Ricker was experimenting with 
half-speed techniques at JVC's cutting 
lab, and Ackerman was completely 
unaware he had stumbled onto some-
thing that everyone would be clamoring 
for a few years down the line. "You have 
no idea how naive we were about mak-
ing records," Ackerman grins. "We were 
all set to go with our usual company, and 
then Scott happened to sit down with 
Stan at an Audio Engineering Society 
convention and they started talking. We 
knew nothing about half-speed—and 
we didn't even mention it on the jackets 

for two years—all we knew was that 
Stan's stuff sounded good. He asked us 
where we planned to have the thing 
pressed, and when we told him we had a 
local place lined up, he said he wouldn't 
allow the record to be pressed by 
anyone but the best, so he set us up with 
RTI." 
Windham Hill uses a three-step 

pressing process, instead of the usual 
five-step, with metal parts by RTI, Shef-
field or Location Recording Service. The 
three- step process requires Ricker to 
produce as many as six identical lac-
quers for a production run of 10,000. 
Ackerman is reluctant to let any stamper 
make more than 2,000 discs, and often 
discards them even earlier. "Cutting 
multiple copies isn't a big deal for Stan," 
Ackerman says. "We don't need much 
in the way of eq or limiting from him, so 
he gets it set up for one, and then just 
repeats the process without changing 
the controls." 

But one of the most important ways 
that Windham Hill keeps its costs rea-
sonable is by paying close attention to 
recording budgets. "Passage was our 
most expensive album," says Acker-
man. "We put in $46,000, which is a hell 
of a lot of money, but that included pos-
ters, gatefold covers and all that. But it 
was worth every penny. The studio time, 
however, was only about $7,000. On the 
other hand, we've also produced an 
album for $357. 
"We've never lost money on an 

album," he adds. "We can't. Every-
body's in this thing together, and it 
works." Somewhere, there's a lesson in 
this for everyone in the record business. In 
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ELECTRONIC 
DRUMS 
The Shape of Traps to Come BY CHRIS DOERING 

Roger Linn's correctable 
swingable LinnDrum 

uses digital recordings 

of real drummers. 

• 

Drums are finally moving into the elec-
tronic age and it's about time. Key-
boards have been electric for about 
fifteen years and guitars for almost three 
times that long. But the conventional 
trap set remains the scourge of pickup 
designers. Only the piano covers a 
wider range of fundamental tones and 
no instrument produces a waveform as 
complex as that of a drum or cymbal. 
Roland's TR-808 Rhythm Composer, for 
example, uses six oscillators to approxi-
mate one floor tom. 
A new wave of electronic wizardry is 

changing that. As far back as the early 
70s, Joe Pollard introduced his Syn-
drums, a drum synthesizer best known 
for the sweeping tom-tom effects on 
many disco mixes and the laser blasts in 
Star Wars. Now artists as far afield as 
George . Benson ("Turn Your Love 
Around") and British synthesists the 
Human League ("Don't You Want Me") 
have put the Linn LM-1 Drum Computer 
to " hit" use and King Crimson drummer 
Bill Bruford raved in a recent issue of 
Musician about his Simmons electronic 
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SOUND SPICE SERIES 
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A clock pulse generator and 
ultra-tow frequency oscillator 
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range of delay time ( 1.8 to 20m 
_seconds) makes a wide variety 
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Chorus  
Creates an overaub. or sweetening of a soto performance. 
giving it a thick, soft, and spacious saura texture. The Mix 
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the processed sound. By using both cutouts the apparent 
sound image may be moved in space. The Mx Balance con-
trols the spread and the Speed contro: determines the speed 
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Phaser  
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With Manual and Feedback 
controls the PH-03 over-
comes the limrted Phaser ef-

fect due to pre-oetermined 
and fixed tonal quality on 
conventional Phasers. 

Compressor  
Effectively compresses peak 
signal levels such as picking 
attacks, effectively amplify-
ing smaller signals such as 
decaying sound, creating 
long sustain. The CO-04 al-
lows for distortion-free sus-

tain. With the Attack and Tone controls, the prob:ems of 
weakened picking attacks, back slash of sgna: level, and the 
amount of compressor effect differences have been solved. 
Residual noise has been completely el'iminatea by a new cir-
cuit d'es,an 

Overdrive  

Make the mel:ow sound of certain tube amplifrers available, 
regardless of your amplifier type. The parametric equalizer 
gives you extended range of sound coloration with its EC) 
Gain and Frequency controls. It offers a broad range of ef-
fects from disZortion control by picking touch to producing 
super overdrive with sustain. Compatabi:ity with otner de-
vices is ensured by Out Level control_ 

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

A PRODUCT OF PEARL INTERNATioNAL, Inc. 408 HARDING INDUSTRIAL DRIVE, NASHVILLE, TN. 37211 

ear*/ Ir' Canada contact Parl MJSic Divisor 161 Alden Road. Matearn. Ontario, Canada L3R 3W7 



The action of 
EV Microphones 

The action of EV mikes begins 
with your action. Whether 
you're in concert, in the record-
ing studio or on a club date, EV 
has you covered. 

Take our PL-Series. It is 
the choice of top entertainers 
everywhere in the world, in-
cluding leading 
vocalists like 
Crystal Gayle, Rod 
Stewart, as well 
as groups like 

technology. Technology that 
includes breakthroughs like 
Acoustalloy® diaphragms—so 
shockproof that the U.S Govern-
ment put EV mikes into the new 
M60 tanks, and so rugged that 
they can take just about any kind 
of treatment a performer can 
dish out. 
How much more action could 

you ask for? Just ask EV. 

tracks to 44 tracks. And EV 
electronics is designed to both 
"go" with you and to "grow" 
with you. 
From portable powered mixers 

to expandable systems complete 
with signal processing gear, 
you'll find examples of EV genius 
in action, including the EV/ 
Tapco mixing system format that 
you can get into with as little as 
6 channels, and grow to 44. 

There's also a 
line-up of heavy-
duty power amps 
in the EV/Tapco 
family, with Out-

IN ACTION 
Journey, Kansas, and The Marshall 
Tucker Band. In short, name 
your action—whether it's Pop, 
Rock, Country, Classical, Rhythm 
or Blues—EV has your mike. 
And all EV microphones are 

products of EV's state-of-the-art 

The action of 
EV Electronics 
The action of EVelectronics is to 
handle all the action you can 
hand them, whether you're 
working "live" on location or 
recording anything on two 

puts ranging from 61 to 355 
watts/channel to put high energy 
into any action. 
EV Electronics: They mix 

technology with genius to give 
you all the action you need for 
all your sound. 



The action of 
EV Speaker Systems 

The action of EV Speaker Sys-
tems is to make your audience 
feel your action every moment 
you're "on," and to put out your 
sound, your message, your 
voice, loud and clear, with un-
flagging clarity and energy. 
EV fills the bill every time 

with systems that range from 
our SH 1 5-2 that's twice as effi-
cient as most other systems of its 
size, to our HR TL Series of Pro-
fessional Sound Systems that lets 
you and your audience hear 
notes that they have never heard 
before. And our EVM drivers are 
the preferred choice in top-of-
the-line instrument amp sys-
tems. True wide-range response, 
coupled with EV's patented 
Constant Directivity- horn design 
are just two of the reasons why 
EV high-performance systems 
have been used in such diverse 
locations as Yankee 
Stadium, the 

Ey 

radio and TV stations. You'll also 
find EV products in churches, 
schools, businesses, sports 
arenas, even aboard Skylab. In 
short, nearly anywhere there's 
sound in action, EV is in action. 
If you'd like more information, 
write: Bob Pabst, President, 

Electro-Voice, Inc., 
600 Cecil St., 
Buchanan, 
MI 49107. 

Electroifoîce® 
SOUND IN ACTION 

Las Vegas Convention Center, 
the Montreaux Jazz Festival, 
Brigham Young University Con-
cert Hall, and at the Universities 
of Texas and Michigan Centers 
for the Performing Arts. 
So perform your art. EV Speaker 

Systems will put your sound in 
action anytime, in any place.  

The action of 
Electro-Voice 

The action of EV's complete 
line of sound products 
never stops. Besides 
PA's in clubs and 
concert halls, 
you'll find them 
all, ranging from 
microphones, 
signal processors, 
amplifiers and 
speaker systems 
to equalizers, 
drivers and moni-
tors in virtually 
all U.S. recording 
studios and most 
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drum kit. And there is plenty more where 
that came from. True, the new drum 
computers and even electronic drum 
kits—which incorporate analog synthe-
sizers and digital technology in various 
mixtures—can be programmed by 
someone who doesn't know a flama-
diddle from a ratamacue. But unlike the 
"automatic sidemen" of yesteryear, the 
purpose of these units is to replace only 
the drums, not the drummers. 

Bruford has already described at 
great length in these pages the wonders 
of Simmons electronic drums. To briefly 
reiterate, the Simmons V drum set 
(manufactured in England) features 2-
inch thick hexagonal plastic pads which 
respond to dynamics and rim shots like 
an acoustic drum. The pads trigger a 
rack-mountable electronics section 
with space for seven synthesizer 
modules (and mixer) which are plug-in 
units. Each produces one of the five 
basic drum sounds—bass, snare, tom, 
high-hat, cymbal. The modules have 
four presets, one of which is factory pro-
grammed, leaving the others for per-
sonal variations on noise, tone, bend 
and decay. 
The Simmons's big selling point— 

aside from portability and ease of 
amplification— is that they perform the 
same functions as acoustic drums but, 
through the miracle of modern technol-
ogy, lend themselves to unorthodox 
techniques like Bruford's use of two 
electric foot pedals, one for bass drum 
and one for a snare sound. This allows 
him to play the basic rock backbeat with 
his feet and frees his hands for poly-
rhythmic elaborations. For those 
drummers whose lives are not centered 
on cross-sticking and four-limb inde-
pendence, the Simmons kit comes with 
synth inputs so you can program them 
with a sequencer. 
MXR has just jumped into the elec-

tronic drum game with its Kit, also 
English-made. The Kit's seven touch-
sensitive pads ( set into a square black 
plastic frame that sits comfortably in 
your lap) trigger bass, snare, high and 
low toms, open and closed high-hats 
and a combination crash/ride cymbal. 
Each sound has its own level control, 
and there is a rhythm unit with variable 
tempo and time signature to set off the 
high-hats. Optional extra pads produce 
the classic Syndrum sweep, timpani and 
hand claps. 
More a home hobby device than a pro 

stage unit, Synsonics Drums by kiddie 
kings Mattel could become the Casio-
tone of microchip percussion. With four 
touch-sensitive pads, an automatic 
metronome/bass drum and three pro-
grammable sixteen-beat memories, 
Synsonics is somewhere between an 
electronic drum set and a compact 

rhythm unit like Roland's Dr. Beat or 
JTG's SR-88. The memories are pro-
grammable with the pads, which 
respond in real time, or with a series of 
keys on the front panel which play the 
nearest eighth, sixteenth, or thirty-
second note. This feature makes Syn-
sonics a potential learning device for 
aspiring drummers who want to com-
pare their playing with a metronome. 
Synsonics also comes with a head-
phone output and the jacks and adap-
ters necessary to hook up with your 
stereo so you can cop Ginger Baker's 
"Toad" licks. 
These three units all use synthesizer 

technology to produce drumlike sounds, 
which makes them analog devices. 
Oberheim's DMX and Roger Linn's Linn-
Drum—the successor to the LM-1— use 
digital recordings of real drums. Those 
recordings are done in a studio and the 

Oberheim DMX; Q 8, A readout. 

tapes digitally sampled and transferred 
to floppy disc using a micro-computer. 
The digital information is then stored in 
micro-circuit chips called Erasable Pro-
grammable Read Only Memories (say 
hello to EPROM, everybody), ready to be 
played back at the touch of a button. 
That all sounds very impressive, but 

the DMX and LinnDrum are basically 
descendents of the dreadful rhythm 
boxes employed by only the tackiest of 
lounge acts. But two essential features 
enable them to overcome the stiff 
mechanical march of their ancestors. 
One is variable error correction, which 
assigns an "event" or note to the near-
est exact time value and can be set 
anywhere from quarter notes to thirty-
second note triplets. The error correc-
tion can even be defeated for a 
resolution value of 192nd notes, audibly 
indistinguishable from real time. 
Then there is Swing, the result of 

Roger Linn's rather painstaking time 
measurement studies of master tapes 
by well-known drummers. A former pro-
fessional guitarist, Linn was always 
interested in the difference between 
"stiff" and "loose" drummers and the 
exact nature of that elusive "behind the 
beat" feel. He found that while a few 
drummers like the late Al Jackson do 
play the snare a bit behind the beat, 
especially on ballads, the "behind the 
beat" feel isn't really behind the beat at 
all. Instead the term refers to the fact that 

most drummers play repeating eighth or 
sixteenth notes (such as high- hat pat-
terns) somewhere between exact time 
(where each note occupies half or one-
quarter of the beat) and shuffle time 
(where the beat is divided into thirds or 
sixths). Both the LinnDrum and DMX 
can introduce a gradual amount of 
unevenness, from barely perceptible to 
full shuffle, into the time of any drum. 
They have their differences. The 

DMX, with seventeen sounds, has two 
more than the LinnDrum as well as a 
more sophisticated alpha/numeric dis-
play, which can ask questions of the 
user. The LinnDrum boasts a more flexi-
ble mixing section with volume and pan 
controls for each voice. But while both 
all-digital units eliminate the expensive, 
time-consuming process of setting up, 
tuning and miking a trap set in a record-
ing studio, they do not eliminate the 
drummer's session fee because he is 
most likely to be able to program the unit 
for the best sound and feel in the least 
amount of time. Cars drummer David 
Robinson, for example, did all the pro-
gramming for the Linn LM-1 used on the 
Shake It Up album. 

For the home demo crowd, these 
machines are a blessing. The non-
drumming artist can take all the time he 
or she needs to program a song into the 
memory and can save tracks by using 
the feature that lets these machines 
generate their own sync pulse on one 
track of a tape. Come mixdown, your 
8-track deck suddenly has 23-three 
tracks as the drum machine plays back 
an 8- ( DMX) or 16-track ( LinnDrum) ste-
reo drum mix in perfect sync with the 
instruments and vocals. 

If limited cash is one of your problems 
(digital technology is still expensive, 
although getting cheaper), Roland's 
Drumatix is one possible solution. The 
synthesized precussion voices on the 
Drumatix are limited to the standard trap 
set and they are not as realistic as those 
in the digital units, but they are fully pro-
grammable and available for about one-
tenth the cost of the all-digital units. 
Roland also makes a companion unit, 
the Bassline, which plays programma-
ble bass patterns in perfect sync with 
the Drumatix. 

Perfect sync, perfect time, no back 
talk and no double scale— it's enough to 
make any drummer nervous. But 
remember this while you're tossing and 
turning at night: the same computer cir-
cuitry that enables these units to dupli-
cate the sound and feel of a live 
drummer has also transformed the 
mechanical rhythm box into an instru-
ment anyone, but particularly drummers, 
can really make music on. It may look 
like a box full of electronics, but it's really 
just another trap set. Ill 
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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 J P20. The 
classic jazz guitar brought into the 
'80' s-clean, clear and sweet. Designed 
by Joe for Ibanez. 
Lee Ritenour and the Ibanez LR 10. 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 bring you a trio of 
great guitars-the GB10, the JP20 & the LR10 See them at your 
Ibanez dealer. 

Tomorrow B Name In Guitars. 
For a full co ar catalog send 82.00 to: IBANEZ Dept M P.O. Bo.:: 886, Eiensalerti. Pa. 19020-0886-327 
Broadway, Idaho Falls Idaho 83401-0309-17421 "B" East Gale Ave., City af Industry, Ca. 83401 
In Canacta 6355 Park Ave., Montreal, PO H2V 4H5. 
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IDTS HEAD 
Pre-tightened Means Less Hardware BY DAVE LEVINE 

Drummers, take a good look at this drum-
head; you're going to see a lot of it in the 
near future. Remo recently celebrated 
their 25th anniversary with the introduc-
tion of what may be the most significant 
drum hardware breakthrough since the 
original plastic head. About eighteen 
months ago, the company's research 
and design crew "accidentally" discov-
ered a way to shrink the plastic film on a 
head so it becomes permanently tight. 
(The company is keeping the "accident" 
a secret for now; the process is still pat-
ent pending.) 

This discovery suggests some excit-
ing practical applications, and Remo 
has hit on the first with their new Pre-
Tuned System heads, or PTS for short. 
PTS heads need no further tensioning, 

just a method of mounting them on a 
drum. In eliminating the tension screws, 
lugs and counterhoops drums have 
always had, PTS means the drum shell 
itself can be less massive. Less hard-
ware and wood also mean the drum can 
sound good and still be less expensive. 
Remo's first move, then, was to offer 
PTS drums to the student and amateur 
market, with a PTS snare drum retailing 
for $45 and a five- piece kit going for 
under $400. 

But the PTS concept presents some 
interesting possibilities for the working 
drummer as well. Pre-tuned heads can 
be easily used on conventional drums 
where the basic tuning of the head can 
then be adjusted. Clamps that hook onto 
the hoop of the head, with the traditional 

tension rod securing it, are available for 
about a quarter apiece. Four or five are 
plenty for a snare drum. PTS heads are 
also priced the same as popular 
replacement heads. They feel a bit 
stiffer to the touch, but the familiar sound 
is there and they are durable (even 
resilient). 

It is a bit too early to accurately gauge 
the impact of Remos PTS heads. Remo 
spokesmen admit they are still learning 
about the PTS process themselves. 
Drummers who want to use PTS heads 
will, at least for the time being, find their 
options somewhat limited. Three rela-
tive "tonal variations" ( dark, mellow and 
bright) are offered but, while the technol-
ogy is there, no plans have been made 
to produce PTS heads in any other 
weights or types than Ambassador 
coated. Presently, PTS heads are availa-
ble in 12-, 13-, 14-, 16- and 22-inch 
sizes, although Remo intends to expand 
to marching percussion which will 
necessitate a full range of sizes. 

Other drum companies are already 
looking at ways of redesigning drums to 
accommodate PTS. Others may be 
forced to adapt to it. But one thing is 
certain—the pre-tuned drum age has 
arrived. N 

TURBOSOUND 
TMS 3 
High Watts, Lightweight 

BY MARC SILAG 

I remember when the band's P.A. at the 
high school dance or frat party con-
sisted of a 4-channel mixer ( Bogen, of 
course) and two Atlas "Bells"— basket-
shaped tan-painted metal speakers 
mounted atop two heavy-duty stands 
that also doubled as volleyball net sup-
ports. Investing in such a P.A. was a real 
commitment for the band, but when they 
really got serious they went out and pur-
chased a pair of Altec A-7s. Well, the 
days of lightweight P.A.s are back, 
though there's no room for lightweight 
sound. People are accustomed to hear-
ing quality sound these days—in con-
cert halls or Holiday Inn lounges. 

Turbosound, a European-based audio 
development and manufacturing firm, is 
spearheading their entry into the State-
side marketplace with the Turbosound 
TMS3 loudspeaker system, a full-range 
modular loudspeaker that packs a huge 
sound into a small, relatively lightweight 
enclosure. 

Standing a mere 33 inches high by 40 
inches wide and 23 inches deep, the 
TMS3 is a three-way (tri-amped) system 
capable of handling 800 watts RMS. 
Emphasizing high efficiency in compo-
nents through an interesting amalgam of 
audio theory, design and application, the 
TMS3 appears to be just what a number 
of professional and semi-professional 
performing artists have been looking for 
and listening for. 
The low-end of the system places two 

15-inch drivers under high air pressure 
on both sides of the cone for decreased 
distortion and increased clarity of the 
low frequencies. The mid-range utilizes 
a "revolutionary" coupling device on 
two 10-inch Turbosound drivers effect-
ing increased efficiency over the mid-
range spectrum. Turbosound's Allen 
Wick claims a remarkable four-octave 
range in this bandwidth, which is wider 
than usual, by virtue of the combination 
of driver, enclosure and the patented 
coupler, decreasing residual distortion 
in the process. 

High-frequency freaks will be pleased 
to know that Turbosound has drafted the 
highly acclaimed North West Audio 340 

horn coupled with a TAD 4001 2-inch 
high-frequency driver. The combination 
of these components in this design con-
figuration provides smooth dispersion 
throughout the spectrum while remain-
ing uncolored throughout the easily 
tainted mid-range and high-end. 
The system is dependent on an active 

electronic crossover, but phase and fre-
quency alignment are integral to the 
TMS3 design. Recommended cross-
over points are 250 Hz and 3,700 Hz on 
the high end; this adds considerably to 
the performance characteristics of the 
4001, which heretofore had been 
accepted as superlative in its category. 
The TMS3 is the nucleus for the sys-

tem used at the Dr. Pepper Festival— 
New York's annual summer series of 
pop and rock concerts—and when one 
considers that 10,000 people are hear-
ing so much for a mere eight cabinets 
per side, then the TMS3 must be consi-
dered high-end audio. Yet its small size 
and weight ( less than 300 pounds per 
cabinet) make it easily transportable. 
Touring groups like the system for this 
reason. One can easily see how trans-
portation costs can be cut in light of the 
fact that Jackson Browne's recent Euro-
pean tour carried thirty-two TMS3 
cabinets on the "dance floor" of one 
semi, to cover venues of up to 20,000 
seats. At $3,500 per cabinet, they're not 
cheap. But you get what you pay for. 
(Contact Turbosound Inc. at 611 Broad-
way, New York City, NY 10012.) E] 
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in 4-8 Intensive Weeks. 

"Learn the Art of Recording at the largest and' most renowned 
school for sound/recording in the world. For over a decade, 
our approach has been a practical, hands-on experience — 

the studios literally become a working classroom." 

Alt 

• The first and foremost recording 
workshop in the USA and Canada 
shIce 1971 

• Recognized nationally in the music 
recording industry 

• Exclusively offers "the Recording 
Engineer Apprentice" certificate 
and curriculum 

• 7 sessions offered year-round 

• Licensed by the State of Ohio — State 
Board of School and College 
Registration 580-07-0696T 

THE RECORDING 

WORKSHOP 

CHOOSE WORKSHOP DATES 
START., 

EARLY FALL 82. SEPTEMBER 20 
LATE FALL 82 OCTOBER 25 
WINTER '83 ....  JANUARY 10 
EARLY SPRING '83 . . FEBRUARY 28 
LATE SPRING '83  APRIL 18 
EARLY SUMMER'83  JUNE 13 

SUMMER '83 AUGUST 1 

• Learr Recording Engineering, Sound 
Reinforcement, the Business of Music 
and Creative Record Production (how 
to produce) 

• Hands-on music recording/mixing in 24, 
16, 8 track and digital recording studios 

• Seminars taught by top music pros 

.5 recording studios • Jobplacement 
assistance • Co-educational 

• Ideal experience in a relaxed country 
setting • On campus housing 

75EZ COED Ka 
WORMHOP 

455-A MASSIEVILLE ROAD — CHILLICOTHE, OHIO 45601 

NO PREVIOUS EXPERIENCE NECESSARY Limited Enrollment — Write or Call Immediately 

'Call Toll Free 
(800) 848-9900 c 14 ow Ohio & Outside USA 

(614) 663-2544 

mu ma F OR BROCHURE: am MIR MI MIR BM MI 

NAME 

ADDRESS   
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The Rhythm Tech Shaker 
comes in two sizes that fit any 
playing situation. The 9" model is 
perfect for live use where extra 
volume is required. The 5" model 
is suited for studio use, or when a 
softer texture is desired. 
The Rhythm Tech Shaker em-

ploys a new structural design 
featuring a series of internal 
Sound Control Ridges. These 
unique ridges control the feel of 
the instrument, and create a 
crisp, present sound. The ridges 
actually improve your technique 
and endurance so that faster and 
more complicated rhythmic fig-
ures are possible, and playing 
longer is more comfortable. 
Rhythm Tech, Inc., 511 Center 
Avenue, Mamaroneck, NY 10543. 
(914) 381-2279. 

Randall Insts. presents recent 
innovations in the realm of bass 
enclosures. Improving on the 
basics of enclosure design, Ran-
dall invites musicians to conduct 
the AB test against competitive 
makes. They're confident bass 
players will go with the Bass 
500s for sound pressure level, 
quality of sound and minimum 
level of induced distortion. Ran-
dall Insts., Box 10936, Santa Ana, 
CA 92711. (714) 556-1030. 

est buys 

Delta Lab proudly announces 
the Effectron, designed to offer 
every musician an ultra low cost 
natural- sounding digital delay 
system. Shown is the ADM 256, 
with a suggested retail of $499, a 
full band-width, wide dynamic 
range, special effects digital 
delay processor that features 
flanging, doubling, chorusing 
and echo effects with up to 256 
milliseconds of high performance 
delay. The ADM 1024 ($699) is 
identical except it provides over 
a full second of high performance 
delay. Delta Lab, 27 Industrial 
Avenue, Chelmsford, MA 01824. 
(617) 256-9034. 

Korg proudly announces the 
new EPS-1 Piano Plus Strings 
Keyboard, a 76-note, 61/2 octave, 
dynamic action keyboard instru-
ment with outstanding piano voic-
ings, plus exciting string layering 
effects in one portable compact 
package. The EPS-1 features six 
different piano voices, selected 
by LED pushbutton switching. 
Voicings cover a wide range, 
from rich acoustic pianos to mel-
low electric piano, vibraphone 
and funky "Clay" sounds. Fea-
tures include: keyboard dynam-
ics controls, 3-band equalizer, 
overtone boost control, tremolo 
and chorus effects with variable 
speed and intensity. The separ-
ately articulated string section 
features touch-sensitive string 
attack time, making the EPS-1 
the first low cost instrument to 
offer dynamic articulation of 
strings. Playing softly produces 
gently swelling strings, while 
playing loudly produces sharp, 
forceful string attacks. Unicord, 
89 Frost Street, Westbury, NY 
11590. (516) 333-9100. 
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Panasonic Professional Audio 
Division has introduced two new 
Ram sa audio mixing consoles, 
models WR-8112 and WR-8118. 
Both models are compact, high 
performance professional mix-
ing consoles designed for pro-
duction, sound reinforcement, 
and multi-track recording appli-
cations. WR-8112 provides 12 in-
puts, while WR-8118 provides 18 
inputs. Both have four group, one 
mono and two master outputs. 
These units have been engi-

neered to incorporate some of 
the latest technology, with such 
features as a 3-band equalizer 
with switchable frequencies on 
high and low and sweepable mid-
range. Both models offer access 
jacks on each input as well as the 
group output, L&R master and 
mono outputs. There is stereo 
tape monitoring on each chan-
nel, switchable to stereo effects 
sends. Ramsa, 50 Meadowlands 
Parkway, Secaucus, NJ 07094. 
(201) 348-7000. 

Seymour Duncan Duncan introduces 
the Stack, a breakthrough noise 
canceling design for Stratocaster, 
Telecaster and Jazz Bass pickups. 
The new Stack series updates 
the famous single coil sounds by 
eliminating the noise. Each model 
has two versions: the Classic, 
which faithfully reproduces the 
vintage tonal and output qualities, 
and the Hot version which has 
increased output, a more effective 
sustain and tonal response with-
out being muddy. 

All models are recommended 
for studio and stage work and 
come with a special cover, a 4-
conductor lead wire for optimum 
wiring combinations and a wiring 
diagram. Seymour Duncan, Box 
4746, Santa Barbara, CA 93103. 
(805) 963-0676. 

La Voz Corp. recently announced 
the new Hemke Premium reed 
for alto saxophone. La Voz asked 
Dr. Frederick L. Hemke, the dis-
tinguished saxophone virtuoso, 
to help design this new addition 
to its Premium line of reeds. De-
signed for the artist who prefers a 
filed reed, the Premium alto sax 
reed boasts consistent minimum 
thickness, a sanded vamp and a 
completely new cut to give the 
reed a smoother feel, plus added 
response and consistency. Sug-
gested retail price of a box of five 
of Frederick L. Hemke saxo-
phone Premium reeds is $6.80. 
La Voz Corp., P.O. Box 487, Sun 
Valley, CA 91352. 

The Cerwin Vega model V-23 is 
a compact 3-way vocal column 
designed for a variety of portable 
applications. The V-23 is small 
enough to blend easily into a tight 
stage layout, making it ideal for 
vocal monitoring as well as P.A. 
applications. The unit has a wide-
band, low-distortion sound with 
good pattern control, is extremely 
versatile and is an excellent starter 
system for later expansion. 

Unlike the majority of column 
systems which use a single type 
of driver, the V-23 is a 3-way sys-
tem incorporating the 12" linear, 
high-efficiency ER122, a single 
ME-81 8" cone midrange cover-
ing a decade of response, and 
phenolic dome compression 
driver and horn. The use of differ-
ing types of drivers in the classic 
column format results in signifi-
cant performance advantages 
over simple line sources. Cerwin 
Vega, 12250 Montague Street, 
Arleta, CA 91331. (213) 896-
0777. 
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UN-REAL DRUMS 
The Oberheim DMX Programmable Digital 
Drum Machine is the best sounding and 
most versatile percussion unit available 
anywhere. This new breed of instrument 
for composers and performers has 
capabilities that place it light years beyond 
the ordinary rhythm box, yet the DMX is 
easy to use, and easy to play 

To begin with, all 24 of the sounds on the 
DMX are digitally recorded, and stored in 
digital memory chips. Bass drum, snare, 
toms, hi-hat, cymbals and percussion are 
actual instruments. Bass and snare have 
three programmable dynamic levels so 
your accents mean something. You have 
six toms, two ride cymbals plus a crash 
cymbal, and a percussion section that 
includes tambourine, shaker, rim shot, 
and handclaps. 

Not only does the DMX sound like a 
drummer, it can play things that up to now, 
only a real drummer could play; like rolls, 
tlams, odd time signatures, uneven 
phrases, changing tempos, or even 
off the beat. 
The DMX can store and recall up to 100 

different rhythms. Us,ng these rhythms, 
you can compose up to 50 different songs. 
Include intro, breaks, variations of rhythms, 
tempo changes, and ending; the DIM will 
remember it all. 
Two separate recording modes make 

programming the DMX easy. In real-time 
mode, a programmable metronome and 
an intelligent display make it easy to punch 
in your own great rhythms. The timing can 
pe quantized to automatically correct your 
playing to the nearest beat. In single-step 
mode, you can "stop the clock," and play 
in your rhythms one note at a time. 
The DMX's comprehensive editing 

capability makes it easy to create composi-
tions: Change a sequence in a song, 
merge sequences together, and even erase 
ndividual notes. The Drum Machine will 
sync to its companion DSX Digital Poly-
phonic Sequencer and to audio or video-
tape, as well as most other sequencers. 
Any extra goodies? The tempo of each 

sequence is programmable, so you can 
get precise, repeatable tempo changes. 
Trigger and Control Voltage inputs for all 
voices let you control and modulate the 
drums from external sources (like foot-
pedals, sequencers, and envelope 
followers). 

b/et  tSome things are better than others. 
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Additional Features 
• Battery backup of memory 
• Cassette interface for storing sequences 
• All drums tuneable in pitch +/— half octave 
• Built-in 9 input stereo mixer plus individual outputs 
• Programmable crystal-controlled metronome 
• Programmable time signature 
• Sync-to-tape for overdubs 
• Modular plug-in voices are interchangeable 
• Footswitch inputs for live performance control 

Notice To Oberheim Customers 
Oberheim has an ongoing program to 
improve and update its product line. Many 
of these improvements are retro-fitable, 
some being at no charge to the user The 
only catch is we need your warranty card 
on tie in order to reach you! To keep 
abreast of the latest changes, send in 
your warranty card! 



Warren Zevon 
The Envoy ( Asylum) 

warrenZeve9. The Envoy, 
Warren Ze-
von's latest 
and best al-
bum, finds 
the songwriter 
overcoming 
the dichotomy 
between the 

*se.. self-conscious 
macho and self-conscious irony that 
limited much of his earlier work. 
The songs that earned Zevon the 

most notoriety ranged from straight 
novelty to tales of thieves, mercenaries 
and self-indulgent burn- outs. Sure-fire 
props like guns, wars and exotic locales 
beefed up songs whose substance 
might otherwise have been questioned. 
Younger listeners could accept Zevon's 
vision as tough, while older listeners 
could chuckle that it was ironic. Yet for 
all his skill and substantial entertainment 
value, much of Zevon's work was safe. 
Walking the detached line between 
commitment and satire gave the writer 
and his listeners a convenient excuse 
for maintaining distance from the char-
acters and situations. 

With The Envoy he has resolved his 
dichotomy by, apparently, becoming 
more comfortable with himself. Sud-
denly Zevon is speaking in the voice of 
life-size and intelligent characters; half - 
observers, half-participants, they are 
mostly strong men recognizing and 
struggling with their own flaws. Zevon's 
characters are no longer hip deep in the 
heart of darkness. They are the men 
who have looked in from outside and 
come away to tell of the dark paths they 
chose not to follow. 

"Charlie's Medicine" is the album's 
finest song and the best example of Zev-
on's new restraint. The story is of a 
cleaned-up drug user who hears that his 
former dealer has been murdered. The 
emotional complexity of his reaction 
drags up old guilt. The singer and the 
dealer were once mutual dependents, 
and the pervasive, unspoken sugges-
tion is that but for strength of will, the 
singer might have ended as Charlie did. 
"Charlie's Medicine" has a depth of 

moral vision that the lovely "Carmelita" 
with its heroin addict narrator, seems in 
retrospect to have lacked. In building 
characters who inspire admiration 
rather than sympathy, Zevon has 
purged his work of condescension. 
Zevon breaks down the wall between 
himself and his characters—and thus 
between himself and his listeners—that 
was maintained by his past irony. 

This new empathy has diminished 
neither his wit nor his imagination. The 
diplomat hero of the title song ( Philip 
Habib as a rock ' n' roll metaphor?) is 
simply closer to life than the mercenar-
ies of "Jungle Work" or "Roland The 
Headless Thompson Gunner." The 
embezzler of "The Overdraft" (Thomas 
McGuane as a rock ' n' roll songwriter?) 
is more life-size than Jesse James. 
Zevon has enforced his new lyrical 

restraint with a greater attention to his 
musical composition. The music is no 
longer simply embellishment for the 
words; Zevon has learned to trust his 
composition to fill in moods left opened 
by more compact lyrics. On half these 
songs we remember the melody more 
than the imagery, and both " Looking For 
The Next Best Thing" and "Let Nothing 
Come Between You" are unaffected 
pop tunes in which Zevon reminds us 
that even smart guys can be happy. The 
enthusiasm of the young lover proclaim-
ing, "Got the license, got the ring/Got 
back the blood test and everything" 
manages to be witty and sincere. 
The only problem with the music here 

is some rather intrusive effects that sug-
gest Warren and guitarist coproducer 
Waddy Wachtel may have spent a little 
too much time in the studio searching for 
unusual sounds. The migraine synth 
part on "Ain't That Pretty At All" can be 
excused on the grounds it fits the 
migraine mood of the piece, but the mos-
quito guitar on "The Overdraft" should 
have been left buried in the tomb of " Pic-
tures Of Matchstick Men." Still, these 
are minor complaints. With The Envoy, 
Warren Zevon has made a leap compar-
able to a talented young novelist who 
finds his own voice after a period of 
imitation and affectation. Once the wall 
is broken down it can never be raised 
again. — Bill Flanagan 

ABC 
The Lexicon Of Love ( Mercury) 

What is this? 
Some awe-
some new 
liver- gnarling 
strain of Ang-
loid perversi-
ty? Have they 
lost their minds 
over there? 
White Mo-

town? From Sheffield? Synthesizers and 
strings? AOR opera? 
ABC's debut is, among other things— 

among many other things—probably the 
most flipped-out disco album of the 80s 
to date. Like Spandau Ballet, Haircut 100 
and the rest of the current British party 
squad, ABC has fallen head-first into the 
funkpot. But what were they on when 
they toppled in? "Show Me," the open-
ing track here, starts out like a pit warm-
up for Jesus Christ Superstar—you can 
almost picture chorus boys cat-
stepping across a glitz- blitzed stage in 
some godforsaken Tahoe of the soul. 
But then the rhythm section cranks up 
the oomph quotient, and Martin Fry's 
viv.dly tormented vocals slide in and 
...well, it's all several degrees to the 
south of such ice kings as Ultravox and 
Visage, but still not the sort of thing you 
want to snuggle right up to. 

All ten tracks (one clocks in at 58 
seconds) are rampantly inventive— 
there's so much going on, it leaves you a 
little breathless. On f rst listen, you might 
notice echoes of the Spands ("Tears 
Are Not Enough") and fellow Sheffieldi-
ans the Human League ("The Look Of 
Love"—although the Humes wouldn't 
have countenanced that oopy string fig-
ure arcing over the chorus). On second 
hearing, you might find yourself preoc-
cupied by Fry's goofy vocal mannerisms 
—his Sinatra-cum-Bowie croon of "zoo-
bie doobie doo doo doo" in "Date 
Stamp," or his corny woe-begone-love-
man recitative in "The Look Of Love" 
(his friends, they all tell him: "Marty, 
maybe one day you'll find true love..."). 
And then, after repeated spins through 
The Lexicon Of Love, all the weird stuff'll 
start sinking in: the rather grand Gene 
Pitney- Phil Spector reunion on "All Of 
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My Heart," the unabashed power 
chords and general harmonic mayhem 
of "4 Ever 2 Gether," the shimmery little 
Keith Richards guitar figure going into 
"Date Stamp." Deeply weird. 

All of this is taken completely over the 
top by producer Trevor Horn—ex-
Buggies, ex-Yes, lately atraipse in 
Appalachia with born-again folkie Mal-
colm McLaren —who has laid on every 
possible aural overload: your basic red-
hot bass 'n' drum rampage goosed up 
with surging strings (on the winningly 
berserk "Valentine's Day"), dense, spar-
kling keyboards (on the remarkable 
"Poison Arrow"), basso mutterings and 
warbling falsettos, and, at the end of "All 
Of My Heart," an inscrutable, timbre-
shifting instrumental tag that's tossed off 
like a used boutonniere. 
ABC has a lot of interesting bases 

covered. Their music abounds with 
fresh ideas, and it's couched in a studio 
sound that's " big" enough to be com-
mercially acceptable to U.S. radio. The 
disco underpinnings of it all may put 
some rock loyalists oft—the record 
doesn't begin to make much sense until 
you Turn It Up, but that's not to say it's a 
rock 'n' roll album. And while Fry and 
company are certainly inventive song-
smiths, ABC's total embrace of the 
rather shallowly rooted dance-pop/ 
sweet R&B tradition sometimes seems 
a mere formless affectation. Fry's high-
pitched, wound-up vocals are a bit of a 
problem, too: although strikingly exe-
cuted, they lack the compelling tonal 
variety and the warped vibrato of David 
Bowie, obviously one of Fry's subliminal 
models. There's a peculiar lack of effect; 
as a unit, ABC comes across as a face 
without a brain, or a heart—bright, and 
unremittingly witty, but lacking an emo-
tional center. The songs are really 
something, though—these guys are no 
flash in the pan—and on its own terms, 
The Lexicon Of Love is very nearly per-
fect. But perfect what? You tell me, and 
I'll break the bad news to George Clin-
ton. — Kurt Loder 

Steve Winwood 
Talking Back To The Night (Island) 
Paul Carrack 
Suburban Voodoo (Epic) 

Under ideal 
circumstances, 
the combina-
tion of key-
board player, 
songwriter and 
singer should 
produce a 
special insight 
into what the 

shape of the sound will be, from start to 
finish. But his or her willingness to permit 
external thinking (producers, musicians, 
engineers) into the song's final mix is 
often the easiest way to differentiate be-
tween these multi-talented musical types. 

For Paul Carrack and Steve Winwood, 
two Anglo soul shouter / keyboardists 
mainly separated by a musical genera-
tion, the issue of musical interaction with 
the "outside world" becomes crucial. 
Carrack has paid dues with Ace, Roxy 
Music and, more recently, Squeeze—in 
fact, his languid, blue-eyed R&B vocals 
have graced international chart-toppers 
like "How Long" and "Tempted." But 
he's smart enough to know that he 
needs Nick Lowe's considerable talents 
as a producer and songwriting collabor-
ator to really distinguish his first solo 
album, Suburban Voodoo, from the blur 
of new product flooding the marketplace. 

If Lowe was lax on his own recently-
released solo LP, Nick The Nile, he's 
taken the energy ostensibly saved on 
that one and put it into Suburban Voo-
doo. The sound is consistently excel-
lent, combining a crisp, pop feel with 
natural-sounding rhythm tracks that 
give each song more propulsive motion. 
On less-than-great material like Neil 
Hubbard's " I Found Love" or Carter-
Lowe's " I'm In Love," Lowe uses just 
enough studio guile in the background 
to keep the listener interested. 
And Carrack has the tools. His 

smooth, Motown-influenced vocal deliv-
ery is a bit limited but always under con-
trol. He has mastered all of the rock and 
R&B conventions on piano and organ 
and takes no great pleasure in soloing 
for its own sake. On his best tunes--
"Lesson In Love," "A Little Unkind" and 
"Call Me Tonight" ( cowritten with Alan 
Spenner)— he somehow transforms 
nearly cliched hooks into resurgent, 
uptempo pop ride-outs that have guar-
anteed FM airplay written all over them. 
Even given his vast body of work and 

exceptional vocal and instrumental gifts, 
Steve Winwood's decision to continue 
the format of playing all of the instru-
ments and producing himself on Talking 
Back To The Night ultimately works 
against him. His technical abilities on 
piano, organ, synthesizers, guitar, bass 
and drums range from superior to stiffly 
adequate. Which isn't the point. In the 
history of do- it- all-yourself rock record-
ings, only Stevie Wonder has trans-
cended the lifeless, monochromatic 
sound which invariably results from this 
approach. The magical spark produced 
by the chemical reaction of different 
musical personalities relative to a given 
theme is irrevocably lost with this type of 
record, which means that any substand-
ard song will become even less 
distinguishable. 
Winwood is so good at what he does 

that outstanding tracks like the haunting 
title tune, an irresistibly funky "Help Me 
Angel" or the world-weary but elegant 
"Still In The Game" evoke a singular 
presence miles beyond annoying prob-
lems like still-life instrumentation. Less 
appealing are "Big Girls Walk Away," " It 
Was Happiness" and "While There's A 

Candle Burning"— here, the cloying 
blandness of the songs heightens the 
sepulchral coldness of Winwood's ona-
nistic instrumentation. And these out-
number the memorable moments just 
enough that the final impression left by 
Talking Back To The Night is one of 
Winwood as the gifted but jaded recluse, 
occasionally breaking through an icy 
veil of insulated sound to reach out to us. 
Touring might serve to remind him that 
playing with other people can be a more 
effective means of communicating an 
idea or a mood. — J.C. Costa 

Aretha Franklin 
Jump To It (Arista) 
Donna Summer 
Donna Summer (Geffen) 

Two high-
powered and 
very success-
ful artist/pro-
ducers have 
turned, their 
considerable 
talents toward 
rejuvenating 
two former 

superstars, and if Luther Vandross and 
Quincy Jones could do for every woman 
what they've done for Aretha Franklin 
and Donna Summer, Oil of Olay would 
quickly be out of business. 

Luther Vandross's production of Are-
tha, Jump To It, is a labor of love, his 
tribute to Lady Soul. He brings all the 
passionate freshness of his Never Too 
Much LP, as well as superhero bassist 
Marcus Miller and a terrific sense of 
backup vocals ( Luther, after all, came up 
as a backup vocalist). His obvious affec-
tion for Aretha's chatty gospel loose-
ness makes him craft the songs in her 
image, with lots of open space for her to 
rap, scat and gallop. "Ree" wastes no 
time in taking advantage of the situation; 
she unpacks the same mojo magic that 
every producer since Jerry Wexler has 
tried to get from her and failed (although 
Aretha's two other Arista albums show 
glimpses of success). 
The title cut and hit single, "Jump To 

It," is spare, snappy and supple, with a 
tantalizing turn-the- beat-around lope 
(drummer Yogi Horton really earns his 
pay, folks). Luther adds his charismatic 
voice on his "Love Me Right" but is not 
afraid to bring on the guest stars: Aretha 
shines in an outstanding doo-wop vocal 
with Levi Stubbs and the rest of the Four 
Tops, " I Wanna Make It Up To You" 
(which she wrote and arranged). 

Other high-quality Lutherisms include 
"If She Don't Want Your Lovin" and 
"(It's Just) Your Love," a brooding, 
expanding Latiny gem with a George 
Duke walk-on. But strap down your fur-
niture when Aretha starts messing 
around with the Isleys' " It's Your Thing." 
It's an incendiary send-up that trium-
phantly returns Lady Soul as a major 
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power on the 1982 funk-soul map. God 
bless Luther Vandross for making it so! 

In any season but this one, such an 
accomplishment would dwarf the R&B 
topography, but what Quincy has done 
for Donna Summer surpassses even 
Luther's Olympian efforts. Rather than 
molding the LP around Donna, he has 
written a whole new work which she 
adapts and rises to. This is really the 
successor to Quincy's Dude ( The 
Dame?) with a leading lady, and the 
compositional quality reflects that. 
Every song ( save one) is a masterpiece 
in miniature, with big-name cast, high-
tech effects (Quincy has more fun with 
synthesizer bass than most) and an 
astonishing variety of material. 
The clever N.R.A.-approved lyrics to 

the hit "Love Is In Control ( Finger On 
The Trigger)" are the centerpiece for a 
playful overlay of dancefloor textures. A 
Harvey Mason-led fife and drum corps 
adds a touch of irony to the chunky 
street-corner optimism of "Livin' In 
America," while a wonderful baroque 
keyboard invention ornaments the 
James Ingram-Donna duet vehicle, 
"Mystery Of Love." Donna even does a 
convincing Linda Ronstadt and a sensa-
tional torch rendition of Billy Strayhorn's 
sophisticated "Lush Life." 

But the real interest in Donna Summer 
will be sparked by two breathtaking 
tracks. The first is a new Bruce Spring-
steen tune, "Protection," which is done 

totally authentically, down to Ernie 
Watts's imitation of Clarence Clemons 
(having Springsteen and Roy Bittan play on 
the session also helped). Donna sings 
the song as the Boss would've, with a 
surprising toughness and subtlety, and 
real commitment. This is not a token 
crossover effort. The other ground-
breaker is Vangelis and Jon Anderson's 
"State Of Independence," an unabashed 
Third World anthem which features the 
legendary "superchoir" ( shown last 
month on these pages). Donna's 
slippery, syncopated phrasing builds seduc-
tively over a two-chord bolero, inspired 
by the power and complexity of the 
choral singing and climaxing in massive 
cinematic chaos. A cut (and an album) 
not to be missed; no one will ever call 
Donna Summer "just a disco singer" 
again. — Jock Baird 

The Go-Go's 
Vacation (I R S ) 

they're eager for 
the charts. More 

On their sec-
ond album, the 
Go-Go's prove 
that they're 
not a flash in 
the pan, that 
they can write 
and play as 
well as any 
band, and that 

another trip to the top of 
power to 'ern, say I. But 
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Paul Carrack casts a spel with his soso d≥bu , "Suburtan Voodoo." H s the man 
whose sang "How Long (Has This Been Going On)" went all the way to # 1 for Ace and 
whose hot, soulful voice has been haunting the airwaves again with "Teripted," the big hit 
for Sqbeeze. 

"Suburban Voodoo" is a potent combination of mt.sical talent. Besides Carrack, 
whose vacal and keyboard prcwess were powerful forces for Squeeze, — 
the album is produced by Nick Lowe, with songs co-written by Lowe, , 
Carlene Carter, Squeeze colleagues Chris Difford and Glenn Tilbrook, asi 
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9/12 Poughkeepsie, NY 9/18 'Afateeix.ry, CT 9/26 Washington, D.C. 

PAUL CARRAC:K'S "SUBURBAN VOODOO." BE WARY OF IT! 
ON EPIC RECORDS AND TAPES. 
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even though this album is more fun than 
a sock hop without chaperones, it still 
leaves doubts as to whether the Go-
Go's aren't really as shallow as they pre-
tend to be. 

First, the good stuff. The title track, 
which should be a hit single by the time 
you read this, is a terrific example of how 
the band has grown. Belinda Carlisle's 
vocals have taken on a toughness com-
mensurate with the lyric's sentiment, 
and the band's drive train roars as if 
turbo- charged. In short, the Go-Go's 
sound like a rock band, which is just 
what the song needs to rise above the 
cliché it wants to trash. 

In fact, most of the tricks the Go-Go's 
attempt come off wonderfully well. " I 
Think It's Me" is a solid 60s- style pop-
rocker of the type Blondie used to rein-

vent, while "Beatnik Beach" is the 
genre-mash its title implies. Again, a 
large portion of the credit goes to Car-
lisle's singing, which is far more assured 
and dynamic, but it's also worth noting 
how solid the writing has become, with 
Charlotte Caffey and Carlisle producing 
the best songs overall. 

Still, I worry. Instrumentally, Gina 
Schock's drumming clearly dominates 
the band, which is fine except that the 
guitars should be a little closer to nar-
rowing the gap. The inclusion of "Cool 
Jerk" is a great idea, since it seems to be 
a tailor-made cover, but they needn't 
have included the band introductions 
from the live show and it bothers me that 
nobody noticed how silly they sound 
without the visuals. And while the vocals 
are otherwise outstanding, it bugs me 
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that "This Old Feeling" is set in a key that 
makes Carlisle sound like a twelve-
year-old boy by the end. 

Of course, some of that is nit-picking. 
Vacation is a good album. The only thing 
that bothers me is that it isn't a great 
album. Because, girl-group jokes to the 
contrary, there's a major rock 'n' roll 
band lurking deep within the Go-Go's. 
Let's hope it breaks out soon. — J.D. 
Considine 

The Henry Threadgill Sextet 
When Was That? ( About Time) 
ii 1E1' Here, finally, 

• N • is the first 
album from 

---, WhenWas That? one of the f in-• ci. est new bands 

. 
year, and the other day its distributor told 
me he expects it to do real well and sell 
about 3,000 copies, and maybe I'm 
stupid or naive but I got all upset thinking 
about the substanceless drivel that rou-
tinely sells 50,000 and is likely thought a 
failure for having done so, so I went out 
and strangled a few sheep and now I feel 
all better and I'm ready to write the 
review. Sure I am. 
Even people relatively familiar with 

Air, even the happy few acquainted with 
the deleted thrills of X-75, may not be 
ready for the strength of Henry Thread-
gill's writing for this band, or for the way 
it's wedded to the three invincible voices 
that make up the front line. Threadgill, 
trombonist Craig Harris and cornetist 
Olu Dara get to live out some new con-
volutions of the Ellington paradox: the 
tighter they play as section, the more 
powerfully individuated they become, 
and the more faithfully they play the 
compositions, the more completely the 
music becomes their own. Nor, fearful 
reader, is that music very forbidding. It's 
what used to be called jazz, and it has at 
most the satisfying bitterness of strong 
coffee. Accessibility without insult, con-
temporaneity without squeals. There are 
three dirge- like ballads, a terrific halle-
lujah tune in rapid march time, and 
another fast piece called "10 to 1" that is 
the album's only serious flaw: Threadgill 
has stronger pieces in the band's book 
than this one, and I wished he'd used 
one of them. 
The rhythm section is nearly as unus-

ual as the front line. Fred Hopkins is on 
bass, and augmented by Brian Smith on 
piccolo bass, they add to the music's 
already impressive solidity. Threadgill 
used two drummers for the date, Phee-
roan Ak Laff and John Betsch, and even 
this difficult gambit comes off without 
the clutter, overplay and band-wide 
deafness that usually ensues. If you 
counted, you'll notice that this sextet has 
seven pieces, but never mind. If any sin-

in the music. 
It's easily 
one of the 
strongest en-
tries of the 
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gle instrumentalist comes off best, it's 
probably Olu Dara, who has never been 
this well recorded—the sonics through-
out are state-of-the-art—and whom 
Threadgill's themes suit to a T. Dara has 
needed an adequate forum for some 
time, and this is it. 

I could quibble about Threadgill 
spending too much time on the flute and 
kvetch that on the longest ballad he 
weakens the ensemble by playing cla-
rinet instead of the tenor saxophone he 
favored in live performance, but the bal-
lads are worth the price of two albums 
anyway, the alto solo on the title tune is a 
gem, and "Soft Suicide At The Baths" 
rewrites "White Christmas" for the 80s. 
Threadgill's authorial voice continues to 
gain authority, and this is some of the 
strongest new jazz composing of the 
past ten years. What do you say 10,000 
or so of us get together and give Yale 
Evelev a big surprise. He works at New 
Music Distribution Service, 500 Broad-
way, New York City, NY 10012, and 
that's where you get the album if you 
can't find it in your favorite store. Go get 
'em. — Rafi Zabor 

Captain Beetheart 

& the Magic Band 
Ice Cream For Crow (Virgin) 

It happens 
every two or 
three years. 
Captain Beef-
heart, easily 
rock's most 
abused under-
dog after fif-
teen years of 
beating his 

head against fame's door, issues 
another of his brilliant, confounding vinyl 
missives—vivid demanding documents 
of colliding technicolor imagery, ex-
hausting primal rhythms divided into 
bizarre fractions and alien instrumental 
eloquence—and the critics cry "Break-
through! Hitsville! This is the one!" The 
rock comics' oracle has predicted Beef-
heart's commercial triumph so many 
times it's no wonder the AOR mind-
slaves dismiss it as the empty bluster of 
a few dozen typewriting malcontents. 

But just maybe this time he's really 
pulled it off with this album's breathless 
opening shot, " Ice Cream For Crow." 
"Turn up the speakers/Hop flop 
sqwack/ It's a keeper," Beefheart bel-
lows in an awesome tubercular rap over 
new drummer Cliff Martinez's whiplash 
boogie rush, roaring like a demon-
possessed caller at some offworld 
square dance. The song's double-time 
crack with the polyrhythmic fragments 
flying off Jeff Mons Tepper and Gary 
Lucas's steely choogling guitars is guar-
anteed to liven up the platter selection 
at even the hippest rock disco, at once 
giant steps ahead of today's plague of 
synthetic funk records, yet still deeply 
rooted in its elemental John Lee Hooker 
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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 Performer 500 
Series effects are backed 
with a three-year limited 
factory warranty. 
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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 continuous delay 
times from 60 to 300 ms 
(milliseconds) with a 
dynamic range greater 
than 90 db. 

STEREO CHORUS 565 FLANGER 575 

DOD ELECTRONICS 
CORPORATION 
2953 South 300 West 
Salt Lake City, Utah 84115 
Telephone (801)485-8534 

PHASOR 595 

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. 

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 
the 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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The DOD Flanger 575 
produces its comb filter 
type of effects through 
the use of time delay 
circuitry. Using short 
delay times, the 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 response, 
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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COMPRESSOR LIMITER 525 

The DOD 525 Compres-
sor Limiter makes ali 
signals which pass 
through 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 increasing the 
gain as a note decays, 
adding a more even. 
unbroken professional 
sound. 
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shuffle and Beefheart's glass- shattering 
Sonny Boy-oh-boy blues harp bursts. 
And if you think I'm just crying wolf here, 
note that Epic Records—which distrib-
utes Virgin— is releasing " Ice Cream For 
Crow" as a single (with a non-LP instru-
mental B-side). The dancefloor beckons. 
As a whole, Ice Cream For Crow— 

Beef heart's twelfth album on his eighth 
label ( if you include Epic and count 
Warner Bros. twice)— is a spirited suc-
cessor in the recent Shiny Beast and 
Doc Al The Radar Station line of Trout 
Mask Replica-rooted experiments with 
some bold distinguishing marks. With 
the exception of " Ink Mathematics" and 
"The Witch Doctor Life," in which his 
voice tumbles over the words in cracked 
growls, crusty croons and wizened troll-
ish cackles, Beef heart does not so 
much sing here with his usual octave-
defying bravado as rant, rave and rap 
like a poet in motion over the boiling beat 
cauldron of the Magic Band. He bitterly 
swallows the Molotov lyric cocktail of 
apocalyptic fear and barbed religious 
imagery in "The Host The Ghost The 
Most Holy-0" ("Why, not even a rus-
tler'd have anything to do/With this 
branded bum steer world"), read in a 
stony monotone heavy with dread and 
scolding over Martinez's choppy drum-
ming and the guitar's pleading whine. In 
a lighter mood is "Cardboard Cutout 
Sundown," a typically Beef heartian 
word landscape of a picture-postcard 
desert evening intensified by the over-
lapping contrast of pointed melodic 
stabbing and altered Western twang in 
the Tepper-Lucas guitars. 
Which is the other thing Ice Cream For 

Crow is all about—guitars and Beef - 
heart's inventive harmonies and voic-
ings for the instrument. Consider Gary 
Lucas's solo spot "Evening Bell," an 
astonishing exercise ( in the style of his 
brief Doc outing "Flavor Bud Living") in 
knuckle-cracking inversions and fla-
menco trills played live on a Fender Strat 
(the bass sound is actually the low E 
string tuned down to D). Then consider 
that Lucas transcribed the piece note-
for- note from a piano study by Beef-
heart. That combination—piano-based 
note clusters and jagged electric 
attack—gives the Magic Band's ensem-
ble guitar frolics a physical rock 'n' roll 
thrust belying the daunting complexity of 
Beefheart's song structures. Which is 
one way of saying that "The Past Is Sure 
Tense" and the fearsome instrumental 
traffic jam underneath the free verse of 
"Hey Garland, I Dig Your Tweed Coat" 
both cook with smarts. 

Ice Cream For Crow does not have 
the expanded orchestral color of Doc 
(with its Stravinskian string synths), and 
at times Beefheart's poetspeak takes on 
the tones of a lecture- in- rhyme. But with 
the rockum-sockum of the title track on 
one hand and the harrowing guitar stut-
ter and Beef heart's overdubbed crying-
geese sax duet of "The Thousandth And 
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Tenth Day Of The Human Totem Pole" 
on the other, what you can't dance to 
you won't be able to ignore either. 
Maybe this won't sell big. But like Beef-
heart says, if you're gonna eat crow it 
might as well be ice cream. Dig right in. 
— David Fricke 

Romeo Void 
Benefactor (415/Columbia) 

California's 
post - punk 
sweepstakes 
is clogged 
with contend-
ers—X, the 
Gun Club, the 
Circle Jerks, 
the dire Dead 
Kennedys — 

but on the evidence of this second al-
bum, the real winner may well be Romeo 
Void. This subtly artful San Francisco 
quintet seems at first to be a sort of 
American analog of England's Siouxie & 
the Banshees—a resemblance that's 
most pronounced here on the detached 
but unabashedly beautiful "Flashflood." 
Romeo Void, however, is a more intimate 
and engaging group, thanks to singer 
Deborah lyall's lyrical candor (" I might 
like you better if we slept together") and 
moving, quasi-mundane imagery ("You 
used to smile when you walked in the 
door...not any more"), and to the fact 
that each member of the band makes a 
substantial contribution to the song-

;171 g rl; 
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writing. Thus, the almost subliminally 
hypnotic bass-and-guitar riff that ani-
mates "Never Say Never" (coproduced 
by the subliminally disposed Ric Ocasek 
—Ian Taylor produced the other eight 
tracks) and the abundance of aural 
hooks in the madly percussive, rather 
bent calypso called "Undercover Kept." 
Frank Zincavage's inventive bass, Larry 
Carter's fat but unoppressive drums and 
the seductive interplay between Peter 
Woods's guitar and Benjamin Bossi's 
saxophone—all wrapped around lyall's 
imaginative vocals—make for a sound, 
brought off with both skill and spirit, 
that's as distinctive as any in contem-
porary pop. 
Romeo Void can genuinely rock, and 

do on the charming "Chinatown" and 
their neo-funky rendition of Isaac Hayes 
and David Porter's "Wrap It Up" (the 
album's one cover, a surprisingly effec-
tive update of the venerable Stax /Volt 
sound). But they can also lay back with-
out lying down: "Orange," with its glim-
mering guitar arpeggios, is almost lilting, 
and "S.O.S.," an abstract ballad, is 
downright dreamy—without going adrift. 
Benefactor is the sort of album—rare 

in any era—that rewards repeated close 
listening. Romeo Void are clear-eyed, 
sometimes hard-boiled romantics with 
some refreshing things to say about 
love, and about the ever-evolving possi-
bilities of pop structure and rock dynam-
ics. It's the stylish stuff of future stars. — 
Kurt Loder 
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Crosby, Stills & Nash 
Daylight Again (Atlantic) 

So what did 
you expect? 
"Hello, David, 
Graham .. . ? 
This is Steph-
en. I'm getting 
kinda bored 
lately and I 
was wonder-
ing if you guys 

feel like doing an album? My dad's got a 
barn we could rehearse in. We'll each 
p..t in a few tunes. David, you ramble on; 
Graham, you talk issues and innocent 
love; I'll tell the world how all the young 
girls are still breaking my heart. Then 
we'll work up some three-part vocals 
and invite some guests like Art Gar-
funkel and Timmy Schmit and wham-
barn, we've got ourselves a reunion 
album. Afterwards we can even tour if 
we like, but jeez, guys, we've all put on 
more than a few pounds, and David, it's 
not too good for our image to have you 
getting busted for loaded guns." 
So what if it sounds like the 60s revis-

ited? What did you expect? Especially 
without hardcore Neil Young to kick this 
angelic threesome in their creative der-
riere. Still, Daylight Again is a well-
produced album. "Turn Your Back On 
Love" and "Southern Cross" sound like 
old Stills material and ' Delta" is the best 
Crosby's done in some time. The bulk of 
the album contains generally nice 
songs; "Since I Met You" and "Too 
Much Love" would've fit comfortably on 
a Manassas LP, and the single, "Wasted 
On The Way," is custom-designed not to 
offend anyone between the ages of 
eighteen and forty-five. The weakest 
songs are the ones n which Graham 
Nash steps forward; he's a great backup 
vocalist, but when he's out front I feel like 
going down to the corner for some 
smokes. 

Daylight Again ends with a reprise of 
"Find The Cost Of Freedom," but leaves 
us wondering whether CSN is still stuck 
at Kent State or is suggesting that the 
real cost of freedom has yet to be paid, 
just as real freedom s yet to be won. 
While I suspect the latter, there is too 
much evidence of nostalgia for its own 
sake to be sure. 
So what did you expect? — Richard 

Ellis 

Jbe Jackson 
Night And Day (A&M) 

The best pop 
music of the 
40s was im-
bued with jazz 
swing and ex-
quisite crafts-
manship. Yet 
the lyrics usu-
ally embraced 
the status quo 

and the atmosphere sought to resolve or 
pacify tension— in sharp contrast to the 
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rebellious, tension-provoking rock 'n' 
roll that soon followed. Ambitious sing-
er/songwriters of the post- Beatles era 
have tried to marry the craft of those 
swing-pop standards with the tension of 
rock 'n' roll. The first to try were Californi-
ans Randy Newman, Tom Waits and 
Rickie Lee Jones; now Britishers Elvis 
Costello, Squeeze and Joe Jackson are 
giving it a whirl. 
Jackson prepped for this marriage of 

forms with three albums of snarling lyr-
ics and poppish new wave music and 
then last year's Jumpin' Jive with its 
respectable revivals of Cab Calloway 
and Louis Jordan tunes from the 40s. 
Night And Day, "written and recorded in 
New York City," is the wedding of these 
two strands. As it turns out, the witty, 

melodic, jazzy music is far more impres-
sive than the overly serious lyrics. 

There's not a single guitar on Night And 
Day. Instead the album is dominated 
instrumentally by Jackson, who never 
played much before, but now doubles 
and triples on keyboards, vibes and alto 
sax. Only the leader and bassist Graham 
Maby are left from Jackson's original 
quartet; the new quartet includes drum-
mer Larry Tolfree and Latin percussion-
ist Sue Hodopoulos. She adds invalu-
able barrio salsa touches to the 
otherwise stately ballroom music. 
Jackson has always had a knack for 

imaginative chord progressions and 
memorable melodies. Working now at 
slower tempos, he unfurls these pro-
gressions and melodies elegantly and 
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then gathers them into grand climaxes. 
A good lyricist when he was spitting out 
sarcastic one-liners at brisk new wave 
tempos, Jackson has failed to adapt to 
the more leisurely pace and different 
focus of his nine anachronistic com-
positions. 
The paranoia lyric to "Target" and 

"Cancer" might work if roared through in 
a fast song, but can't stand the spotlight 
of deliberate enunciation over the drool 
cha-cha music. "Real Men" tackles the 
complex subject of changing sex roles 
with sufficiently complex music built 
atop an arresting progression. Unfortu-
nately the lyrics stoop to a simple-
minded attack on the easy target of ultra 
machismo. Equally simpleminded is the 
attack on video junkies in "TV Age." 
The elegant, melancholy music 

evokes the longing for "A Slow Song" 
amid all the jibber-jabber far better than 
the song's verbal editorial. The record's 
best songs are "Another World" and 
"Chinatown," where Jackson's musical 
journey into other cultures is matched 
with narrative journeys into unfamiliar 
territory. The music throughout Night 
And Day is so consistently rich that one 
can only hope Jackson will pursue this 
direction and eventually solve his lyrical 
problems. — Geoffrey Himes 

Mel Lewis & the Jazz Orchestra 
Make Me Smile (Finesse/CBS) 

When trum-
peter Thad 
Jones emi-
grated to Den-
mark three 
years ago, he 
left drummer 
Mel Lewis at 
the wheel of a 
ghost ship. 

Even with the prolific Jones doing most 
of the writing, the Jones-Lewis Jazz 
Orchestra had always been primarily a 
soloist's band. But now its chairs were 
occupied by eager but derivative Berk-
lee types not equal to the standards set by 
the Kneppers and the Adamses and the 
Harpers and the other rugged individu-
alists who had lifted the band to poll-
winning prominence shortly after its 
charter as a Monday night Village Van-
guard rehearsal band in 1966. 
The story has a happy ending, though, 

and like all happy endings, it points to 
another beginning. Lewis was able to 
persuade alumnus Bob Brookmeyer to 
come aboard again, as musical director 
this time, and under Brookmeyer's guid-
ance, the Orchestra has made a smooth 
change of course. It's an arranger's 
band now, a vessel for Brookmeyer's 
writing, and one of the finest big bands 
now active. 
Recorded live at the Vanguard last 

winter and compressing more than an 
hour's worth of music on one disc, Make 
Me Smile is even better than Bob Brook-
meyer Composer/Arranger, the impres-
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Fender Vintage Stratocasters. To call them "new" isn't quite accurate. 
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sive 1980 release which first documented 
the Brookmeyer-Lewis working agree-
ment. The charts Brookmeyer assigns 
the Orchestra here (five originals and a 
dour, streamlined "My Funny Valentine," 
stitched together in a kind of suite) are 
quaintly modernistic in their orientation 
and their appeal—they're little concertos 
for soloist and orchestra, reminiscent of 
some of the more ambitious scoring 
done in the late 50s and early 60s by 
writers associated with the Third 
Stream, particularly Gil Evans and 
George Russell. While the Orchestra 
can boast no major or even near-major 
soloists, Tom Harrell—a trumpeter with 
a pang of melancholy to his tone—and 
Dick Oates—a dry, worried-sounding 
saxophonist—are fine interpreters, and 
even a merely Coltrane-competent sax-
ophonist like Joe Lovano sounds posi-
tively inspired with the full band reading 
Brookmeyer's bubbling premonitory fig-
ures behind him. The Jim McNeely-
Marc Johnson- Mel Lewis rhythm 
section is exemplary, swinging the band 
with ease and assurance through the 
most ponderous orchestral passages. 
One complaint, perhaps an irrelevant 

one: Brookmeyer himself —a gruff but 
graceful trombonist whose sound is 
equal parts burlap and silk and not heard 
as often as it might be these days— 
plays only on the album's closing 
number. I hope he features himself more 
prominently next time. — Francis Davis 

Rosanne. from pg. 22 
ing. Then you get down to your little tech-
nical stuff. You keep the mood and 
refine the technical aspects." 
Rosanne is well aware of country's 

current crisis and feels that its credibility 
as adult music may be its strongest 
asset. "The reason I didn't like country 
music when I was younger," theorizes 
Cash, "is it's grown-up music. It's not for 
teenagers the way rock ' n' roll is; it's 
adult music. It doesn't talk about the first 
time you're in love or the first time you 
feel that passion. It talks about when 
you've been through a couple relation-
ships, when you've felt it before. Country 
music is talking about a little farther 
down the line. It's still got the passion, 
and it's still true to life, but it doesn't have 
that newness. 

"But the country audience has 
changed. These people live in the city. A 
lot goes on in their lives. That's why their 
relationships have to be sung about in a 
more contemporary way, a more cos-
mopolitan way. That's why country 
music is changing. And it's still going to 
change more. There are a lot of people 
who don't want it to change, who are 
holding onto it like it was. 

"But you see, it's changing in a lot of 
different directions. It's changing in the 
direction of me and Rodney and Emmy-
lou Harris. It's also changing in the real 
traditional direction that Ricky Skaggs 
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and George Strait are going. It's also 
changing in a real MOR, Las Vegasy 
direction, where it gets so lush its indis-
tinguishable from easy listening. That 
stuff is so wimpy; it's so mushy. There's 
no edge to it. It's like Velveeta. It's lyri-
cally impotent. It's too sappy; nobody 
feels like that. It just glosses over the 
feelings. It seems to me, if you're going 
to disguise the feelings, you've missed 
the whole point of country music." C:1 

Eno, from pg. 69 
scoring films or do you see this as an 
entirely separate pursuit? 
ENO: No, I don't see it as a separate 
pursuit. I'm really interested in scoring a 
good film and I've been sent many 
scripts but they haven't been that inter-
esting. Unfortunately people send me 
scripts relating to what I was doing six 
years ago. So they're all films about 
punk rock and I'm supposed to write 
witty new wave tunes. 
MUSICIAN: What steps do you take to 
edit the input you get from the world? 
ENO: I don't see or hear that much, so I 
guess I do edit a lot. That sounds like an 
ostrich activity but concomitant with that 
is the fact that I really value what I do see 
and hear. My main input at the moment 
is not from music but from paintings and 
films and I spend a lot of time looking at 
both of those. The way I look at paintings 
is perhaps a screening process. I go into 
a gallery and walk through it very" 
quickly. I don't try to look at everything 
but if something catches met stay with it 
and just look at that. I take a little folding 
chair with me to the galleries. My idea 
right now is rather than trying to absorb 
everything, which is an impossible, tiring 
and rewardless task, to concentrate on 
fewer and fewer things. For the past few 
months I've been playing the same three 
records: gospel music and a record of 
an Arabic man singing the Koran. 
MUSICIAN: What would you like ta 
change about your life at this point? 
ENO: I wish I had a place to live in a 
quiet, isolated place. It's just stupidity 
that I've not organized that yet. I think my 
little room is sort of a substitute for that. 
I'd also like to change the tact that I'm 
quite easily distracted. I like walking and 
I walk a lot in New York because when 
I'm walking I can sort of take over and 
think in a nice slow way. But I also have 
to look at everything that passes. I wish I 
weren't so fascinated by every little phe-
nomenon that comes my way. 7] 

Thompson, from pg. 82 
into and use on the second album What 
We Did On Our Holidays (released in the 
U.S. as their debut LP Fairport Conven-
tion). And those weren't really arrange-
ments or adaptations. They were just 
her singing and us rambling around in 
the background. That was really when 
the seed was planted." 
The full flower was 1969's Liege & 

Lief, a collection of mostly traditional 
English tunes played with respect for 
tradition but with the kick and volume of 
rock. A particular highlight is the epic 
ballad "Tam Lin," taken at a brisk strut 
and featuring Thompson in a soloing 
dogfight with Dave Swarbrick, his guitar 
darting over and around the latter's vio-
lin in involved modal sax/pipes-like 
patterns. 
"The success of that song, " Nicol 

hastens to add, "was more in Sandy's 
ability to tell a story. a difficult and 
lengthy story. We actually worked out 
that arrangement in a rather flat way. By 
the same token, though, if she had sung 
it unaccompanied, you would have to be 
a folk purist just to get through it." 

Curiously, at this time, Thompson was 
playing the nimble reels and spritely 

SMP 

turns of Fairport's altered English folk 
with the comparative brute force of a '55 
Gibson Les Paul, having graduated from 
an old Hof ner V3 and a Gibson 175 (" I 
remember seeing a guy in Moby Grape 
with the big Jazz model; he used to get a 
great sound and I thought I might get 
one, too"). A pre-humbucker model, his 
Les Paul had a fairly trebly tone for its 
kind. " I find that the older pickups are a 
bit thinner in tone. Or maybe it was 
something in the wiring." 

But a stronger desire to emulate gui-
tarists like James Burton, Buddy Holly 
and Robbie Robertson eventually led 
him to the Fender Stratocaster. He got 
his first Strat in late '69 or early '70 (com-
pare the meaty turns on "Tam Lin" with 
the moody Strat sting of his classic 

continued on page 114 
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By J.D. Considine 

SHORT TAKE 
Translator Steve Forbert 

Translator — Heartbeats And Triggers 
(415/Columbia) "Everywhere That I'm 
Not" is the best unrequited love song 
I've heard in a long time— ingenious, 
obsessive, hauntingly melodic. Its 
moody refrain and catch- in-the-throat 
delivery give it the sort of impact you 
used to expect from Dylan. The other 
songs on the album aren't quite so stun-
ning, but their potent infusion of folkie 
modality and a punkish jackhammer 
beat into a basically post-power-pop 
approach make them wonderfully 
addictive. If you're looking for a new 
record to wear out, this is it. 
Killing Joke — Revelations (Editions 
EG / Malicious Damage) What made 
earlier Killing Joke great was the way the 
guitar was used to reinforce the wallop 
of the drums. What makes this album so 
wretched is the way the guitar has been 
watered down in favor of the whining 
vocals. 
REO Speedwagon — Good Trouble 
(Epic) If Hi InFidelity sounded like static 
to you, be warned; this group is going to 
keep on bugging you. Good Trouble 
further establishes REO's place in 
rock's heartland with another helping of 
wholesome melody and gosh-1-love-
you sentiment, which no doubt means it 
will be all over the airwaves through 
Christmas. Still, we could do worse. The 
sound of this one is more richly detailed 
than its predecessor, and makes a sur-
prising show of the band's country roots. 
All in all, nearly likeable. 
The Late Bronze Age — Isles Of Lan-
gerhan (Landslide) Imagine, if you will, 
Pere Ubu with a southern accent and a 
near-accessible sense of melody; add 
onto that notion the supposition that 
Captain Beef heart is really an R. Crumb 
comic strip character; mix in the better 
part of a bottle of Jack Daniels (just to 

David Bowie 

Zapi teutuic 
Bhe. BAAl. 

keep you in the mood) and you've got a 
rough idea of what this sounds ike. Well. 
at least the parts that don't sound like 
what country music would if Jimmy Rog-
ers was an extra-terrestrial. Fun? You 
bet. Just don't expect to understand any 
of it. 
David Bowie — In Bertolt Brecht's 
BAAL (RCA) Question: Are you going to 
spend $5.98 (or the local equivalent) for 
a mere eleven minutes of not very inter-
esting ballad singing? Better question: 
Now that we've fallen for Changes Two. 
Christiane F. and this, when are we 
going to get a new Bowie album with 
something new on it? 
Steve Forbert (Nemporer) Although 
Steve Forbert continues to show signs of 
becoming a better-than-average coun-
try singer, he still won't give up on the 
idea of being a below-average pop/rocker. 
Consequently, this album is a mess. 
Even if you restrain the desire to snigger 
through the metaphors of "He's Gotta 
Live Up To His Shoes," you can't help 
but wonder what the Jordanaires are 
doing in there, '00000h-ing in rich har-
mony behind every twisted phrase. Is it a 
joke? If not, why is it so funny? 
Tom Robinson — North By Northwest 
(I.R.S.) The performances here are so 
roughly hewn that the album almost 
sounds like a collection of demos. While 
this has its advantages—for one thing, 
Robinson is wonderfully relaxed and 
expressive— it nonetheless imbues the 
album with a sense of unfulfilled poten-
tial. A shame, too, because the songs 
here are hookish and buoyantly 
melodic, from the bittersweet "Now Mar-
tin's Gone" to the sly, wicked "Merrily Up 
On High." Here's hoping we'll be hearing 
some of these again with a full band 
instead of this skeleton crew. 
Billy Idol (Chrysalis) If the fashionably 

Josie Cotton 

danceable Don't Stop EP struck you as 
disappointingly shallow, cheer up. This 
time 'round, Billy Idol lives up to promise 
most of us didn't know he had. No trendi-
ness here; instead, Idol shows off an 
astonishing command of mainstream 
idioms ranging from the Mott-the-
Hooplish bite of "Come On, Come On" 
to the semi-Springsteen romance of 
"Hot In The City." But the real surprise is 
how well Idol sings. Not only is his deliv-
ery smooth and resonant, but he man-
ages some characterizations on "White 
Wedding" that would make Bowie 
envious. 
Josie Cotton — Convertible Music 
(Elektra) Cheap imitation nostalgia by 
someone who is to the Go-Go's what 
Billy Falcon is to Bruce Springsteen. If 
you think this is what the girl group 
sound was all about, save your money 
for a Ronettes album. 
The Reddings — Steamin' Hot (Believe 
In a Dream) It might have taken guts for 
Otis Redding's son to attempt a remake 
of "The Dock Of The Bay," but it took 
talent to pull it off, and talent is the bot-
tom line with this group. Although their 
first two albums have been impressive, 
what sets this one apart is the confi-
dence with which the Reddings define 
their own sound, a smoothly sophisti-
cated funk similar to the Brothers John-
son but not half as slick. The key? Not 
the singing, which does the name proud, 
but Dexter Redding's punchy bass lines, 
which provide an unshakable founda-
tion for each solidly grooving track. 
Eddie Money — No Control (Columbia) 
Eddie Money would like to be Rod Stew-
art the way a Big Mac wants to be Salis-
bury steak—mostly 'cause he wants to 
be in the gravy. But Money's efforts are 
mostly corn, his material full of beans, 

continued on page 114 
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The VIP Series — what the experts say. 

Bernie Rico, founder of B.C. Rich Guitar 

isure signs of a 
winner- consistency 
great balance and 
high performance." 
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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-
cooted 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. 
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KAMAN MUSICAL STRING CORP 
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JAZZ By Brian Cullman 

SHORT TAKES 

Summer has traditionally been a time 
when record companies go into a hold-
ing pattern, waiting and watching; it's 
cheaper (and cooler) to go into the 
vaults than into the studios, and so 
summer brings on reissues, anliolo-
gies, collections, compilations and best-
ofs, and this summer has produced a 
bumper crop, the best in memory. 

First and foremost is Ray Charles's A 
Life In Music (Atlantic Deluxe), a five-
record set that spans his ( first) tenure at 
Atlantic—roughly 1952 to 1960. Charles 
may not have invented rhythm & blues, 
but it's hard to imagine what rhythm & 
blues would have been like withou: him; 
he was able to combine the sophistica-
tion of Nat Cole and Charles Brown with 
the wail of Big Joe Turner and the jump-
blues of T- Bone Walker and added to 
that mix an unerring sense of gospel ( not 
just a sense of spirit and salvation but a 
yearning to throw both your sins and 
your strengths straight at the Lord and 
have done with it, the strange and simple 
longing to get out of this life alive). 

Five records are barely enough to 
cover Ray Charles's invention and style 
(his years at ABC in the early 60s 
deserve another five albums), and this 
set mixes his best- loved songs ("Lonely 
Avenue," "What'd I Say," "Yes Indeed," 
"Hallelujah I Love Her So," a live version 
of "Drown In My Own Tears") with his 
most adventurous instrumentals ("Soul 
Meeting" with Milt Jackson, "Cosmic 
Ray," "The Genius After Hours") and 
with any number of unremembered or 
half-forgotten gems ("Sinner's Prayer," 
"What Would I Do Without You," "Losing 
Hand"). The talent and the spirit on 
these records is simply awe-inspiring, 
and Atlantic deserves a tip of the hat for 
the elegance and care that went into this 
set. 

Other releases on Atlantic Deluxe are 
almost as successful. Blues guitarist 
Albert King's Masterworks draws most 
of its strengths from his classic album 
Born Under A Bad Sign, though his 
recent recordings with Allen ToLssaint 
still show a lot of fire. King's sound and 
style are far better known than he is; Eric 
Clapton lifted King's solo on "Crosscut 
Saw" almost verbatim for "Strange 
Brew" and you can hear King's pure 
tone in Johnny Copeland's recent work. 

This release may bring Albert some 
deserved attention. 
The Coasters' Young Blood is the 

best retrospective of the great old band 
(and there must be half a dozen Best Of 
The Coasters and Coasters' Greatest 
Hits floating around) mostly because it 
carries the group through the late 60s 
with songs like "D.W. Washburn" and 
"Down Home Girl" instead of simply 
ending in the late 50s. These are some 
of the wittiest and most peculiar songs in 
the language, with characters like Smo-
key Joe, Little Egypt, Jones and Charlie 
Brown that have all slipped into our col-
lective memory. 
Professor Longhair's The Last Mardi 

Gras is a live two-record set recorded in 
1978 by Albert " I'm better than Elvis, 
yessir!" Goldman. If you can ignore 
Goldman's fatuous and self-serving 
liner notes ( I obviously can't), it's a pretty 
good record, far better than Live On The 
Queen Mary. The album was recorded 
at Tipitina's, the New Orleans club 
named for Fess's most popular song, 
and features the good Professor backed 
by a sloppy but eminently spirited band 
(which includes Tony Dagradi, now 
tenor saxophonist with Carla Bley and, 
under his own name responsible for two 
less than memorable albums on 
Gramavision). 

Atlantic Deluxe also planned late 
September releases of works by Philip 
Glass (Einstein On The Beach and 
Dance), Duke Ellington, Woody Her-
man and Lee Konitz. Which is all wel-
come, but if Atlantic plans to reach into 
their vaults they could really reach in 
and rescue Otis Redding, Ruth Brown, 
Carla Thomas, Johnnie Taylor, Aretha 
and even little Bobby Darin. [I thought 
this was supposed to be a jazz column — 
Ed.] Oh, and Omette'! Save Omette! 
[Whew.] 
RCA has released three two-record 

sets of the Tommy Dorsey/Frank 
Sinatra sessions out of some perverse 
obligation to be definitive. While I defy 
anyone to listen to all eighty-three cuts 
without registering Republican and 
hanging around debutante parties, it's 
actually refreshing to hear a young Sina-
tra crooning àway without the ring-a-
ding style of his 50s albums or the 
world-weary-1-done-it-all cynicism of 

his later work. What you hear is a callow 
young man in love with his own voice 
charming his way through the dreadful 
and the exquisite songs of the early 40s. 
What you also hear is the enormous 
debt so many rock singers owe 
Sinatra—not just David Bowie, but Jim 
Mbrrison (try "Crystal Ship"). 
PolyGram Classics has begun reissu-

ing great classic Verve albums from the 
late 50s and early 60s all in their original 
covers Dizzy Gillespie's Have Trumpet, 
Will Excite is a buoyant, open-hearted 
record, more good-natured than ground-
breaking. Backed by Junior Mance on 
piano, Les Spann on flute and guitar, 
Sam Jones on bass and Lex Humphries 
on drums, Dizzy plays that rarest of mus-
ics: a happy man's blues. Ella Fitz-
gerald's Ella In Hollywood is a sassy live 
date from the Crescendo, a small night-
club, in 1961. Backed by the ever-
tasteful Jim Hall on guitar, Lou Levy on 
piano, Wilfred Middlebrooks on bass 
and Gus Johnson on drums, Ella is in top 
form, gliding effortlessly through pas-
sages that would leave lesser vocalists 
in the dust. Sometimes it seems a little 
too effortless; Ella never tears a song 
apart the way Billie Holiday or Sarah 
Vaughan will, ripping through the gloss 
of a lyric or a melody to get to a song's 
dark heart. But she is a formidable stylist 
and often finds her way through to other 
and less primal secrets, the secrets of a 
chanteuse. Cool Heat—Anita O'Day 
Sings Jimmy Giuffre Arrangements is a 
bit less successful. Anita O'Day has a 
pure and graceful voice, but her man-
nerisms seem dated (fair enough; I don't 
think anyone will be able to listen to Bow 
Wow Wow's Annabella or X's Exene 
twenty-five years down the road). She 
may not transcend her era, but Giuffre's 
warm and supportive arrangements do. 
Giuffre is a sorely underrated saxopho-
nist and arranger and should be heard 
more often. 
Duke Ellington's The Girl's Suite & 

The Perfume Suite (Columbia) shows 
that even the Duke had his off days. Roy 
Eldridge's Roy Eldridge— The Early 
Years (Columbia) shows the scrappy 
trumpet player leading his own band as 
well as soloing with Teddy Wilson's 
orchestra, Gene Krupa and Mildred Bai-
ley. Eldridge brings the best out of the 
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vocalists he supports, and the cuts with 
Billie Holiday, Gladys Palmer and Anita 
O'Day are gems, but even Roy couldn't 
salvage dead weight like Howard 
Dulany and Johnny Desmond. 
No dead weight on George Win-

ston's solo piano album, Winter Into 
Spring (Windham Hill). Winston has a 
sure and delicate touch, reminiscent of 
(yes) Keith Jarrett or a more playful 
Steve Kuhn, though he actually 
approaches the keyboard more like a 
guitarist (John Fahey or Egberto Gis-
monti, say) than like a pianist, pedaling 
and spacing the way a guitarist might in 
an open tuning or with a dropped E 
string. 
The Tango Project (Nonesuch) is a 

jaunty reworking of classic Argentine 
tangos by William Schimmel (accor-
dion), Michael Sahl (piano) and Stan 
Kurtis (violin). It's a loving reconstruc-
tion of the tango that veers closer to the 
conservatory than to the dance hall, but 
it's still heartbreakingly beautiful and 
evocative, the perfect music of lost love, 
regret and late summer. 

Baltazar Benitez, a guitarist from 
Uruguay whose Latin American Music 
For Classic Guitar (Nonesuch) remains 
one of my favorite albums, has a new 
record out of arrangements of Bach/ 
Scarlatti (Nonesuch). Benitez has the 
skill and dexterity of the best classical 
players, but he also has a sense of swing 
and verve that makes his records jump; 
they fit perfectly next to the best work of 
Baden Powell, Bola Sete and Julian 
Bream. 

Last year Rounder Records scored 
with the year's best blues album, Johnny 
Copeland's Copeland Special by the 
then-unknown Texas bluesman, and 
they look ready to do the same this year 
with Ted Hawkins's Watch Your Step, a 
terrific debut by a brilliant vocalist and 
guitarist from Mississippi who is cur-
rently serving time in prison. Hawkins 
has an open, heartbreaking voice remin-
iscent of Sam Cooke and, occasionally, 
Joe Tex and has a deceptively simple 
rolling guitar style. The songs are as 
pure and as troubling as any in the lan-
guage, from the pathos of "The Lost 
Ones" to the tender "Sorry You're Sick." 
While a number of cuts feature Hawkins 
backed by a good-natured Stax /Volt 
style section, most of the album is just 
Hawkins accompanying himself on gui-
tar... and just by himself he shines. If he 
gets out of prison (which he is sche-
duled to this fall) and can stay out of 
prison, he can be a star. 

If you've been hoping that Soft Cell or 
Orchestral Manoeuvres In The Dark 
would stop singing and get into fusion, 
then Paul Woznicki's Woz (Ulterior) 
might be just the record for you. If you 
never thought about it, it might not be. 
Claus Ogerman, the arranger respon-

sible for turrung many of Antonio Carlos 
Job' m's albums to soup, and ace saxo-

phonist Michael Brecker team up for 
Cityscape (Warner Bros.). Ogerman's 
compositions and arrangements are 
less syrupy than usual; he comes in with 
some surprisingly lovely string charts, 
and Brecker's tone and phrasing are 
impeccable throughout, but the album 
still comes off as hip elevator music. 
Next stop: Main floor—men's shirts, rain-
coats and quiche. N 

Sonny Stitt 
1924-1982 

Too many deaths and now his. He was 
one of the most brilliant instrumentalists 
in jazz, and although he never devel-
oped as distinctive a stylistic signature 
as, say, Sonny Rollins or Dexter Gordon, 
on a good night he could surpass either 

I <  'S TIME TO 
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of them in the sheer flow and abundance 
of his ideas, and the good nights were 
many. His voice on alto was Birdlike, his 
tenor fundamentally Lestorian, and he 
was his own. The last time I saw him he 
was soaring past a dreadful house 
rhythm section for chorus after chorus 
and then, after his solos, boozed and 
embittered, he hovered over the pianist, 
insulting him audibly every thirty-two 
bars. Stitt eventually swung his basilisk 
glare in the direction of his audience, 
face pitted and hair gone grey, I work 
places like this for people like you with 
this kind of rhythm and they still call me 
"Sonny." Edward Stitt. Not even sixty. It 
was cancer. Jazz has lost one of its most 
expert, ignored, and inspired voices. — 
Rafi Zabor 

Boogie SPECIAL DESIGN COMPONENTS 
WITH THE BES4,) 

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 616 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 616 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 converting 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-
12L. is almost as efficient, and has just the right combination of 
punch, clarity, and roundness 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. 

e 

1317 Ross Street 
Petaluma, CA 94952 
Call (707) 778-TUBE 

Dealer Inquiries Invited 
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"Sloth" solo a year later). His current 
baby, which he found in 1972, is vintage 
1958 with no customizing and played 
through an old Fender Deluxe amp set at 
half treble, half bass. 

"I've always used the in-between 
pickup setting on my guitar. I put the 
five-position switch between the second 
and third pickup to get a hollow ring, 
more sustain, since I pick fairly light 
most of the time." Thompson's picking is 
actually a combination of plectrum on 
the. lower bassy strings and finger-
picking up top, coupling that rock 'n' roll 
thrust with the almost classical agility of 
his artful trills and weepy harmonic 
slides as on the new ballad "Just The 
Motion" from Shoot Out The Lights. 

"I've always done that," he giggles. " I 
started but flat picking and then took 
classical lessons. But I was too lazy to 

put the pick down altogether. I don't 
strum much, though." 

It's only appropriate that the current 
Richard & Linda Thompson Band, 
blessed with one of the most distinctive 
and poignant original songbooks in 
either English or American pop, is short 
on hardware hounds. Dave Mattacks, 
whose simple but forceful articulate 
drumming both with the Fairport/Thew-
son family and on copious sessions 
invites comparisons with the Band's 
Levon Helm, uses a spare Yamaha kit 
with bass drum, two toms, three cymbals 
and snare. Simon Nicol plays tasteful 
rhythm and supporting fills on a mutant 
mid-60s Strat with the wrong body and a 
crooked neck. He also owns a 12-string 
Rickenbacker but didn't bring it on the 
last tour because he doesn't have a 
case. For acoustic numbers, Thompson 

When it's time to shine—everything's fine onstage 
with GHS BRIGHT BRONZE acoustic guitar strings. Tem-
pered for long life, brilliance, and extra-clean tones 
Voice accompaniments or free-standing instrumentals 
shine with GHS BRIGHT BRONZE— in a wide selection 
of gauges at your music dealer. 

GHS Strings are manufactured by 
G.H.S. Corp., 2813 Wilbur Ave., Battle Creek, MI 49015 

ghSStringS 
The String Specialists 

sticks with a triple 0-size Martin. Only 
Pete Zorn, who did some time with Gerry 
Rafferty, can boast any choice gear—a 
custom-designed bass by Wall of Eng-
land that in concert he plugs right into 
the instrument P.A., using his amp as a 
monitor. 

Yet with such alarmingly ordinary 
equipment, Richard Thompson—not to 
mention his band— makes astonishingly 
expressive music, at once as personal 
as his religious devotion yet as wide 
open as his world music view. That 
doesn't just go for the Fairport work or 
his albums with Linda; there is also a 
rainbow collection of session appear-
ances to consider, from the troubled bal-
ladry of the late Nick Drake to the 
fractured dadaist art- punk of Pere Ubu 
singer David Thomas's recent solo LP 
The Sound Of The Sand. But all this 
praise is making our subject uneasy. 

"You'll have to excuse the self-
deprecating Englishmen here," says 
Nicol, who just finished citing Thompson 
as his only guitar influence. " It's very 
hard to say to another Englishman that 
he's great. It's an old English tradition. 
Americans go on patting each other on 
the back all the time. We get truly 
embarrassed." 

"Actually," Thompson announces 
with mock pomp, "I'm great, you're 
great, we're all great," gesturing across 
the tiny hotel room at Mattacks and 
Zorn, "together, I mean." 

"But Richard," Nicol casts a sly wink 
my way, "is truly great." El 

Rock Shorts, from pg. 110 
and his band sounds as limp as a wet 
noodle. Pass the bicarb. 
Ted Nugent — Nugent (Atlantic) In 
these ten songs of sex, violence and 
rock 'n' roll, the Motor City Madman sets 
himself up as a sort of heavy metal John 
Wayne, buzzing with patriotism, integrity 
and unfocused aggression. I think I'd 
find the political songs, like the anti-
Iranian "Bound And Gagged," a lot fun-
nier if I thought the Nuge was joking; as it 
is, they sound like our current foreign 
policy through Marshall amps. On the 
other hand, Ted Nugent is probably the 
only guy in the world who could do a 
song like "We're Gonna Rock Tonight" 
and make me believe it. 
The O'Jays — My Favorite Person (Phil-
adelphia International) Few groups try 
for the old PhiIly Soul magic these days, 
and fewer still pull it off with the panache 
of the O'Jays. Perhaps that's because 
the O'Jay's were one of the few groups 
in the Gamble & Huff stable who valued 
harmonies over the groove; in any case, 
it has been those wonderfully lush three-
part vocals that have kept the group 
sounding fresh, and they carry the day 
here—particularly the ballads, with 
"Your Body's Here (But Your Mind's On 
The Other Side Of Town)" ranking 
among their best work ever. 

continued on next page 
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Introducing Synsonics- Drums. An amazing new electronic drum set with a built-in 0.0 
computer. So you can play drums, even if drums aren't your instrument. 

The set includes a' snare drum, two cymbal sounds, bass drum sound and two tom 
toms. One tunable for space drum sounds. 

You play Synsonics Drums by simply touching the buttons that control the computer's 
pre-programmed drum rolls. Or by hitting the pads with your own drumsticks or fingers. 

This makes Synsonics Drums great to practice and learn on. 
And even better to compose with. The computer has three sets of programmable mem- r 

ones, so you can layer patterns indefinitely in the record mode. Then play them back alone 
or blended in sequence. 

Synsonics Drums are really useful, though, when you need an accompaniment for 
entertaining or jamming. They can be played through any stereo or headphones. 

Synsonics Drums are loaded with other impressive features like tempo control, pitch 
control and stereo outputs. All in a small portable unit costing less than you'd pay for a 
Synareelectronic drum alone. 

See Synsonics Drums at your dealer soon.Your jam sessions may never sound the same. 
Batteries and drumsticks not included. SnSONircS4DRuivis 

al LIM till 1_.r_jel 
MI 

U7—  

TEE LAiEST 
ELECTRONIC JAMMING 
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1982 Pro-Line Guide 
* Before you buy a Guitar, Amplifier, Mixer, 
Speaker or P.A. System, get the FREE 80 page 
CAR VIN 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! 
CAR VIN, Dept. IAP80 1/55 Industrial Ave. 
Escondido. CA 92025. PH 714-747-1710 

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

I Name 

IAddress 
I City 

btate  

Rory Gallagher — Jinx (Mercury) If life 
were fair, Rory Gallagher's guitar tech-
nique and bluesmanship would have 
long ago earned him the fame and for-
tune accorded Eric Clapton. As things 
stand, we'll just have to hope this album 
settles the score some. The material is 
melodic enough for Gallagher to sink his 
teeth into, but close enough to roots that 
his guitar doesn't lose any of its bite. In 
short, the sort of great blues- rock album 
everybody thinks they don't make 
anymore. 
Leon Ware (Elektra) If Marvin Gaye 
were still writing mainstream R&B, and if 
we were very lucky, his next album 
would sound a lot like this. Of course, 
Ware's voice makes a lot of difference— 
deeper, drier, it does well in capturing the 
wistful desire of "Why I Came To Califor-
nia," but somehow misses the joy 
implied in " Miracles." On the whole, 
though Leon Ware is the kind of album 
that hangs in the air like a pleasant 
aroma, and always leaves you hungry 
for more. [vj 

Pawnshop Horns, from pg. 84 
like I said, I like the way a tarnished horn 
sounds." 

If there's this much trouble with 
trumpets, I thought, then what'll saxes 
bring? Saxophones are incredibly com-
plex, delicate pieces of work. If one little 
key or pad is off, if one little section of 

ORIGINAL 

NOW BY 
JIM DUNLOP 

High Powered replacement 
potentiometers that fit all 
'crybabys made since the 

Sixties. 

Recreate the vintage 
sounds of Hendrix and 

other greats of the Sixties 

and Seventies with the ' ORIGINAL CRYBABY-

WAH WAH effects pedal. Look for this logo 

to insure that you get the ' ORIGINAL CRYBABY** 
Accept no substitutes! 

'ORIGINAL CRYBABY' is now available with 
a complete spare parts program. All products are 
available through your dealer or write: 

Dunlop Manufacturing, Inc. 
Box 846,Benicia,CA 94510 USA 

c,
19
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Celestion speakers. Wire them into any amp. 
and suddenly, ifs dangerous. It rip. It 

grinds. It growls. It bites. With the power 
that chewed hard rock into heavy 

metal. And today, keeps moré top 
stars on thecUtting edge of music. 

Celestion speakers:They're 
enough to make a bad amp 
,good. Imagine what they 11 
do for Yours. 
COME SEE US AT NAMNI BOOTH =o014 

celestion Eg speakers 
You'll know.: . in an instant. 

DEALER INQUIRIES INVITED. 
Celestion Industries, Inc., Kuniholm Drive, Box 521, Holliston, MA 01746 (617) 429-6706—In Canada. Rocelco. Toronto 



[be new advanced design CE2U combo ensemble. 

DIGITAL DEXTERITY 
Introducing the true sound of a trumpet, clarinet, oboe, electric piano, cello, piccolo, and 16 other instrument 

'oices (six 8-note polyphonic and 14 monophonic]. All in a remarkably compact electronic keyboard— the Yamaha 
:E20 combo ensemble. 

The reason for all the voice authenticity is simple: FM digital technology. The same as found in our renowned 
;SI and GS2 synthesizers. 

Of course, the technology itself is not simple. But getting the voice you want is. Just press a button. No 
:omplicated control settings, no hassles. Just true acoustic sound. 

You also get true acoustic piano feel with the velocity-sensitive keyboard, as well as the added dimension of 
ifter-touch response. 

And enough user-controlled expression features to personalize the sound. But just enough to make the music 
vithout getting in the way of the music-making. 

Apply your digital dexterity to the new CE20. It's at your Yamaha dealer now. Or write for more information: 
(amaha Combo Products, Box 6600. Buena Park, CA 90622. In Canada, Yamaha Canada Music Ltd., 135 Milner 
We., Scarborough, Ont. MIS 3R1. 

4111. 
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ONE 3rd BETTER! 

new 

"MEDIUM LIGHT" 
gives you two 
3rd (G) strings, 

a 20W and a 

free 18P 

. . . so whatever 
your style, we 

have an electric 
or acoustic set that 

will "STAY-IN-TUNE" 

for you. 

Take your pick and 
try them! 

MEDIUM LIGHT NO S-1150 
011 - 015- 018P & 020W 

026- 036 
.050 

•IMPOBTANT - SEE BACK 

S.I.T. STRINGS CO. • 2211 13th st. S.W. • Akron, OH. 44314 • 216-848-1392 

that intricate metal latticework that con-
nects the whole thing together is askew, 
you've got big problems: the whole horn 
could be affected by a missed connec-
tion at one of the octave keys, for exam-
ple, which means a few hundred dollars 
in repairs, possibly. 

Ralph Carney started off rather 
simply, trying out a Three Star metal cla-
rinet at Stuyvesant (after the usual "buy 
today" rigamarole). Problems abounded: 
some stuck, rusted keys, a few pads rot-
ted away, and no reed in the mouth-
piece. Luckily, Ralph had brought his 
own clarinet reed, and finally got the thin 
silver clarinet to sound. "Not bad," he 
concluded, "especially at $69, but it'll 
need at least twice that much put into it 
to fix it. Metal clarinets are a rare item, 
though, so it could be worth it if you really 
want one. They sound a little brighter 
than wood or plastic clarinets, but they 
don't sound like soprano saxes either, 
which is what some people expect. And 
though metal clarinets look a lot thinner 
than wood or plastic ones, they're not 
really—their bodies are thinner, but a 
plastic clarinet is just thicker. It's about 
the same size bore inside in either case. 
Lester Young used to play a metal clar-
inet." Ralph also tried out a Bundy clar-
inet with a body of beautiful red-brown 
wood and a full, mellow tone, and though 
sorely tempted by its $79 price tag, 
demurred, explaining, "The wood's 
already a little warped. This is an old 

There's never been a reed so perfectly suited for professional 
musicians than Plasticover . We start with a " real cane" reed, cut for 
super response, so you get all the musical qualities cane has to 
offer . Then we treat each reed with a special coating to create the 
incredible Plasticover reed It sounds so real, because it is a real 
cane reed 

Along with the qualities of real cane, you get. 1 better response, 

2 a more focused tone, 3 a shorter break-in, 4 a little more edge, 
5 longer service, 6 a reed hardly affected by humidity and climate 
and 7 a reed that's "always wet", and ready to play. It's got the 
hottest, most lasting response and qualities for the kind of music 
you play . Let us know if these are the reeds for you Rico Box 3266, 
N Hollywood, CA 91609 (213) 767-7030 

Plastitaver 
MADE FOR PROFESSIONAL MUSICIANS BY RICO 
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AIRBORNE 

The original Flying V. 
It broke the sound barrier in '58 with one great leap of 
imagination. And then defied over two decades of 
imitation. 
Now the guitar that reshaped rock and roll is on 

the wing again, with all the original features — from 
a 'Korina wood body to gold-plated hardware — 
that made it one of the most sought-after collec-
tor's items in music history. Each instrument in 
this limited reissue will be specially serialized to 
ensure its lasting value. 

Soar with a legend. The original Gibson 
Flying V 

elbof 
Making history. 
Yesterday, today, tomorrow. 

.>. • te for free literature. For a postler size •+.: • - • of this Co 

stributed in Canada by NUCO. á1 AIde o iorkharr 
.,Naalhaven ZUID ZUDIE 48, 3088 Hj: RofteracT Nederland 
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 Classified  
BOOKINGS 

PERFORMERS' COOPERATIVE shows how 
and where to find bookings nationwide. Stamped 
self-addressed business envelope brings details. 
NATURAL ACTS, BOX 162-1, Skippack, PA 19474. 

BOOKS 84 PUBLICATIONS 

ROCK MUSIC BOOKS AT DISCOUNT PRICES. 
Judas Priest Anthology $7.95. Van Halen I & Il 
$10.95. Van Halen's Fair Warning $9.95. Diver Down 
$10.95. 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 Shattering 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. 50C for catalog. DIS-
COUNT MUSIC WAREHOUSE, P.O. Box 212M, Lin-
denhurst, 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. 

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 

OPENING-UP VOCALLY CASSETTE TAPE. 
Guided relaxation using imagery, affirmations, 
breathing, your voice and creativity. HOLDIN' 
DOWN THE BEAT CASSETTE TAPE. Drummers-
percussionists: practice with hot piano chord pro-
gression accompaniment (click tracked) DEVADEEP. 
Outstanding pre-performance relaxation tape. Neu-
tral. non-imposing original piano music. $12.50 
each. THE PMS CATALOG, Box 10689-M, Chicago. 
IL 60610. 

NOTATION GUIDE Theory Outlines, Music His-
tory Charts enhance your understanding of music 
and its performance. For more information, send 
$1.00 to: JF0 ENTERPRISES. P.O. Box 818, Palm 
Springs, CA 92263. 

PLAY HOT LEAD GUITAR IN ONE WEEK. 
Guaranteed! Without reading music! Booklet in-
cludes over 70 rock licks, plus tricks, scales, theory, 
techniques, more. Send $7.95 to: HOTLICKS. Box 
270C1, 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 tor free bro-
chure and career guide. MBI. Suite 400M, 2970 Peach-
tree Rd. NW. Atlanta. GA 30305 (404) 231-3303 

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. 

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: F.T. McGRATH & 
CO., 37 Zephyr Drive, Westfield, MA 01085. 

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. 

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

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. 

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. 

GUITAR STRAP-LOCKS! Only $2.50/pair post-
paid! Money-back guarantee! GUITAR GUARDS. 
Send to: Musidyne, 3000-M Biloxi Ct., Louisville, KY 
40205. 

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. 

COPYRIGHTS AND TRADEMARKS-Com-
plete and prompt services provided at reasonable 
cost. Contact: LAW OFFICES OF JOHN EGBERT, 
4901 Milam, Suite 7, Houston, TX 77006. (713) 
528-5282. 

T-SHIRTS 

LARGEST SELECTION OF MUSICAL instru-
ment and composer T-shirts available. Over 20 dif-
ferent instruments and 12 composers. All shirts 
hand silkscreened on 50% cotton/polyester top 
quality garments. Catalog 504 refundable with first 
order. PHILADELPHIA T-SHIRT MUSEUM, 118 S 
18th St., Philadelphia, PA 19103. 

RUN YOUR CLASSIFIED AD 

IN AMERICA'S #1 TRADE 
MUSIC MAGAZINE. 

ABC audited. $ 1.45 per word. 
Display $60.00 per column inch. 
Major credit cards accepted. Call 
Jeff at BILLBOARD MAGAZINE, 
(800) 223-7524. 

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 Ofc. 
(609) 547-7096. Or West Coast Ofc. (714)527-5611. 

SINGERS, WRITERS, GROUPS. MusiCable isa 
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. 

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. 

EV COMPONENT SPEAKERS, new, never used. 
2 each EVM-15B 15" low frequency speakers, 2 
each 110 watt Heavy Duty 1823 RA. Drivers with 10" 
by 26" radial horns, 2 each T350 High Compression 
Drivers. List over $1,000. Will sell for best otter. (605) 
225-7628 WOLFF AUDIO & SOUND, 810 12th Ave., 
N.E., Aberdeen, SD 57401. 

CRATE & SUNN guitar amplifiers, DAION acous-
tic & electric guitars, SHURE microphones, BIAMP 
SHURE & SUNN Sound Reinforcement, NADY 
wireless systems, ELEPHANT guitar amplifier & P.A. 
stands. Call or write for literature and prices. (605) 
225-7628 WOLFF AUDIO & SOUND, 810 12th Ave.. 
N.E., Aberdeen, SD 57401. 

MUSICIANS/SONGWRITERS. "Cassette 
King" duplicates tapes on "Agfa Professional" 
cassettes low as $1.00 each which includes 
cassette. Also selling blank cassettes. Send for 
prices. CASSETTE KING. P 0 Box 163, W. Redding, 
CT 06896. 

PHOTOS & POSTERS 

FRONT ROW & OFFSTAGE 

COLOR PHOTOS 
AD/DC, Ants, Benatar. Ozzy. Cars, F. Md. ii id, Jimi, Journey, 
Led Zee. Loverboy, Petty. Police, REO. Sangfroid, Stones. Jett, 
Van Halen, Who, 8 400 other Rock, Heavy Metal and Progressive 
bands Longest in the photo business, largest selection. highest 
quality by lar Send $2 for catalog/2 samples $3 gets 3 samples 
list 3 groups). $4 gets 4 ( list 4), etc Limit $5 for 5 (list 5) List lave 
bands and alternates tor samples 

PINES/ELLIOTT PHOTOS, LTD., DEPT. MPL 
P.O. BOX 1122 MADISON SO. STA., N.Y.C., NY 10159 

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 23320-0?93 

SERVICES 

DONT 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. 

COPYRIGHT REGISTRATION. $35 total cost. 
Free information. COPYRIGHT ASSISTANCE 
10322 Globe Dr., Ellicott City, MD 21043. 

RECORDS & TAPES 

MOBY MUSIC 
RECORDS* TAPES* IMPORTS 

Send for your complete Import 8 Domestic NEW 48- page 
Moby Music Catalog-51.00 (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 

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. 
GOLDM1NE. Box 187-MU, Fraser, MI 48206. 

RARE 60s-80s ROCK RECORDS. Send 
requests and for catalog to: ADLIBITUM 
RECORDS, P.O. Box 103, Tappan, NY 10983. 

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. 

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. 

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. 

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. 

GATO BARBIERI FANS! Gatos new LP, Bahia, 
Teo Macero produced on Fania. His best in years. 
Hard to find in the stores. Also, Gato with Fania 
Allstars, LP Social Change, Steel Pulse on vocals, 
fantastic record. Send $8.00 per LP plus $1.00 ship-
ping each to: IPANEMA RECORDS, Box 49452MG, 
Austin, TX 78765. 

HARD-TO-FIND RECORDS-We off er the best 
prices and fastest service carrying the finest in reg-
gae, blues, jazz, rock, bluegrass, old-timey, British 
Isles and American folk music and more, on domes-
tic and imported labels. Catalog $1 (credited towards 
first order). ROUNDUP RECORDS, P.O. Box 147, 
Dept. M6, East Cambridge, MA 02141. 

FREE CATALOG: Western Swing/Rhythm & 
Blues/Rockabilly and much more. Please write to: 
WORLD'S RECORDS, P.O. Box 2613 Dept. M, San 
Rafael, CA 94912. 

FREE! HOTTEST AUCTION LIST ANYWHERE! 
4 times yearly. FINEST RECORD STORES, 2400 8th 
Ave., Greeley, CO 80631 

SONGWRITERS 

BEAUTIFUL SHEET MUSIC OF YOUR SONGS. 
Typed with printed graphics. Recordings and 
demos available. Free Info. EG1, P.O. Box 166-M1, 
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. 

CLASSIFIED: $ 1.25 per word, $25.00 mln. 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. 
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horn. That's why they stopped making 
them with wood, because after a while it 
warps or cracks. Then you've got real 
trouble." Ralph handed the clarinet back. 

At Bargain Spot (64 Third Avenue at 
11th Street), Ralph was smitten by 
a Buescher C-melody of slightly tar-
nished silver, priced at $169. This time, a 
nice old gent let Ralph play all he 
wanted. "Mmmm," cooed Ralph, "very 
nice. This is actually in good shape. And 
these babies are hard to find." As Ralph 
tootled away, I thought of FrankieTrum-
baur, Bix compatriot and king of the C-
melody; Lester Young, who started on a 
C-melody, often cited Tram's influence. 
Many accuse the C-melody of sounding 
wimpy, like a circus horn, but in Ralph's 
able hands, it sounded just fine— 
indeed, somewhere between an alto 
and a tenor. Why, I wonder, has it been 

forgotten? In the right hands, it's a horn 
that can go higher than a tenor and 
lower than an alto and still sound nice 
with its round-edged tone. Heartbroken, 
since he had no cash handy, Ralph gave 
the sax back to the salesman. Just then, 
a Chinese guy walked in and exclaimed 
"A C-melody! I'll take it!" Sure enough, 
he bought it on the spot. "That guy got a 
deal!" Ralph sighed. 

At the same shop, Ralph also tried out 
a made-in- Italy Grassi alto sax, a gor-
geous, shining gold-bodied instrument 
with silver keys and pads, very clean-
looking. Even though its lower-octave 
key was stuck, it had a nice, full tone, as 
well as a top-notch Selmer octave key 
on the crook of the neck. "For a pawn-
shop sax," said Ralph, "it's not bad. You 
could get that one key fixed for a reason-
able price, but your best bet would be to 

Martin Marquis Strings... 
from the guitar makers 
There are some people who are willing to spend hundreds of dollars for 
a guitar. but then try to save pennies on one of the instruments most 
important components— — the strings At C F Marlin, where we have 
handcrafted guitars for nearly 150 years, a Martin is considered 
complete only after we have strung and tuned the instrument with Martin 
Marquis strings These premium bronze wound strings are available in 
a wide range of gauges for six and twelve string guitars For classic 
guitarists regular tension and special higher tension nylon strings are 
also available Visit your local music dealer and ask for Marlin Marquis 
strings, you'll hear the difference 

Martin guitars and Marlin strings are the official guitars and strings 
of Opryland USA. 

THE CF MARTIN ORGANISATION, 510 SYCAMORE ST NAZARETH, PA 18064 

MARTIN 
MOILS 

ACOUSTIC GUITAR 

ONE SET M1200 (61 
BRONZE WOUND 
MEDIUM GAUGE 

THE CF MARTIN ORGANISATION PA 18964 

get it overhauled, 'cause it felt like it 
wasn't aligned quite right. That would 
cost a few hundred bucks, but it's a 
beautiful horn, really, and $199 is a good 
price. For a horn like that new, you could 
pay up to $800, so if you spend a total of 
$500 buying it and fixing it, you still make 
out." 
We then walked up Third Avenue to 

check another pawnshop in my neigh-
borhood—Gramercy Pawnbrokers Inc. 
(318 Third Avenue at 24th Street). There 
in the window were two gold baritone 
saxes, a Buescher and a Pan-American 
(both made in Elkhart, Indiana, like so 
many pawnshop horns, which appar-
ently come from the middle-American 
polka belt), plus a shiny new silver Wur-
litzer " low pitch A" alto ($289). 
Ralph tried out both baritones ( no 

salesman hassle). The Pan-American 
($275) had a huge old rubber mouth-
piece and what Ralph termed "caveman 
fingering," but didn't sound bad. The 
Buescher ("A pretty reliable old make as 
far as pawnshop horns go," said Ralph) 
had a sleek Auto-Link metal mouthpiece 
and, though it too had strangely dis-
tended finger- key positioning, sounded 
great and, priced at $349, didn't need 
much work besides a minor tuneup. 
Again, Ralph, who was actually looking 
to buy a baritone, had to reluctantly hand 
it back. "The fingering may have been a 
little awkward," he concluded about the 
Buescher, "which could make it hard for 
some people to play, but it's basically a 
great horn, a very sound instrument. You 
could pay at least twice as much for a 
new baritone of comparable quality, but 
then again, with a new one you're pretty 
much guaranteed that nothing'11 be 
wrong with it." 

So, there may be deals to be had, but 
pawn-shopping is basically an adven-
ture, and in these Murphy's law offices 
where who knows what could be wrong 
with the instruments, it could be a very 
frustrating adventure for the uninitiated. 
If, like Olu Dara, you want that "ancient," 
"funky" sound, you'd better bring along 
someone who's at least been playing a 
while, if not a professional musician. Of 
course, there are always professional 
music shops, like those on music instru-
ment row in N.Y.C., where you can find 
dependable new and used models that'll 
do fine for the beginner. Reliable makes 
for trumpets include Conn, Holton, 
Bach-Stradivarius, Schilke, Getzen, 
Olds and Benge; for saxes, Selmer, 
Conn and Yamaha (for flutes, of course, 
there's always good old Gemeinhardt, 
and LeBlanc for clarinets). Some com-
panies, like King and Bundy, make solid 
trumpets and reeds. Surely we've 
missed a few "name" manufacturers, 
but in any case, if the pawnshop expe-
rience frightens you off, just go to a legit-
imate instrument dealer and ask for a 
reasonably-priced, quality instrument. 
In any event: caveat emptor—play 
before you pay! El 
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Hundreds of new sounds. 
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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 desigr exper:ise 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 
through the eighties. 

Start your music off with the effects o' 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 for Commande. 

MXR 

Musical 
Products Group 

MXR Innovations, Inc. 740 Driving Park Avenue, Rochester, New York 14613 (716) 254-2910 

Lexan° is a registered trademark o° the General Electric company. 



THE OVATION CUTAWAY: REACH FOR IT. 

Voted " Best Jazz Guitarist" for 
the last five years by the 
readers of Guitar Player Mag-
azine, Al DiMeola continues to 
take his music to new and ex-
citing places. And wherever Al 
goes, he takes Ovation. 

Introducing the new Ovation 
Cutaway Roundbacks. Four 
models take your music to new 
places ... allowing free ac-
cess to the upper frets for ex-
pressive chords and leads. 
Our unique roundback design 
(deep and shallow bowl), pa-
tented Kaman Bar" neck rein-
forcing system, and built-in 
acoustic electric pickups, help 
make the new Ovation Cuta-
way Roundback guitars worth 
reaching for. 

See Your Authorized Ovation 
Dealer today. 

Hear Al DiMeola 
on his latest 

album, " Electric 
Rendezvous" on 

Columbia records 
and tapes. 

Ovation Instruments, Inc, A Kaman Company 
Blue Hills Avenue Ext, Bloomfield, CT 06002 




